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  Preface


  As the editorial for issue 10.2 explains, Pied Piper, the usual publisher for the Journal of Children's Literature Studies, closed in the summer of 2013. Four issues were with them, awaiting publication, and material for a fifth (10.2) had been accepted by the editor. Farah Mendlesohn (Anglia Ruskin University) offered to rescue this material and see it through to electronic publication. She edited the material, and Edward James (UCD) and Mary Scott (UEA) worked on producing a consistent formatting and house-style. Cheryl Morgan, who runs Wizard's Tower Press, published the whole five issues together into the final e-book.


  The original run of The Journal of Children's Literature Studies was published under the ISSN 1743-0526


  


  



  Journal of Children's Literature Studies


  March 2012


  Volume 9, issue 1


  


  Editorial


  In this first issue of Volume 9 of the Journal of Children’s Literature Studies we feature an article which examines a book in which the images are as important as the words, and indeed in one of those books there are no words. As a result the current issue benefits from the inclusion of illustrations, and demonstrates the exceptional quality which picture books for young people bring to children’s literature in particular, and to literature as a whole. Marilyn Blakeney-Williams analyses reactions of a group of student teachers in New Zealand to a text less well known in the UK, Jennifer Beck’s Nobody’s Dog (2005), whose illustrations by Lindy Fisher interpret, create emotion and add context to the two-layered text.


  We particularly welcome the paper by Daryoosh Hayati, a lecturer at the Islamic Azad University, on ‘The Little Black Fish: Identity Construction and Learning Through Nonconformity’, which analyses another text unfamiliar to many readers in the UK. Hayati reveals the riches to be found in the children’s literature which is conceived in cultures other than that of the western nations, and written and published in other languages. This short story by the Azerbaijani writer Samad Behrangi has been translated and published in the UK, but it was banned in Iran prior to the revolution in 1978. Hayati examines its messages about independence and learning through experience, and thereby reveals just why it was regarded as a dangerous political allegory in the country of its creation.


  Pat Pinsent’s article examines the implications of David Walliams’ novel of 2008, The Boy in the Dress. In the past no-one would have thought a boy in a dress to be worthy of comment. For centuries boys and girls had worn similar clothes – all with skirts – up to and sometimes beyond the age of eight, when boys were ‘breeched’, becoming a proto-adults in smaller versions of adult male attire. It was the emerging reassessment in the eighteenth century of these early years of life which argued that childhood was distinct from adulthood, and this was instrumental in bringing about changes to the traditional clothing worn by children. Pinsent’s thesis of course looks at twentieth- and twenty-first-century attitudes to cross-dressing, and argues that Walliams’ book urges us to look beyond stereotypes, and instead celebrate clothing as an expression of difference.


  As ever, we thank our many reviewers for their perceptive readings, and detailed comments on new(ish) additions to the canon of children’s literature criticism.


  Bridget Carrington


  


  How Student Teachers can Derive Personal Meaning from a Postmodern New Zealand Children’s Picture Book


  Marilyn Blakeney-Williams


  Abstract


  The need for a language to talk about image and print has been generated by the evolving nature of literacy and literature and how texts are written (produced) and read (consumed). In this research a group of undergraduate student teachers develop their knowledge as readers and viewers of picture books through multimodal asynchronous shared discussions. The student teachers were asked to consider affective, compositional and critical dimensions of text as defined by Callow (2006). Using this framework, they explored the interplay between written text and illustration, design and layout of a New Zealand postmodern children’s picture book, Nobody’s Dog (2005) by Jennifer Beck. The application of visual metalanguage combined with explicit discussion assisted student teachers to recognise how picture books are constructed and re-constructed as an important part of change in literacy pedagogy. The article reports on the student teachers’ postings and entries to the online discussion forum to demonstrate these understandings.


  Introduction


  With the increased use of images in information and communication technologies, the definition of ‘text’ has expanded to include multiple modes of representation that combine print, visual, electronic and digital texts (Kress, 2003; Walsh, 2006; Anstey & Bull, 2007). This is particularly evident in picture books where the images increasingly play a role in the construction of meaning. Kress (2003) contends that paper-based texts can be viewed as multimodal as they contain both print and visual elements, spatial and design features. Picture books have always been important, but Anstey and Bull (2007) assert that contemporary or postmodern picture books provide a bridge between other multilayered texts (for example websites, blogs and wikis) and forms of media and text analysis. It is therefore necessary for teachers and researchers to work together to document the tensions and possibilities that challenge readers/viewers as they engage with picture book texts (Simpson, 2005; Hassett & Curwood, 2009; Serafini, 2009, 2011). This involves not only technical skills in manipulating texts, but also how elements of analysis work to create meaning between written text, visual images and design elements. Postmodern picture books are ideally suited to provide contexts for a critical analysis to be learned.


  The postmodern picture book (Pantaleo, 2008) is a specific genre that utilises non-traditional ways of using plot, story lines, and perspective. Postmodern picture books consider: new and unusual design and layout with a pastiche of illustrative styles; new interactions between texts and readers; text superimposed on pictures; multiple layers of meaning, visual and verbal text (Arizpe & Styles, 2003; Pantaleo, 2004; Anstey & Bull, 2010). These metafictive devices enhance the meaning of the text, challenge the reader/viewer to derive their own understandings of the interplay between text and illustration, and focus the reader’s attention on the reciprocal and mutual action of word and image together (Sipe & Pantaleo, 2008). The reader’s attention is directed to linguistic and visual modes of communication (Evans, 2009) through multiple readings and open-ended possibilities.


  Although there is a body of literature providing analysis of published multimodal texts (for example, Arizpe and Styles, 2003; Goldstone, 2004; Pantaleo, 2004; Nikolajeva & Scott, 2006) there is less on how [student] teachers might prepare themselves to develop their own knowledge about visual literacy in their own contexts (Anstey, 2008). This article is concerned with the nature of understandings that undergraduate student teachers bring to the study of picture books and how these might be enhanced through close reading of texts in online asynchronous discussion forums. ‘As teachers become more adept at shared readings and discussions with each other, they can derive increasing levels of competency and complexity in critique and analysis’ (O’Neill, 2011, p. 215). However this requires a language for talking about language, images, texts and meaning-making interactions (metalanguage) in order to discuss the concepts of what they see and view (New London Group, 2000; Kress, 2003; Simpson, 2005).


  Being able to interpret text and image relationships depends on knowing about semiotics (ways of communicating). In picture books this depends on understanding the linguistic (how language is constructed and how it works) and visual systems (images, signs and symbols) with increasing awareness of spatial layout and design (Anstey, 2002; Pantaleo, 2008; Walsh, 2010). Sipe (1998) embraces the word ‘synergy’ to describe picture/text relationships while Nikolajeva and Scott (2000) label the relationship as symmetrical, enhancing, complementary, counterpointing or contradictory. Knowing how picture/text interactions are occurring is crucial in engaging the reader to be more active in the construction of the story. ‘Texts with metafictive devices call for more interactivity by the reader, force a higher level of engagement, and require a process oriented style of reading’ (Pantaleo, 2004, pp. 212-213).


  The undergraduate student teachers in this study were enrolled in a multimodal children’s literature paper. This is an optional second year paper of a Bachelor of Teaching degree, University of Waikato, New Zealand. Ten modules based on a range of genre and themes comprise the course. Module one provides an introduction to children’s literature. Module two places emphasis on the ‘changing face of the picture book’ and it is the student teachers’ responses to this module that form the basis for the findings reported here. Specifically a more concise way of looking at text, with a focus on one postmodern book that includes several metafictive devices, Nobody’s Dog (2005) by Jennifer Beck. The question then is how to scaffold this knowledge with student teachers. Callow (2008) provides a useful guide to examine the student teachers’ literary understandings based on the work of Kress & van Leeuwen (1996).


  Callow (2008) identified three aspects of visual literacy understanding: affective, compositional and critical dimensions. The affective dimension involves interpretation of an image with written text through prior experiences and personal expression. Compositional involves the use of specific metalanguage to describe elements of how images and text are constructed such as colour, line, shape. Concepts relate to salience (attention to certain features in an image) and modality (modes of expression). These might be the visual image, written language and/or graphic design (Kress & van Leeuwen, 1996; Evans, 2009). The third dimension (and most challenging) considers the ideological positioning and power of visual and text relationships. Social and culture, values and beliefs influence the reader/viewer’s understanding and critique of how texts are constructed (Anstey & Bull, 2007). These dimensions provided student teachers with an accessible framework to be able to critique and explore audience, purpose, emotional effect, and ideological positions (New London Group, 2000; Callow, 2005). By the same token, the student teachers need to understand ‘both words and images leave room for the readers/viewers to fill with their previous knowledge, experiences, and expectations’ (Nikolajeva & Scott, 2006, p. 2). This is more than ‘how’ stories are constructed but also ‘what’ the stories are telling (Nodelman & Reimer, 2003).


  Participants and Research Focus


  A cohort of twenty student teachers from a total of sixty volunteered to be part of the research. This received approval from the University of Waikato ethics committee. The student teachers were studying New Zealand children’s literature through a multimodal online medium of instruction.


  The university internet paper encompassed professional readings (print based), set texts (specific children’s picture books and novels) and study guides. From these resources, small group asynchronous discussion occurred in weekly online forums. Wenger (1999) calls this interactivity a ‘community of practice’ where mutual engagement and joint negotiation lead to a shared repertoire of knowledge and understandings accumulated over time. Additionally Larson (2009, p. 638) believes ‘collaborative online learning communities provide students with equitable opportunities to share their thoughts and voice their opinions about literature’. Furthermore, Ryan and Scott (2008, p. 1640) agree that ‘online forums are ideal for narrative or sharing of experiences’.


  In this way, some discussions were student-led while others were not. Therefore for the purposes of this research and as a lecturer in the paper, my role was to observe the process rather than facilitate or participate during module two, the changing face of the picture book. The findings are thus reported as third person narration describing the book and summarising a range of participants’ asynchronous contributions to the forum.


  Methodology


  Three sources of data were collected. The first set of data is based on responses to an online written survey on prior understandings before participating in the paper. Within the range of questions from this survey it became obvious that one question was highly significant and required further investigation. The question was: Explain your perceptions of the interplay between text and illustrations. Responses indicated a dominance of explanations about written text and less on illustrations (90%); an emphasis on the author’s intended meaning as a fixed entity with less importance placed on multiple interpretations of meaning, visual or written text; a concentration on narrative in terms of character development and plot centred on feelings and emotions; some discussion of visual techniques but limited to a pre-occupation with colour, shape and size, and use of line. The second set of data related to the online asynchronous group discussions. The third set was the written and final course evaluations using similar questions to the initial survey. These reflected developing awareness and confidence by the student teachers of being able to discuss print and illustration in picture books using appropriate metalanguage that was understood by all participants.


  This article focuses specifically on the second set of data, that is, the postings and entries in the discussion forum. An interpretive approach was adopted by two other lecturers familiar with the New Zealand children’s literature paper, in which they selected a representative sample of dialogue and conversations between student teachers. In some instances a detailed account is provided. By using student ‘voice’ the findings reveal the impact such discussions can have on cognitive and social skills promoting their own autonomous learning strategies. As previously mentioned, three dimensions of analysis will form the framework for this study to include elements of narrative and metafictive devices. However owing to the interdependent and synergistic relationship between these dimensions, overlapping is inevitable but not distracting. The research questions formulated relate to the second set of data.


  How might student teachers attend to the interplay between visual images and written language in order to construct meaning from picture books?


  How might student teachers acquire a shared language to talk about visual images and written text in picture books with children?


  Context


  The study centred on the New Zealand children’s picture book, Nobody’s Dog (2005) by Jennifer Beck and illustrated by Lindy Fisher. The book displays many features that mark it as an example of postmodern literature in the form of a children’s picture book. In Nobody’s Dog, the metafictive devices include a complex illustrative style; superimposed multiple layers of meaning, including the use of flashback; interactions from different perspectives; ‘rich’ symbolism, repeated motifs and complex design that carries the meaning. The picture book format comprises double-page spreads, except for the last page. For the purposes of reporting the findings, page openings will be referred to as 1-16. Italics are used when quoting from the book to distinguish the student teachers’ thoughts from the written text.


  Nobody’s Dog (2005) [Figure 1] won the New Zealand Post Book Award for Children and Young Adults Children’s Choice Award in 2006. It tells the story of an old man’s memory of a stray dog that changed his life. The narrative takes the reader/ viewer back to the past as the grandfather tells his grandson, Sam, the story behind his inspiration to paint a picture of a dog he never owned. The plot centres on friction between the grandfather (as a boy), and the decision his father made to take the dog away. The father fails to understand the emotional connection between his son and the dog, whilst the boy cannot understand his father. Sam is the vehicle for this story. Without his curiosity the memories from his grandfather would not have been shared and the passing of a treasured possession (the painting) may not have occurred.
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  Figure 1: Cover


  Findings: Applying the Framework


  Affective (personal interpretation and pleasure woven with cultural knowledge)


  Plot


  In this story a close relationship is established from the beginning to ‘hook’ the reader/viewer into the narrative. When the book is opened the reader/viewer is drawn into the lounge room through a powerful image of grandfather’s head and shoulders/arms. The image is dominated by the eyes of the dog. The perspective is to lessen social distance and increase the intimacy between text, image and viewer. As Nodelman and Reimer (2003, p. 292) state ‘the characters’ positions and gestures convey information about the events they are taking part in’. The most salient part of an image is one that attracts the viewer’s attention with immediate impact (Kress & van Leeuwen, 1996).


  The student teachers articulated their thoughts on this opening page expressing their understandings, feelings and emotions. For example, one student teacher said ‘Lindy Fisher has drawn the dog, not as a portrait but almost like a ‘spirit’ watching over the grandfather’. Another student teacher felt ‘the cover evokes the essential quality of the story by showing a dog with downcast eyes’. Others suggested ‘the title and illustration reflect sadness and tension as exemplified by encasing the dog in a frame’. Further thoughts were ‘this type of emotional aspect warns the reader this book has a special message’.


  The conversation continues. ‘The plot is a story within a story, so it’s not entirely linear’ or ‘the story is framed in present time at the beginning with a grandson beginning to ask questions of his grandfather but it shifts’. ‘The plot moves into the past and back to the present’.


  There is clear evidence that a process of self-discovery was already underway. New concepts and terminology, such as, framing/borders, were being introduced to the student teachers as a result of discussion, the effect of design and suggested shifts in meaning.


  Theme


  Children’s literature tends to focus on central themes that relate to adult concerns about what children are and about how they should think of themselves. In this story the thematic structure presents binary opposites: human and animal, adult and child friction, safety and danger, repression and expression, friendship and loneliness; a complex interweaving of social and cultural influences that engender greater understanding of a changing world. Binary opposites are ideas that ‘conflict with and relate to each other in various ways to create the structure of cultures, artefacts, and literary texts’ (Nodelman & Reimer, 2003, p. 200).


  Some student teachers felt the theme was ‘the growing relationship between a grandson and his grandfather, in the present day’…..’the underlying meaning throughout the story as their relationship develops as a childhood story’, while others believed the theme to be ‘caring for those who are emotionally vulnerable looking back at the past’. Some student teachers were quite adamant that the grandfather, as a boy, was ‘victim to decisions made by his father’; ‘he had no control over whether he kept the dog’; ‘although he was emotionally attached to the dog; he was not allowed to keep it’. After lengthy discussion, other points of view emerged that delved deeper into the themes of vulnerability, ‘to include not only the grandfather as a boy, but the dog as well’. The student teachers’ language was quite emotive, and they felt that both the boy and the dog were susceptible not only to the dominance of the father, but to the natural elements and the economics of the time. This will be explored further under the critical dimension.


  Character


  Student teacher discussion centred primarily on the construction of images and the use of inference in depicting character through facial expression, body language, and other inclusive details such as those described by Sipe and Ghiso (2005). The student teachers could see that grandfather (as a boy) changed as the story developed. The text is rich in detail with regard to his personality and the emotion he feels, for example, when he discovers the dog has been taken away by his father and presumably killed, but he is only ever partially seen. Moreover, the student teachers also noticed that none of the characters gaze directly at the viewer at any time. They understood there are no demand images, only ‘offers’ as described by Kress and van Leeuwen (1996). As one student teacher stated ‘the effect is to intensify viewer/participant interaction and alignment of the viewer’.


  Another example of character development [Figure 2] relates to the illustration where the boy can be seen crying on his bed. The student teachers responded emotionally to the enlarged font, ‘I went to my room and cried myself to sleep’ (p. 8) together with comments on the possible meanings of why the tyre tracks (from the tractor) are angled and overlaid to cross the bedding in the boy’s room. For the first time, use of the term ‘gutter’ was introduced and feelings were aired about the power and strength of the father.
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  Figure 2


  In Nobody’s Dog the written script changes in size and font to emphasise moments of extreme emotional pain and expression, for example, ‘He was gone’ (p. 6) and ‘What happened to my dog?’ (p. 7); ‘And then I saw him’ (p. 11). One student teacher commented ‘the written and visual techniques are very sophisticated and effective in showing the characters’ feelings in relation to others’. Another student teacher said, ‘strong, emotional characterisation of the boy and his father reach out to develop empathic feelings from the child reader/viewer, perhaps even to bond with the dog’. Students reinforced the affective qualities of the book by selecting examples such as ‘his eyes shone behind his glasses’ (p. 2) ‘the truth is he was nobody’s dog’ (p. 2). An emotive response was recorded as, ‘the change to a larger childlike font is used to show deep sadness. I find the use of this technique very distressing’.


  A summary posting from a student teacher was:


  The author does not describe grandfather other than ‘when I was just a lad’ (p. 3) but rather builds his character through his actions and people’s reaction to him. The visual image illustrates him as a caring person by the way in which he helps, cares for and loves his abandoned dog as a child. You can only understand this by thinking carefully about the picture/text interactions. He develops as a well-rounded character who feels emotions that children can sympathise with.


  Compositional (Design and Layout, Salience and Modality)


  Framing and Borders


  Compositional elements of framing were also considered by the student teachers in particular use of framing or borders, space and line. In Nobody’s Dog, the use of framing is prominent, and used to imply detachment and objectivity when required or removed when there is close contact between characters. Student teachers made many suggestions on how line is used to separate the image from the rest of the page (a border) or as the space that separates the image from the text; also how some images depict a sequence of events, such as a change in place and time, or a series of separate images but with connected ideas. As Serafini (2009) maintains framing affects the interplay of words and pictures by directing what the reader sees and influences how the reader thinks and feels. In an overall sense in this story, framing and borders are used as a visual metaphor for the concept of portrait painting, thus linking the beginning and end of the story.


  Further descriptions of the images by the student teachers include ideas like, ‘the images have strong borders or even frames like traditional oil paintings do, while others have softer frames and more curving lines.’ ‘I like the way there are illustrations tightly cropped and then there are many that bleed off the page and go into infinity’. ‘The juxtaposition keeps my interest and represents constraint and freedom in my view’.


  Symbolism and Motif


  From the outset in Nobody’s Dog (2005), Jennifer Beck provides the context in one phrase, ‘I worked on my parents’ farm’ (p. 2) while Lindy Fisher uses illustration to flashback earlier events. The reader is taken back in time to a New Zealand South Island hill country farm (the Mitre Peak stamp used later as a further clue) using authentic pictures of old time hand shears, a vintage tractor, a lamb, hen and eggs. The torn muslin material and crackling on the wooden fence along with the tubes of paint create texture, alluding to the metaphor of the painting which is introduced early and continued throughout. The colours and textures of the illustrations add to the plot and setting to give an understanding of the history behind the memories, for example a student remarked, ‘the image of the dog has interesting texture to it and high modality’. Another perceptive student teacher said ‘these symbols visually aid the reader with pockets of information’. Callow (2006) refers to this as the extent to which the image depicts realism. The student teachers were beginning to understand this.


  Motif


  Close viewing enabled the student teachers to see how the use of repeated symbols and patterns strengthened the narrative. Motifs, such as, a skeleton leaf shape are used to represent the fragile nature of the relationship between the boy and his father. This is evident when the boy finds the dog has gone, as the leaf is placed in the foreground and overlays the dog’s dish alongside other elements of nature. By carefully discerning background details within the multi-mediated images, this symbol is also found on tree trunks and other places throughout the book where there is reference to nature and the environment. Whenever the symbol appears within the multiple images, this is closely linked to the relationship between the dog and the boy, and the reader/viewer. Several of the student teacher postings pointed out a crackling effect on things belonging to the dog suggesting this reminded them of cracked oil paint.


  Modality and Use of Colour


  In depth discussion occurred in relation to the page openings where texture and colour have high intensity. For instance, on the opening where only the boy’s hands and the dog’s fur coat are depicted, there are no facial features but the golden colours add layers of warmth and texture. A number of students understood that the boy was bonding with the dog as he rubbed his fingers through its warm golden fur. The colours are diversified, in similar shades and are not seen again, until the dog finds the boy in the stormy night, ‘I forgot my pain and my fear’ (p. 12). Student teachers tended to focus on the tactile feeling this evoked, for example, ‘I wanted to knead my fingers into the fur and be part of the illustration’.


  The dominant colours are sombre blues, greys and browns. The natural blues invite calmness and the more saturated colours signify gloominess. Lighter colours are used for happiness. Images have high modality throughout as suggested by some student teachers, for example, ‘natural and blues which evoke memories of serenity and signify calmness’. ‘The darker colours signify sadness but these appear lighter when there are happier times’. ‘Semi saturated colours evoke the feeling of coldness/chilling’.


  Facial Expression and Gesture


  An intensity of opinion was created by the text, ‘What happened to my dog?’ (p. 7) [Figure 3]. Responses were directed at composition: salience, positioning and perspective. The illustrator has caught the eye of the viewer, calling attention to certain features by the use of foregrounding and focus on the boy. Interpretations were diverse, some examples were:


  ‘The illustrator draws the reader into the plight of the character by positioning him on a diagonal angle’…’ the diagonal line gives strength and foreshadows the young boy’s isolation and lack of freedom that emerge throughout the story’…’the angled line suggests the theme of isolation and separation to create uneasiness’… ‘he is heading toward a more dangerous setting than before, perhaps the new or possible as he is so angry and bereft’. ‘The barbed fence wire suggests the overarching theme in the book, a lack of freedom’.
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  Figure 3


  Attention to the written text is summed up by this posting, ‘by putting only one sentence with the image, the reader/viewer is encouraged to concentrate all their attention on one emotion, one expression. It’s not just one boy and one fence’…. ‘He looks isolated against the empty sky and alone, not in control of the situation’.


  A return to the use of framing is particularly poignant at this point in the story and noted by many students to indicate the passing of time. This is depicted by a series of frames that represent a calendar and reflect the changing seasons as well as months of the year. Although these happen in chronological order, they occur loosely. For example, ‘In the months that followed…’ (p. 9) tells the reader that sometime in the future, further events occur.


  Critical (Choices and Decisions that Authors and Illustrators make)


  In response to loneliness and isolation without the companionship and friendship of the dog, the boy began to paint landscapes of the high country mountains. The student teachers identified with his sense of loneliness from a socio-critical perspective. Some examples of the student teachers’ thoughts are provided below but as four individual postings rather than continuous dialogue.


  Hm! It’s quite sad really but I don’t think that a story making a child feel sad is a bad thing. It is a sadness at once removed, and it may enable the reader to examine their own feelings and come to terms with them. It may also help them to deal with sadness in their own lives.


  Depending on the child’s interpretation of the events it may not necessarily be viewed as sad. There are some very happy elements in it, the idea that a child’s kindness, even to a ‘nobody’s dog’, that is, a stray counts for something and is a wonderful thing in my mind.


  As I read this book, I was immediately transported back in time. As a little girl I had a dog just like the one illustrated and he too was taken away from me. Therefore, I found reading this book quite sad.


  I have a cousin who teaches at a multicultural school. She said that the kids in her class liked to hear stories about kids with harsh or difficult parents, because a lot of them experience this in their own lives, and have had to learn to deal with it.


  The boy continues to paint until one day he has an accident on the mountain, slipping and breaking his leg. The illustration after this event introduces a dramatic black and white sketch [Figure 4] that changes the mood and tone of the story quite significantly. This technique almost stops the movement that the other illustrations had created and interrupts the colour and texture that has previously been used. A change is about to occur. Time is standing still but memories are being made. The dog comes from out of the night.
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  Figure 4


  This is a very emotional part in the narrative invoking deeper levels of analysis and interpretation of events, where the illustrator and author have positioned the reader to reason in different ways from that which went on before.


  Student teachers’ reactions to the illustration [Figure 4] are summed up by the following examples when they responded to the phrase, ‘And then I saw him’ (p. 11). One student described how she felt and what she interpreted from the image by saying,


  This time the dog is the image at the top of the page, the boy’s hand and foot at the bottom and there are no lines dividing the dog’s image from the boy. The emphasis is now on the dog in a position of power, at a crucial moment when life is very black and white, live or die; it is the warm, nurturing, and affectionate qualities of the dog that save the boy’s life. Is he real or imagined?


  Other student teachers offered their thoughts and critique with these contributions to the forum.


  The composition focuses largely on the dog and the significance of him in this illustration to me is ‘the hero’ (the dog), who shelters the boy so he can forget any pain or fear. I can see children loving this page and identifying with the hero.


  If you think about it, the dog was ‘wanted’ and faced almost both outcomes of a wanted outlaw. He faced death, which he escaped and had he been allowed to stay, the boy would have the reward. It also signified to me that the boy was badly injured at this point.


  There is no colour which shows the boy was weakening and slowly slipping away. Then the dog comes along and VOILA! Colour, bright-ness, life, joy, hope, holding on. I think children would love this part. I do.


  On this page, the discussion raised a number of issues about who is the most dominant character in the book and how this changes between all three: the dog, boy and father. Student teachers re-visited parts of the book to locate examples. At the same time, other realisations were made such as, the mother was not actually depicted visually anywhere, although she is directly referred to in the written text on three occasions. Student teachers re-read several times to confirm this connection and to further reflect. As Pantaleo (2004) contends multiple readings enhance the nature and depth of engagement to produce different responses to those previously discussed.


  I’m very surprised the mother is not really there, as she plays a critical part in adding more to what [supposedly] happened to the dog and she contributes to the idea of family relationships. I think her perspective is important however I guess, we don’t actually need to see her?


  Another example of re-visiting the text is related to the series of framed pictures (p. 3) where the boy finds the dog hiding behind the shed and has to make a decision about what to do. In two out of the four images he is holding a rope [Figure 5]. This caused heated debate as shown in this sequence of dialogue.


  What is the boy doing with the rope? It looks like a hangman’s noose! It is not explained in the text. Is he tying him up?


  He’s not. I think the pictures of the boy holding the rope, which is big enough to go over the dog’s head, shows us just how much the boy wanted the dog to belong to him… like a make-shift collar and lead, then he would have his own pet.


  That’s a great interpretation of what the noose means, but the author has not mentioned it in the text. She has also earlier described the dog as roaming loose so the boy finding it and stopping its freedom wouldn’t be a good thing to do. It is a bit confusing. The illustrations are describing one thing and the text another.


  Initially I couldn’t see what you were seeing. It could be either. I think I definitely allowed my personal thoughts to sway my thinking. I am not from a farm background so I was surprised when I came to New Zealand to find most dogs are kept outside. No doubt children will also pull on their experiences to form opinions about books.


  The rope represents the boy thinking about making a tyre swing as in ‘supposed’ fun – the future if he keeps the dog. I was brought up on a farm, where rope was often left lying about in the implement sheds, and had a number of uses. I wonder if the rope was there in the hope of tying up the dog that he so badly wanted.
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  Figure 5


  I grew up on a farm too. I know that my parents did not have pet dogs, as they grew up in the 1940s during the war when money was scarce. The only animals they had were ones that produced for their needs or profit.


  Yes… but I found the father’s decision to get rid of the dog later in the book to be very harsh. No one had missed the scraps the boy started to feed it. Would it really be such an expense? In fact the father, to me, showed no compassion, for example, in the sentence, ‘I’m sure he could learn… I began, but Dad cut me short’ (p. 9). Personally, although he did say sorry I don’t believe he meant a word of it! I think the rope warns us of future trouble.


  From this discussion between the student teachers and by returning to the pages where the child is rescued (p. 13), a resolution of conflict is evident. The search party finds the boy in the snow, and the key illustration from a series of four is a close-up of the father’s hand on the shoulder of his son [Figure 6].
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  Figure 6


  At this point in the book a ring on the father’s finger is noticeable, a symbol that had not previously been observed by the student teachers, although it is found hidden within the boy’s tears on opening page eight. There are no references to this symbol anywhere in the book even though this is intrinsic to the resolution of the story. An example of dialogue between four student teachers is provided when considering the significance of the ring.


  I could not help noticing that the hand with the ring on one of the fingers is very similar to the left hand in the last page. What do you think the intention of the illustrator was here?


  Good spotting but I’ve gone back and found it also on the boy’s hand when he’s crying (p. 8). The only other place I could find the ring, other than the last page, was in the bottom right picture when the boy was rescued by the search party. It appears that it is the boy’s father’s (the grandfather’s father) hand and wedding ring.


  Yes… marriage, and eternity. I think it suggests family and ongoing family down through the generations… that’s why it appears on the last page again. I’m not sure about the significance of the ring when he’s crying.


  I don’t know either… perhaps that the relationship will come together eventually. The ring appears at significant times where gestures of a man’s love for his offspring are shown whether we like it or not. The farmer (father) shows practical expressions of love at the time of the boy’s crying. The last page reflects his love for his grandson by sharing his feelings, his memories and his painting of the dog.


  Concluding Thoughts on Nobody’s Dog


  In sum, the characters develop to show as Tomlinson and Lynch-Brown (2002, p. 24) state, ‘the changes good or bad the character undergoes during the course of the events of the story’. A student teacher believed that ‘grandfather, as a boy had to endure some difficult circumstances as the plot faces him with gnarly issues like stray animals and how we treat them’. Another student expanded on this by saying ‘as a grown man, the grandfather’s life has been so impacted by the chance meetings with this dog as a boy, that it becomes one of his most prized childhood memories’. A third student wrote ‘his character also touches on the powerless that children feel in the face of adult decisions and taps into the inner world of the child as he deals with his emotions’.


  A final posting from a student teacher who was ambivalent at the beginning of the discussion is, ‘I have to admit that my first impression of the illustrations and in particular the first page was that it was a bit of a dog’s dinner, excuse the pun! I now see how important the image and print are as ‘each is a part of a connected whole’ and I can also see how the complexity of multimedia and illustrations capture and engage the reader/viewer. There is a sense of purpose and meaning if you look closely into the book to make links with your own experiences’.


  Concluding Remarks


  In this research and as an observer of the process, there is evidence to demonstrate a cohort of student teachers acquired the language to talk about written text and image in picture books by engaging in online discussion forums. The New Zealand postmodern picture book, Nobody’s Dog (2005) and subsequent metafictive devices provided the impetus for these discussions. This is an emotive story allowing for student teachers to take a socio-critical stance and to understand how the composition of a picture book affects the meaning of both text and the image. Their shared ideas, reflective and careful analysis along with sustained and repeated exposure to the picture book developed sophisticated engagement. Anstey (2010) and Pantaleo (2008) claim that multiple passes through a text enhance the nature and depth of critical thinking.


  The research questions explored were: How might student teachers attend to the interplay between visual images and written language in order to construct meaning from picture books? How might student teachers acquire a shared language to talk about visual images and written text in picture books with children? Response to these questions indicated student teachers were able to consider affective, compositional and critical dimensions of text as defined by Callow (2008) and the multiple devices used to amplify such texts. Using this framework assisted student teachers to read for strategic purposes, draw on their previous socio-cultural experience and to become more analytic.


  When considering the student teachers’ limited prior knowledge to an initial survey, the online discussions generated highly motivated thinkers as they engaged in module two, ‘the changing face of the picture book’. Their final course evaluations strongly reflected awareness that picture books as consciously constructed artefacts; an understanding of metafictive devices; heightened critical awareness and the value of the interaction between text/image. The student teachers saw the value in close reading/viewing of picture books and they had acquired knowledge and language in order to do this. The student teachers could see text/image connections through symmetry (equal footing), complementary, enhancement (each extends the meaning of the other) or counterpoint relationships. Nikolajeva and Scott (2001) also discuss contradiction as a further base for interaction but this was not evident in this book.


  Nobody’s Dog (2005) follows a series of confrontations in which the main characters learn to understand themselves better. Aspects of stories in children’s literature often focus on characters’ experience of people, places, and actions (Nodelman & Reimer, 2003). The conflict between father and son is resolved to bring about a change in attitude towards each other. While the book is set in New Zealand to construct a sense of identity and place, the issues are universal. A well-known children’s writer Joy Cowley (2010, p. 104) says, ‘small is always the winner, and small solves many problems in a book’.


  Whether the knowledge gained will be sustained or transferable to another picture book is unknown. A small sample of analysis always has limitations, but these student teachers have shown understanding of how text and image create a social purpose for representing action, constructing relationships and focusing the reader/viewer on key elements. Given this is one module in a semester-long paper it is proposed these understandings will continue to be reinforced and developed in other genre of New Zealand children’s literature. The student teachers realise they need to draw on different semiotic systems in order to engage with texts; that the picture book itself is a product of change (Anstey & Bull, 2007); and that they should consider how the text constructs the reader/viewer. Teachers will need to assist children to approach, analyse and comprehend complex text, and to empower them to participate fully in a global world where postmodern texts are an integral part.
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  ‘The Little Black Fish’: Identity Construction and Learning Through Nonconformity


  Daryoosh Hayati


  Abstract


  Children’s literature has a good deal of relevance to the education of children. Among the most important functions of children’s literature in education is lifelong learning and personality development, as well as identity construction. This essay aims at investigating how ‘The Little Black Fish’, a story by Samad Behrangi, the Iranian children’s short story writer, involves the kind of identity problems children may face and how helpful it is to them to skip the traditional cultural barriers in order to find their own way in their life’s journey. The discussion of this story deals with how a culture-bound variety of parental and teacher care may act as a barrier against the discovery of individual identity. The quest in which the eponymous Little Black Fish seeks to experience life and learn independently is the main focus of this short story, with a stress on independence and learning through experience rather than memorising and following blindly whatever one has been told.


  Introduction


  ‘The Little Black Fish’ is the most famous of all short stories for children by Samad Behrangi. There have been two English editions of stories by Behrangi published by Three Continents Press in 1976 and 1987, containing ‘The Little Black Fish’. This is Behrangi’s most influential short story, which has won, amongst other awards, the Hans Christian Anderson Award, Bologna First Prize and BIB Honor Diploma. While the story has an international appeal, it may be unfamiliar to the readers in the international sphere, making a plot synopsis of the story essential.


  ‘The Little Black Fish’ is a tale within a tale, told at bedtime by a grandmother fish to her 12,000 grandchildren about a little black fish whose home is a stream. This little fish starts to question the confines of her world, society and life by trying to discover where the stream ends. It is the story of a little fish who decides to discover where the stream ends and to explore the blue sea. She is faced with many obstacles, which symbolically stand for the social barriers, and threatening creatures, but eventually reaches the sea. In the sea, she is caught by a heron, but before she is eaten, she kills the heron with a dagger a lizard had given her. The narrator of the story, the grandmother fish, ends the story by saying that after that event (killing the heron) there is no sign of the little black fish and it is never seen again. Indeed, the story ends with the death of the little black fish when she is swallowed by the heron, but her last heroic act is to save another little fish who has been swallowed before killing the heron and dying itself in the process. But the end of the story is still to come. The grandmother fish finishes her story and tells her 12,000 children and grandchildren to go to sleep, but ‘a little red fish couldn’t get to sleep’ (p. 10).


  In spite of the sad fact that ‘there was no sign of Little Black Fish, and since that time, nothing has been heard’ (p. 10), the black fish seems to have achieved her aim in her short life as she deeply influences a red fish as well as making the others clamour to know about the fate of the Black Fish, indicating that the life of the little black fish has indeed influenced others through conveying her message to them:


  ‘Grandmother!’ exclaimed the children and grand-children, ‘You didn’t say what happened to that tiny fish.’ [...] Eleven thousand, nine hundred and ninety-nine little fish said goodnight and went to sleep. The grandmother fell asleep too. But try as she might, a little red fish couldn’t get to sleep. All night long she thought about the sea… (p. 10).


  In addition to its superficial simplicity as a short story for children, the story reveals more serious themes, such as non-conformity in life, learning through experiences rather than obedience, ‘sleep’ and remaining a simple listener while leading a life of ignorance, in addition to provoking others to discover about what their society is like. Moreover, themes such as the expression of a revolutionary idea seem to be the reason why it is being enjoyed by adult readers as well. The potential of the story to ‘be interpreted in many different ways’ (Mahdian, 1990, p. 2) is the quality which makes it suitable for the adult readers as well.


  Though ‘The Little Black Fish’ can be interpreted in many different ways, at a time of escalation of liberating causes in opposition to a dictatorial regime, it was interpreted as symbolising lives of young fighters mostly arising from the lower classes, Behrangi’s symbolism in ‘The Little Black Fish’ was imitated by a new generation of young authors who wrote under censorship, as it provided them with a device through which they could hint at ideological political messages, without being too explicit. The main legacy of Behrangi for the children’s literature of Iran was his realism in depicting situations and confrontation of problems. The most obvious goal of this realistic literature was informing children about the real life and the struggles against the hardships (Mahdian, 1990, p. 2).


  Mahdian (1990) considers it as a children’s short story with ‘the potential to attract adults as well’ (p. 3). As adults can learn how to help children with the process of their identity construction, they need to prioritise the question of the influence of the story on children. Behrangi mainly used simple short stories both to express his revolutionary ideas and to emphasise the importance of helping children learn how to live, which he saw as a duty of children’s literature. Moreover, to play an influential role, children’s literature should aim at essential facts concerning the future life of children, to be observed both by children and adults in order to facilitate children’s identity construction.


  Children’s literature must be a bridge between the ‘blissfully ignorant and innocent world of children, their dreams and sweet imaginations, and the dark world of the adults whose consciousness is drowned in bitter and painful truth and in the hard social environment’ (Abd El-Sadek, 2001, p. 1). The child must cross this bridge and venture into the world of adults with awareness and armed with light in hand. It is in this way that a child can contribute to the improvement of social ills, an important aim, possible to be achieved if children are allowed to find about their world through personal investigation in addition to being provided with values which enable them to deal independently with the various moral and social problems in society, especially those problems they are most likely to be encountered as adults.


  Cultural barriers are one of the points adults must be aware of if they are expected to facilitate the process of children’s identity construction. The story begins with the black fish being ‘laughed’ at by her mother and neighbours as she tells her mother she has decided ‘to go [and discover] where the stream ends’ (p. 1). This kind of reaction from the parents and neighbours could be interpreted as the social barriers existing in some cultures, representing the limits children are exposed to in traditional societies in which their curiosity is being ridiculed or ignored, while in many cases they are being dictated what to do instead of providing them with the positive feedback required to facilitate their process of growth:


  The mother laughed – ‘When I was a child, I used to think a lot like that.’ But, my dear, a stream has no beginning and no end. That’s the way it is. The stream just flows and never goes anywhere (p. 1).


  As this quotation reflects, it is a necessity for children to be helped to surmount the traditional cultural barriers through informing the adults about their mistakes in bringing up their children, thus providing a chance for children to find their own way in life, rather than being brought up with the traditional belief according to which they must be treated as obedient servants, under strict rules with no freedom of choice.


  What makes ‘The Little Black Fish’ still outstandingly important lies in the fact that it symbolically presents many brilliant ideas some of which could be still considered as innovative and practical in many cases. This is true particularly in the public sphere in which children could be helped by their parents through providing them with enough freedom to discover the process of identity construction. As earlier pointed out it is one of the few outstanding stories for children with a dual function for adults too. What makes this story valuable to children lies in ‘the reality of the life of [those] economically and culturally unprivileged children being depicted’ (Hooglund, 1976, p. 80).


  It is believed that the unprivileged children also needed a kind of literature which, through depiction of familiar contexts, would voice their demands, of which one can point to supporting their freedom, observing their privacy and providing them with the suitable education and entertainment as some examples.


  In spite of the fact that it belongs to almost five decades ago, ‘The Little Black Fish’ seems to be a timeless story as it transfers important ideas to the present generation, teaching them non-conformity, self-reliance and provoking people as a duty for all human beings. To be more specific the story is based on Behrangi’s educational ideas as well as his opinions concerning the social and personal duty of children’s literature. According to his book entitled, An Investigation into the Educational Problems of Iran (1965), ‘children’s literature must engage them in the process of thinking and discovering’ (p. 32). Moreover these are not merely his personal ideas; the role of children’s literature in the socialisation of children is supported by educators in the construction of identity. As an example we may reference the ideas proposed by the Bullock Committee that are still practical in analysing Behrangi’s works. While the Bullock report dates from more than thirty years ago and several new methods and theories have appeared on how to motivate children to learn life skills, the ideas presented are not obsolete at least to the study of Behrangi’s The Little Black Fish, concerning the themes of constructing ones identity and nonconformity in learning. It seems the theme of the story and these ideas are both timeless in this case. For instance Leslie Kant notes the importance of early reading on attitudes and behavior in her foreword for a Schools Council publication:


  Most teachers would argue, it says, that apart from the acquisition of language, the major role of fiction is to encourage children to explore relationships and to develop sensitivity in their understanding of their own behavior and that of others, and the images that children encounter when reading are a powerful means of shaping such thinking and behaviour. (Kant, 1975, p. 38).


  Hence it must be pointed out that, in line with the potentials and duties defined for children’s literature, ‘The Little Black Fish’ has the potential to motivate children to learn how to explore relationships and develop skills enabling them with the power to understand the shortcomings of their own behaviour and that of others through self-investigation, leading to the knowledge of self as a prerequisite to one’s identity construction. The inevitable fact then is that children’s stories can do much more than open vistas of beauty, adventure, and splendour in the bewildered minds of children with their mystic and dreamlike qualities (Kant, 1975, p. 38).


  Thus ‘The Little Black Fish’, with its ideas on having childhood transformed by children’s stories, was emphasised by Milani (1992), as a work suitable for children because he considers that the major role of fiction is to ‘encourage children to explore relationships and develop sensitivity in their understanding of their own behaviour and in particular the implied ideas regarding the necessity of non-conformity’ (p. 80): in its positive sense this story presents some symbolic or in other words allegorical ways, the interpretation of which facilitates one’s self-discovery in addition to strengthening children’s power of decision making based on their own experiences, and facilitating the process of identity construction.


  Discussion


  As earlier stated, ‘The Little Black Fish’ is a story which presents its ideas in an allegorical form or in other words through a symbolic quest for knowledge in a life-like journey which ‘designates one’s knowledge of self, gained through non-conformity’ (Hanson, 1983, p. 21), as the ultimate aim in life: functioning as the key to learning the most essential things about life, among which one can point to perfecting the process of identity construction, surmounting cultural barriers and learning facts about life to cure social illnesses. Thus ‘The Little Black Fish’ includes hidden layers of meaning, making it sometimes difficult to be easily understood and interpreted by children. At this point a question on the dual or paradoxical nature of ‘The Little Black Fish’ is: Why should a work primarily written for children be so difficult to interpret even by adult readers? What makes the work so complex?


  The bitter fact remains that the political and cultural hegemony practiced in several third world countries demanded total obedience and no challenge. In other words both adults and children were or in some instances are expected to obey their seniors as servants do and they were just considered good children or citizens if they listened to what they were being told. In such cultures children’s literature is expected to function as a means of entertainment, not provocation; moreover those works against the mainstream are faced with strong censorship. Hence some works written for both children and adults, like ‘The Little Black Fish’, which are intended to convey a revolutionary theme or criticise the existing socio-political trend have to remain allegorical or symbolic in form, making them seem complex which is a common feature of the most famous literary works written during the twentieth century in such countries.


  Thus, as indicated, in spite of the superficial simplicity and attractiveness to children, ‘The Little Black Fish’ is in some cases difficult to be understood by young children. The allegorical journey, ‘The Little Black Fish’ undergoes, makes it interpretative (Karimi-Hakak, 1998, p. 80), thus the work needs close attention from the children’s side. The main reason for using a symbolic or allegorical story is as earlier discussed the censorship the writers were faced with. It seems there has never been a free stage for the elite to express their views. For the same reason Karimi-Hakkak (1998), claims that ‘this prototype shows the basic philosophical differences arising from the revolutionary rewriting of folktales’ (p. 55); moreover he comments in a review of The Little Black Fish and Other Modern Persian Stories, (1998) that such factors can make his work difficult to translate:


  Hidden layers of meaning and covert turns of phrase designed to fool the government censors while at the same time convey their true meaning to an audience who seeks political statement in the heart of any literary work, makes his fiction all but untranslatable (Karimi-Hakak, 1998, p. 89).


  At the same time the paradoxical nature of ‘The Little Black Fish’ as a multi-layered story may seem to ‘deny children as the audience for Begrangi’s fiction as they are not renowned for seeking political statements in their bedtime stories’ (Karimi-Hakak, 1998, p. 95). However according to Hanson: ‘he [Behrangi] has stated himself on numerous occasions that he is addressing children in his stories’ (1983, p. 21). However, Milani (1992) seems to concur with Hanson and Karimi-Hakkak’s interpretations of Behrangi’s writing as containing social and cultural comments intended for adults while allowing that his folktales were also taught to the village children, and asserting that his stories were for children. Milani makes the following statement in discussing ‘The Little Black Fish’ as a work of double function:


  Hers is a world where ruthless wolves devour idealistic if sheep, where wolves often wear sheep’s clothing. Rhapsodies of utopian longing catering to the longings of the readers have no value for this author. She [the fish] sees no illusory romantic turning point in revolutionary changes; instead she cherishes and explores sustained, even though un-dramatic, efforts to change (1992, p. 80).


  In addition to evading the strict censorship, the other possible answer to the paradoxical nature of the story lies in the fact that Behrangi did not consider his audience as passive children whose needs are limited to being kept busy playing ignorantly in a ‘world where ruthless wolves devour idealistic […] sheep’ (Milani, 1992, p. 80); rather the world has changed and the works written for children like the ones for adults must conform with the demands of the age, one of which is experiencing the reality as much as possible. Hanson states: “the time of limiting children’s literature to passive propaganda and rigid, fruitless institutions has ended” (1989, p. 6). Thus the reason why the fish acts bravely when facing dangerous and cruel situations indirectly penetrates into children’s minds and makes them think and act accordingly. Consequently a strong, reactive and revolutionary identity is built. In line with these views, both the beginning of the story when the Black Fish sets out on a journey and the end of the story where the Little Black Fish met her end, inculcates the inevitability of courage and non-conformity as the prerequisite for the revolutionary act required for the quest for knowledge and self-discovery from the children’s side, which in turn reflects the necessity of rejecting the traditional cultural barriers to understanding:


  Just when the journey’s end is in sight, and a home can be found with a band who defeat the fishermen by swimming together and dragging down their nets, the fish tempts fate once too often and goes down in a last desperate struggle (Milani, 1992, p. 84).


  Evidently Behrangi leaves the listener unsettled, but because the story is on a symbolic basis, ‘desperate’ could be interpreted as hopeful. Even if the ‘struggle’ may seem ‘desperate’, is essential to search for knowledge which is a kind of revolution as it leads to change and self discovery. Although the fish faces a ‘desperate struggle’ to achieve success and to discover her way in life, it is necessary to challenge the existing circumstances. Moreover it must be noted that the struggle seems superficially ‘desperate’ for the Black Fish, but it is a source of motivation for the other fish. This may be the reason why struggle is a common motif in many of Behrangi’s stories, because revolution or any kind of change requires a degree of struggle. As an example in the last few lines of ‘The Little Black Fish’ when the grandmother has finished her bed-time story: Eleven thousand nine hundred and ninety nine little fish go to sleep while a red one is sleeplessly thinking where ‘the end of the stream’ is? This is, as earlier pointed to, a common motif in most Behrangi’s stories, but more apparent in ‘The Little Black Fish’. While the story is symbolic, it makes a direct impression on children. In fact once children are confronted with harsh realities, they come to realise that the only solution to their problems is to start and change it personally. As Hoogland states, it can be concluded that struggle is important to Behrangi, because it is the source of success which can be translated as a ‘revolutionary change in Behrangi’s view’(1975, p. 80).


  They [Behrangi’s stories] deal with powerless individuals especially children, who must struggle to survive physically and mentally in a society which has long ignored their vulnerable natures. [...] because he [Behrangi] did not believe that young people should be protected from knowledge of the harsh realities of life, he told stories with real pain, coarseness, and even cruelty. His stories, then, are about and for children: they are also thinly coded protests against mass poverty and ignorance (Hoogland, 1975, p. 89).


  As this quotation indicates, the story advocates opening children’s eyes to reality, According to Hanson, Behrangi’s own life and works establish him as both artist and revolutionary. Moreover, Hanson considers the influence of children’s stories on both adults and children great as ‘their direct and simple language can be of use by almost all social classes’ (Hanson, 1989, p. 4), as well as their greater opportunities ‘to evade censorship through allegories and metaphors’ (Hanson, 1989, p. 3). Moreover Hanson considers that this led to ‘the folktale, euphemistically called children’s literature, with its own long and rich history in Persian literature becoming one of the most important genres in Iran’ (Hanson, 1989, p. 10). ‘The Little Black Fish’ is seen by Thomas Ricks (Hoogland, 1976) as an allegorical tale of the ways to achieve knowledge and consciousness of the dynamics of society. According to Hoogland, Behrangi raises basic questions in the story concerning the necessity of change and continuity in life and builds a clear understanding of society through allegorical emphasis on the importance of personal experiences, for which the journey stands as a symbol. He reflects:


  The initial departure of The Little Black Fish from his mother’s home and the resulting uproar due to the fish’s desire ‘to see the end of the stream’ is a very important lesson in education and politics. The more the fish was pressed by his mother and neighbors to stay, the clearer the issues became. […] After enduring the constant complaints of the old fishes, The Little Black Fish wanted to know ‘is there another way to live in the world?’; a question the little fish could not answer until he had travelled and experienced other worlds (Hoogland, 1976, p. 89).


  Moreover, as earlier stated, another important aspect of Behrangi’s ‘The Little Black Fish’ is challenging the cultural and social barriers to knowledge of self, gained through experience. His stories as he asserts in his educational views ‘demonstrate his concern with social class barriers and the ignorance of different groups of people in the society about others’ (Behrangi, 1965, p. 58). He believed that before any action could be taken to improve people’s lives there had to be knowledge about the situation, necessary to challenge the existing circumstances. Behrangi did not intend his stories to be mere entertainment, ‘rather a reflection of reality with good battling against evil’ (p. 58).


  The Little Black Fish philosophically contains all of his essential ideas about society: that one should continually ‘question one’s environment, oppose injustices, and struggle against tyranny’ (Boroujerdi, 1996, p. 156) and work actively to change the ills of society. Behrangi’s ‘corpus of fiction-short stories … left no doubt that he wrote these tales to instruct and to incite’ (Hanson, 1989, p. 2). Moreover, Hanson considers him as a revolutionary author concerned with facilitating a revolution through the education of the masses, especially the oppressed rural people whose problems are mainly rooted in illiteracy. As quoted from Behrangi:


  The time of limiting children’s literature to passive propaganda and rigid, fruitless institutions has ended. We must lead our children away from building hopes on false and empty visions towards creating hopes based on a correct understanding and interpretation of the harsh realities of society and on how to struggle to eliminate those harsh realities (Hanson, 1989, p. 6).


  As earlier discussed Behrangi urged the ‘struggle’ too; even though it may be ‘desperate’, it is at least a good source of motivation for others to challenge the existing circumstances. He strongly criticised passive and conventional moral and social laws, especially as applied to children in many works written for them. ‘The evident fact is that the corpus of fiction written for them is aimed at keeping them entertained and making them forget about the existing circumstances. Such works are good for the upper-class, to whose benefit the social laws are set’ (Behrangi, 1965, p. 43), while the duty of literature in to provide pleasure and understanding, unfortunately understanding has been forgotten in most of the contemporary works of children’s literature:


  The child should be disillusioned with baseless and unrealistic expectations but rather be given another type of hope based on knowledge of the realities of life and society and so replace the false hopes with a struggle to achieve these expectations. Advice on things such as personal hygiene, obedience to parents, listening to adults, not making noise in front of guests, being an early riser, in order to be successful; smile and the world smiles with you: helping the poor in the style of Charity Institutions, and many other examples like these, the total sum of which contributes to keeping children ignorant of the major issues and crucial problems of life and their living environment. Why should we smother the child in an unfounded cocoon of hope and happiness and joy while his elder brother is craving for one free breath, one breath of fresh air? (Behrangi, 1965, p. 57).


  The same essay discusses that is there nothing else necessary for children to learn other than what the adults or, as he ironically calls them, the ‘master owners’ (p. 56) find necessary. Ideas such as ‘cleanliness and obedience to elders, listening to teachers, politeness and ethics’ (p. 56); that the powerful, rich and opulent support and propagate as necessary for children to learn. He states:


  Should we not tell our children…? Because there are a few people who always desire to have goose cooked in wine on their dinner table! .Should we not tell our children that more than half of the world’s population is hungry; and why they are kept hungry. Should we not teach our children a scientific and correct concept of the history, development and evolution of human societies? Why must we bring up children to be… obedient and silent? Do we intend to put children behind the shop windows of luxury haberdasher stores at the top end of town? (p. 59)


  Conclusion


  To conclude, it must be pointed out that like many other twentieth-century writers in the third world Behrangi uses allegory and symbolism for two main reasons: to evade the censorship and to because he considered his audience, children, as active ones challenging the confines to self-discovery, especially those whose needs were limited to being kept busy playing ignorantly. Moreover attention should be given to two major issues that lie at the heart of children’s literature, for which The Little Black Fish stands as a predominant example.


  According to Behrangi, first, children’s literature must ‘bridge the gap between the ignorant, colourful and innocent world of children with the realities of life and help them start discovering the realities through their own experiences’ (p. 59). Second, it is said that the duty of scholars and writers is to provide accurate and useful information about the world to our children so that the values children are being told about and the information given to them would enable them to deal with and evaluate the various moral and social problems they would be exposed to in their present and future life in society. Moreover it was considered as inevitably necessary for children to investigate the world around them independently; otherwise, as earlier mentioned, they would be at most similar to their parents or teachers. Had not children been allowed to discover where the end of the world is? Like ‘The Little Black Fish’ it is absolutely impossible to bring them up as they should be in future, yet a very important thing the story implies is the negative aspects of socio-political hegemony for which the function of teachers and parents stands as a symbol. Because they act as barriers to children’s discovery of their own identity, through their strict control mechanism based on customs, norms and such social barriers, the story implicitly reminds them of the fact that such control mechanism children have been subjected to is not only no more efficient for the children and the youth of today, but also would provoke challenges from the children’s side.


  To cure the cultural disease of the time, Behrangi has no ready prescription other than what has been extracted from his stories and papers according to which the only solution to the existing problems of his age was to provide the opportunity to learn through experiences, as well as to act in a revolutionary way and challenge the circumstances. Thus it can be concluded that a solution to the existing problems is the ‘struggle’ to survive through challenging the barriers, social, cultural or political ones as some of the social ills, and not practicing the traditional system leading to servitude. Behrangi asserts that the theme of knowledge gained through experience must lead to action and movement to correct social ills. His most famous story, ‘The Little Black Fish’ illustrates this theme portrayed most vividly through the symbolic quest of a little black fish for knowledge, identity and deconstructing the existing cultural limitations to freedom. This would yield an overall cure had the necessary freedom been given and no limitations been placed upon the individuals.
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  ‘Ordinary but Different’: Cross-dressing in David Walliams’ The Boy in the Dress


  Pat Pinsent


  Abstract


  Until recently, transvestism does not seem to have figured very significantly in fiction, especially children’s literature. Clothes appropriate to the opposite sex are sometimes adopted in adventure fiction as a form of disguise, while both in pantomime and in some anti-sexist fiction there is occasional blurring of gender identity. It once used to be assumed that males wearing female dress were likely to be gay, a topic that by its nature was relatively late in emerging in children’s literature. The realisation that enjoying wearing women’s clothes is not uncommon among heterosexual males has been less widespread, however, so it is interesting to observe that a recent best seller, The Boy in the Dress, by the comedian David Walliams, has taken this theme on board. Dennis, its protagonist, is presented as an ordinary boy living ‘in an ordinary house, in an ordinary street, in an ordinary town’, but different. In this paper I examine how Walliams, within his comic narrative, both normalises Dennis’s enjoyment of female clothes and, indirectly, makes clear that cross-dressing is not an indicator of homosexual orientation. By extension, he also presents the situation of sensitive and creative boys who feel themselves to be outside a culture of machismo.


  Introduction


  Once upon a time, it was very clear: men were men and women were women and that was that – or was it? In fact, as indicated below, there has always been some degree of blurring between gender roles, even in children’s literature. Even so, transvestism, the wearing of clothes of the opposite sex, does not seem to have been treated very often, perhaps because it has not been widely recognised that ‘cross-dressers’ may have no wish to change sex or even gender, and are more than likely to be heterosexual in their orientation. Certainly, transsexuals (people who feel that they have been born into bodies of the wrong sex and if possible tend to seek surgery for this condition) and transgender individuals (those who adopt roles of the opposite gender)1are likely to cross-dress; indeed, those who are anticipating a sex change operation are expected to live according to the opposite gender for a period before such an operation can take place. Transvestites however frequently adopt a change of clothing for only part of the time, for instance as a form of relaxation – one of the best known instances of this is the potter, Grayson Perry, who has made no secret of his predilection for wearing ‘little girl’ outfits. In some circumstances it may be that such persons are seeking the opportunity of ‘performing’ as members of the opposite sex by taking for a limited period of time a role that is deemed inappropriate to their own sex. It is just as likely that they are actually attracted by the feelings they experience when they put on those garments. Obviously such feelings may well involve a sexual response, but there is no reason to imagine that this will be of a homosexual nature.


  It has not always been easy to take transvestism seriously, because of its association with comic drama (particularly Shakespeare’s plays) and pantomime. As can be seen in the literary examples cited below, there is ample scope for comedy, especially with males dressing as females, stereotypically portrayed as clumsy and unable to cope with female activities or accessories. The association between the word ‘transvestism’ (from the Latin roots ‘trans’, across, and ‘vestire’, to dress; not encountered until 1922), with a word from the same roots from three centuries earlier, ‘travesty’ (defined as ‘to turn into ridicule by grotesque parody or imitation; to caricature, burlesque’) reflects comic, dramatic and operatic usage.2


  It was not until the work of Bakhtin3became widely known that the carnivalesque kind of ‘turning upside down’ in the arts and culture generally came to be taken as offering a serious critique of society. John Stephens (in Rudd, 2010, p. 153) suggests that the carnivalesque has three possible forms: it may constitute a means of offering ‘time out’ from everyday societal constraints, it may dismantle accepted ideas ‘through gentle mockery’, or it may go further in the direction of subverting social norms. Clearly the literary treatment of transvestism can involve some degree of all these modes, but until recently most texts, whether for adults or for children, have been less likely to indulge in the third of them.


  Until recently, the subject of cross-dressing had received little critical attention, and even today, such consideration is generally linked with that of literary portrayal of other more substantial ways of ‘transgressing’ the sexual norms of society, notably homosexuality. Lois Tyson, in her discussion of feminist criticism, refers to ‘the tyranny of the two-sex/two-gender system’ (2006, p. 114), and the situation of those who feel unable to fit neatly into it. She deplores the tendency to confuse sex with gender, and puts forward the category of ‘questioning [which applies to] people whose “sex and gender orientation … may not [have] an existing label” …’ (2006, p. 115, italics original). She also highlights the difficulty that such people are likely to experience about being accepted. Later in her book (2006, pp. 330-331) she observes how ‘drag’ can be ‘a way for a man to express his feminine side or his sense of the outrageous or his nonconformity …Whatever the purpose, drag is a way of refusing to be intimidated by heterosexist gender boundaries and a way of … challenging gender roles’ (2006, p. 330). In an article which distils material from her own more extensive study,4Victoria Flanagan comments on two texts for Young Adults, Shyam Selvadurai’s Funny Boy (1994) and Peter Wells’ Boy Overboard (1997) which both use ‘a carnivalized form of cross-dressing … to destabilize binary concepts such as man/woman and gay/straight … [and thus] subvert dominant, heterosexist assumptions about gender and sexuality’ (in Rudd, 2010, p. 34). Another book frequently cited in this debate is Julie Anne Peters’ Luna (2004), about ‘a teenage transgender computer genius’ which, as Kimberley Reynolds suggests, ‘is committed to encouraging [readers] … into more nuanced ways of understanding sexual difference and orientation’ (2007, p. 129). Luna and Funny Boy also form part of the material under discussion in a recent article by Christine Wilkie-Stubbs in which she highlights the complexity of the gender relationships involved in these and other recent books and films, and in particular the difficulty of defining identity in this controversial area.


  It is apparent that many of the texts featuring in the critical material mentioned above are less immediately comic in their impact than is David Walliams’ recent book, The Boy in the Dress (2008). Nevertheless I would suggest that all the aspects suggested – comic, dramatic, subversive – are present in Walliams’ novel. In addition to the book’s undoubted entertainment value, Walliams seems to me to have serious points to make, both by countering the implication that cross-dressing necessarily implies homosexuality, and, on a broader front, by foregrounding the situation of a boy who is more artistic than his male macho peers.


  Earlier Literary Depictions of Cross-dressing


  The literary portrayal of females wearing the clothing of males has always been more common than the converse, largely because it has generally been more acceptable in society. A notable reason for this has been the question of performativity – the restrictions imposed upon female agency before the twentieth century meant that there were historical instances of women using men’s clothing to facilitate the adoption of roles they would have otherwise been unable to perform. Joan of Arc was the precursor of numerous women soldiers and sailors, while the use of male pseudonyms (and sometimes male dress too, as in the case of Georges Sands) by female authors proliferates. Shakespeare’s heroines, Rosalind, Viola and Portia (who would of course have been played by young male actors, and whose stories were all made accessible to young readers from an early date by being included in the Lambs’ Tales from Shakespeare, 1807) are classic examples.5


  More common in children’s literature than girls actually wearing male dress are girls who could be said to ‘clothe’ themselves in male names: most notable perhaps are Jo in Little Women (1868) and Blyton’s George in ‘The Famous Five’ series (1942-53). The title character of a Young Adult Swedish text, Peter Pohl’s Johnny my Friend (1985/91), is a girl whose gender is withheld from the reader and the chief protagonist (and narrator) until near the end of the book. This device recalls Gene Kemp’s The Turbulent Term of Tyke Tyler (1977), where the ambiguity of the heroine’s name, as well as of her attire, as portrayed in Carolyn Dinan’s illustrations, means that the reader’s stereotypical assumptions that her active behaviour is characteristic of a typical boy are shown up.


  The situation of males wearing female dress has also had historical precedents, perhaps the best-known being Bonnie Prince Charlie’s escape dressed as a serving woman. But there has also been the danger of predatory males posing as women to lure young girls, and legislation has made it more difficult for men to appear in public places in female dress. Similarly, fictional instances have until fairly recently tended to be taken on as a means of disguise or concealment of identity. In Byron’s Don Juan, the title character, having been bought as a slave, is disguised as a woman in order that, as part of the sultan’s harem, he can satisfy the sexual desires of the sultana. Naturally Byron’s protagonist uses his opportunity of access to the other females for his own ends – no question of homosexuality here, despite Byron’s own bisexuality. The males concerned are often revealed as embarrassed or reluctant (Juan says, ‘my soul loathes/ The effeminate garb’ (1819-24: Canto V, v. 76). Alternatively they may show the falsehood of their position by some clumsiness: in Mark Twain’s Huckleberry Finn, Huck, when disguised as ‘Sarah’ or ‘Mary’ (he isn’t quite sure which name he chose), threads a needle too badly, throws a ball too well, and catches it by putting his legs together rather than relying on his skirt to trap it; consequently he is easily detected by a friendly woman who has come to his aid (1953, p. 67). In John Buchan’s The Three Hostages it is a long while before Richard Hannay and his friends associate a strange little girl with the missing boy for whom they are searching. Unlike the instances of girls wearing male dress, or at least names, as mentioned earlier, none of these examples would appear to have the intent of subverting gender norms so much as providing ‘time out’ for the characters.


  A rather different situation occurs in Anne Fine Bill’s New Frock (1989), which like Kemp’s The Turbulent Term of Tyke Tyler, is as an overtly anti-sexist text. Neither Bill nor the reader ever understand how it is that he wakes up one Monday morning to find he is a girl – no details of how he recognises his sex (or gender) change are ever supplied. The metamorphosis (resembling that of the protagonist of Kafka’s book of that name in its sudden onset) is merely a literary device calculated to display the assumptions of teachers and pupils about gender roles.


  The ‘time out’ aspect of the carnivalesque should not be overlooked – the assumption that in pantomime wicked step-mothers are played by men, and the leading young male roles (notably that of Peter Pan) by attractive females, is a deliberate turning of the tables in which the audience’s knowledge about the gender shift constitutes part of their enjoyment. It is interesting in this context to observe that the title character of Mary Hoffman and Caroline Binch’s Amazing Grace (1991: n.p.) wants to play Peter Pan in the school play – one of her schoolmates taunts Grace with the fact that Peter is a boy, but her wise grandmother informs her that Peter Pan is always played by a girl, and reinforces her self-esteem by telling her that she can be anything she wants to be. Geraldine McCaughrean’s recent picaresque novel, The Death-Defying Pepper Roux (2009), includes a very ‘camp’ ‘drag queen’ character, the steward Duchesse, known as The Duchess. Pepper encounters him ‘dressed today in a sarong’ (p. 20) and at later points in the novel he appears disguised as a nun and a woman with a pram. While these later instances of cross-dressing relate to the plot, there is every indication from the flamboyance of his character that Duchesse enjoys his dressing up, seeing it perhaps as something of a masquerade.


  Unlike some of the examples above, the only motivation of Dennis in The Boy in the Dress is the pleasure he derives from dressing up as a girl. While comedy is certainly a part of the situation, especially towards the latter part of the book, there also seems to be a serious intent to normalise a situation increasingly recognised today, and to suggest that being ‘different’ is not only acceptable but also has a creative quality.


  The Boy in a Dress


  David Walliams, as a well-known TV personality associated with a cross-dressing role in the comedy programme Little Britain, has often been questioned about his own sexuality. In an interview with Kirsty Young,6he talks of being attracted to women, and feeling that unlike the co-creator of the programme, Matt Lucas, he is not gay – a fact emphasised by his marriage in May 2010. While Walliams admits, in a Times interview with Sathnam Sanghera, that some elements of this, his first children’s book, are based on his own experiences, particularly his enjoyment as a boy in being dressed up by his elder sister (he was nicknamed ‘Daphne’ at school because of his campness), he insists that the incidents in the book do not precisely coincide with his own experience, though he certainly wants to show ‘the truth about transvestites … that it doesn’t really mean you’re gay.’7This normalising of the experience he shares with a good many other heterosexual males would seem to be a hidden agenda in a book that is in other respects pure entertainment, influenced as Walliams admits by the work of Dahl, whose books he sees as ‘populist’ rather than classic children’s fiction.8In the Times interview, he claims that ‘the dress is a metaphor for being artistic,’ and there are clear indications that Walliams’ protagonist differs from both his family and some of his classmates in this respect.


  The Boy in a Dress tells the story of Dennis, an ordinary twelve-year-old boy in an ordinary house on an ordinary street in an ordinary town, who nevertheless feels different: ‘His thoughts were full of colour and poetry’ (p. 11). Two years before the story begins, his mother has left her husband and two sons, but Dennis’s father, and his elder brother, John, have repressed their grief: ‘No talking about Mum. No crying. And worst of all – no hugging’ (p. 17) – except of course when his father’s team wins a football match! Dennis can’t repress his own sadness, but gets some consolation from looking at a photo of his mother:


  It showed a joyful scene: a younger John and Dennis with Mum at the beach, Mum wearing a lovely yellow dress with flowers on it. Dennis loved that dress; it was full of colour and life, and soft to the touch (p. 14).


  His appreciation of her dress has widened to a delight in looking at fashion magazines, to his father’s horror when he finds one ‘under the mattress’ – no doubt the father would have been happier to find a pornographic magazine in that traditional hiding place! Fashion is an interest Dennis shares with Lisa, a slightly older schoolmate, who encourages him to dress up in her clothes, and then to go to school pretending to be her French pen friend Denise. At the same time, in order to indicate that in spite of his differences, Dennis is not unmasculine (still an important aspect if a book is going to appeal to boys), Walliams places a good deal of emphasis on his skill at football. The resolution, with all the school football team dressed up in girls’ clothes while beating another school, and Dennis of course scoring the winning goal, carries the plot to the level of farce. Dennis is saved from expulsion by the discovery that the fierce headmaster himself wears women’s clothes when he wants to ‘unwind’, and the book ends in a positive manner: Dennis’ father and brother have become more open to their feelings, while Dennis has the offer of taking a part in a French play as Joan of Arc – which would mean a boy dressing up as a girl who dressed as a boy.


  The pivotal scene of the book presents Dennis trying on Lisa’s clothes. He visits her house to look at Vogue together, and she shows him an orange sequined dress she has just made, which Dennis says is the most beautiful thing he has ever seen:


  ‘Why don’t you try it on?’ said Lisa.


  Dennis’s stomach did a flip… Now this was going to be really different. … It would be fun to try it on… Dennis undressed down to his socks and pants [Lisa closes her eyes], and then stepped into the dress and pulled it up over his shoulders. It felt different to wearing his normal boys’ clothes. The fabric felt so unfamiliar next to his skin – all silky and smooth. He reached around for the zip at the back … ‘Nice. It feels nice.’ In fact it felt more than nice; it felt wonderful.


  [Lisa provides him with shoes, makes him up with eye-shadow and he looks in the mirror.]


  Dennis gazed at himself. For a moment he was shocked by what he saw. Then the shock turned to wonder, and he laughed. He felt so happy he wanted to dance. Sometimes you feel things so deeply that words aren’t enough. He started to move around in front of the mirror. Lisa joined in, humming some made-up music (pp. 97-103).


  In this passage Walliams gives much attention to Dennis’s physical sensations, especially to the feel of the dress fabric. A further indication of his physical response is given by the title of the chapter, which refers to the climax of this scene, ‘Lying on the carpet with Lisa’. They fall to the floor together and Dennis realises that, ‘he was enjoying lying on the carpet with Lisa a little too much and felt embarrassed, so he got up and looked at himself in the mirror again ‘(p. 103).


  Even though Dennis is only 12, it seems more than likely that Walliams is implying the boy’s physical response to the situation, which appears to be decidedly heterosexual. This is borne out by his delight later when surrounded by the girls at school: ‘Dennis hadn’t been so happy in years. All these girls chatting to him, making him feel special. He was in heaven’ (p. 142). Throughout he regards Lisa as ‘unutterably gorgeous’ (for instance, p. 72), even thinks of her as ‘my future wife’ (p. 195, italics original), and towards the end of the book nearly confesses his feelings to her: ‘ “I am completely, madly …” But he couldn’t say it. … “I’ll tell you when I’m older” ’ (p. 207). There seems no doubt that Walliams is portraying this character as heterosexual.


  After wearing the first dress, Dennis has gone on to delight in trying on everything in Lisa’s wardrobe – dresses, shoes, accessories; he complains, ‘It’s not fair … Girls have got all the best stuff!’ Lisa answers ‘you can be whoever you want to be!’ (p. 106), words which, interestingly, recall those of the grandmother in Hoffman and Binch’s Amazing Grace. Thus the question of identity aligns Dennis with Tyson’s remark quoted earlier about this type of fiction portraying individuals whose ‘sex and gender orientation … may not [have] an existing label.’


  Much of the story is concerned with the combination between Dennis’ artistic leanings and the ability at football that serves as a metonym of his masculinity. His delight in fashion is revealed as he looks at a copy of Vogue:


  Dennis pored over every page, mesmerised by the dresses – their colour, their length, their cut. He could lose himself in the pages forever.


  The glamour.


  The beauty.


  The perfection (p. 49).


  It is clear that his interest derives not so much from the models as from specific aspects of the dresses such as their design. He praises Lisa for the drawings she has completed while they are both in detention, recognising her ‘real flair’ for fashion (p. 70). At the same time, when father and two sons play football in the garden, Dennis can ‘run rings around [his older brother] … tackling, dribbling, and scoring with great skill. And it wasn’t like it was easy to get the ball past his dad. Not because Dad was good in goal – it was just that he was so big’ (p. 26). Dennis is also the highest goal scorer in his school team, and is ‘incredibly popular with his team-mates’ (p. 28).


  The culmination comes after Dennis has been expelled from school by the headmaster, Mr Hawtrey, who accuses him of being ‘degenerate’ (p. 164): ‘Dressing up like that in make-up and high heels. It’s disgusting.’ (p. 163). As a result he is excluded from a vital football match, until the whole team come to his support by all wearing dresses. The expulsion still stands however, until a friendly newsagent helps Dennis and his Sikh friend Darvesh to discover Mr Hawtrey’s own predilection for female attire. Dennis’s father has expressed vehement hostility to Dennis’s cross-dressing, making an intertextual allusion to the author himself that is unlikely to be missed by most readers: ‘ “No more watching that show Small England …or whatever it’s called where those two idiots dress up as ‘lay-dees” ’ (p. 169). As part of the satisfying outcome, however, he changes to genuine support of his son, while the final scene shows his previously emotionally inhibited son, John, going so far as to put his arm around his brother: ‘Dennis smiled. The world felt different.’ (p. 232).


  Conclusion


  Unlike the majority of the books discussed by Flanagan, Reynolds and Wilkie-Stubbs in the critical material mentioned earlier in this paper, Walliams clearly confines his attention to cross-dressing.9 It seems more than likely that The Boy in the Dress would have been rejected for publication in any period before the late twentieth century. In fact, in his interview with Sanghera, Walliams states that the book had already proved ‘too controversial for Blue Peter.’ Its normalisation of transvestism and rejection of the over-simple identification of those who cross-dress as being gay depend on the openness of contemporary society to gender issues, and the greater degree of understanding of the wide range of individuals whose sexuality defies the polarisation between being ‘straight’ or gay. At the same time, it is a plea for the acceptance of other forms of difference which depart from a machismo image, and for the recognition that boys may have artistic interests as well as an enthusiasm for football.


  Notes


  1The term ‘transgender’ is not always used in this straightforward sense; as Flanagan observes, ‘it can be used for a range of overlapping groups, including transvestites, transsexuals, drag queens, drag kings, intersex individuals and androgynes’ (2010, p. 35).


  2Information derived from the Shorter Oxford English Dictionary, 1978: 2667 & 2352 respectively.


  3For instance The Dialogic Imagination, 1981.


  4Flanagan, Into the Closet, 2007.


  5On a quite different level, a significant source of comedy in Victorian music-hall depended on female artistes dressing as males and deriving the maximum degree of sexual innuendo from the situation.


  6See http://www.guardian.co.uk/culture/2009/feb/22/interview-david-walliams, consulted 20/4/10.


  7See http://entertainment.timesonline.co.uk/tol/arts_and_entertainment/books/article477529.ece, consulted 31/5/10.


  8See http://www.independent.co.uk/arts-entertainment/books/features/david-walliams-roald-dahl-and-me-1814135.html, consulted 31/5/10.


  9In fact it is made explicit in Luna that Liam/Luna is not simply a cross-dresser, for his female garb is ‘His true identity’ (quoted in Wilkie-Stibbs, 2011, p. 99).
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  Children’s Literature and Social Change: Some Case Studies from Barbara Hofland to Philip Pullman


  by Dennis Butts


  Cambridge: Lutterworth Press, 2010. xiii + 194pp. ISBN: 9780718892081.


  Dennis Butts has a long-standing interest in the relationship between British society and its children’s books. Stories and Society (1992), the collection that he edited nearly twenty years ago, was one of the first books to consider the subject at any length. The present collection brings together twelve of his own essays on individual authors, genres or periods in the history of British children’s literature, from the nineteenth century to the present, the majority of which have been published elsewhere in a slightly different form.


  The title, Children’s Literature and Social Change, suggests perhaps a more ambitious book. Although he acknowledges the influence of British cultural materialists Terry Eagleton, Raymond Williams and Fred Inglis, Butts does not examine their ideas at any length in the body of the book or consider in any detail what the relationship between social change and children’s books might be. Rather, in his introduction, he argues that he is presenting ‘case studies’ that ‘illustrate some of the ways in which authors and their books relate and interact with different aspects of social change’ (p. viii). This may be ambitious enough, for it implies not only a knowledge of the books themselves but also of the history of society and its changing ideas. And informing these very readable essays is an enviable body of knowledge, particularly about less well known writers, popular forms of literature like comics and magazine stories, and the exigencies of children’s book publishing.


  The case studies are presented in chronological order. Barbara Hofland, the subject of the first essay, is discussed as an example of the moral and economic ideologies surrounding the Industrial Revolution and the interplay between them. Philip Pullman’s Sally Lockhart historical fantasies, and the manner in which they ‘reflect the gains, uncertainties, ambiguities, and ironies of European society in the contemporary world’ (p. 155), are the subject of the last. In the first essay, Butts uses Hoflund’s biography to cast light on her books, an approach that, while it may not please unreconstructed structuralists, remains the most direct route to the relationship between fiction and society; and one which Butts takes in most of these essays. Sometimes, as in the case of Eve Garnett in his chapter on the 1930s, new biographical information enables a more sensitive appreciation of an author’s work.


  Some of the ground covered in the book is now heavily worked, particularly the connection between imperialism and boys’ adventure stories. The essays on Henty, Rider Haggard, and Stevenson’s Kidnapped may not present much that is new, although the connection with Kingsley’s muscular Christianity (the subject of another essay) is well made, and the streak of primitivism which Butts finds in Rider Haggard’s depiction of the lost tribe of the Zu-Vendi in Allan Quartermain is part of a vein in children’s books and in youth groups like the Scouts in the late nineteenth and twentieth century which has yet to be fully mined. One of the most interesting essays, which does break new ground, is about the flying stories which appeared between 1900 and 1950, and which Butts discusses as imperialist literature, in which heroic adventure continued even after the First World War, intent then not on expanding the Empire as in Henty’s day but defending it from threats of various kinds.


  The essays which consider particular writers or genres seem to me to be the most successful, especially those of which the subject is less well known, like Amy Le Feuvre, who was published from the 1890s to the 1930s and whose work, as Butts puts it, demonstrates ‘a comfortable alignment with developments in society in her lifetime’ (p. 85), even though that alignment took her on a trajectory from evangelical didacticism to romantic feminism.


  Perhaps less successful are those essays which seek to characterise particular periods and to link social developments with literary ones. In ‘How Children’s Literature Changed in the 1840s’, argues that a general acceptance of a need for political and social reform, partly to keep the lid on social unrest, can be related to a greater tolerance towards children’s playfulness and the recognition of the importance of feelings as opposed ‘to reliance on reason and repression’. This is an interesting and bold claim that requires far more space than he can give it here. Certainly his assertion that the conflict between parliament and the king in Marryat’s Children of the New Forest ‘articulates the tensions between the two nations that threatened to engulf Britain in the 1840s’ (p. 21) requires at least some textual evidence from the book or its contemporary readers that, consciously or unconsciously, it could be understood in that way.


  Different problems are encountered in ‘Anarchy, Didacticism and Politics: the 1970s and the 1990s’, where Butts first compares British and American children’s literature in the 1970s and then identifies a new strain of didacticism in British children’s literature in the 1990s. One problem, compared to, say, the rise of imperialism in the nineteenth century, is the difficulty of identifying what significant social changes are taking place in a time so close to our own, and here Butts resorts to social statistics which seem to have been chosen to reflect themes he has identified in the books themselves: unemployment, divorce, illegitimacy, homelessness; some of which would have been as great or greater in previous historical periods but perhaps not have found their way into children’s books in the same way. Here the change is perhaps more in the way that children’s writers view society than in society itself.


  There is also the problem of didacticism. There is a school of thought that would argue that literature, as a carrier of ideology, is in a sense inherently didactic; and that children’s literature, as one of the means by which children are socialised, is most inclined to be didactic (the work of John Stephens comes to mind, although he is not mentioned in Butts’ extensive bibliographical notes). This is a view that seems to implicitly characterise these essays. Yet there are also traces of a more venerable critical approach, stemming from the study of nineteenth-century British children’s literature, which divides children’s books into those written to teach a moral (pre-Alice) or those written to give children enjoyment (post-Alice). The adaptation of this approach to the literature of the last decades of the twentieth century, in which writers as diverse as Anne Fine, Melvyn Burgess, Jacqueline Wilson, Betsy Byars and Berlie Doherty are found on the didactic side, is perhaps more confusing than enlightening.


  Altogether, this is a collection that in its breadth of knowledge and interest and the clarity of its argument exemplifies the qualities that its author has brought to the study of children’s literature and its relationship to society for more than thirty years.


  Clive Barnes has an MA in Children’s Literature from the University of Surrey, Roehampton (now Roehampton University), in which he researched children’s island adventure stories in Britain and the USA in the early twentieth century.


  


  Telling Children’s Stories: Narrative Theory and Children’s Literature


  ed. Mike Cadden


  Lincoln and London: University of Nebraska Press, 2011. xxv + 317pp, paperback. ISBN: 9780808215689


  This is a welcome volume focusing on an area that deserves more attention from scholars of children’s literature. There have been several key books that make narratology central to the discipline, to the extent of defining children’s literature’s special status – or, alternatively, of contesting it; amongst the former is Barbara Wall’s The Narrator’s Voice, which, bizarrely, is not mentioned in the ‘Further Reading’; and amongst the latter, Jacqueline Rose’s work, which, of course, draws on narratology to argue that the area ultimately falters. Mike Cadden touches on all these issues in his witty Introduction, which uses the notion of the paratext as an organising principle, showing how these devices are often used in children’s books to lead readers in, justifying (or otherwise) their work’s existence – most famously, perhaps, in Milne’s books.


  The volume is then organised into four parts, beginning with ‘Genre Templates and Transformations’. This opens with Elisabeth Rose Gruner’s ‘Telling Old Tales Newly: Intertextuality in Young Adult Fiction for Girls’, which discusses Lia Block’s Weetzie Bat, Meg Cabot’s The Princess Diaries and Laurie Halse Anderson’s Speak, noting the way that the fairy tales’ pre-texts have been reworked, especially by giving their narrators greater control over their stories. Danielle Russell’s ‘Familiarity Breeds a Following: Transcending the Formulaic in the Snicket Series’ examines how generic conventions are subverted in this saga. It’s useful and informative, but would have benefited from knowledge of, say, Jane Newland’s earlier work on series fiction, deploying Deleuze’s philosophy of repetition. Russell’s essay is followed by another discussing the same series. While Chris McGee’s ‘The Power of Secrets: Backwards Construction and the Children’s Detective Story’ is good in its own right, making links between Snicket’s series and adult noir, the volume is somewhat unbalanced by giving such space to one particular series of books.


  Part 2, ‘Approaches to the Picture Book’, opens with the contentious claim that picture books are a ‘genre within a genre’ (p. 65). The essays themselves begin with Angela Yannicopoulou’s ‘Focalization in Children’s Picture Books: Who Sees in Words and Pictures?’, a useful discussion of different types of focalisation and the shift to more polyphonic ways of narrating stories. Magdalena Sikorska then discusses John Burningham’s Time to Get Out of the Bath, Shirley, which helpfully includes some illustrations from the text, discussing it through a number of interpretive frames. This said, I’m surprised to read that Burningham’s book ‘confirms [not just ‘supports’] Zornado’s hypothesis’ about ‘power and violence’ being ‘inherent components of the relationship between children and adults’ (p. 95). It is also a shame that Sikorska seems unaware of previous work on this much-discussed picture book (e.g. David Lewis, or closer to the Zornado issue, a certain Rudd on ‘Shirley, the Bathwater and Definitions of Children’s Literature’).


  Moving on, Alexandra Lewis’s ‘Telling the Story, Breaking the Boundaries: Metafiction and the Enhancement of Children’s Literary Development in The Bravest Ever Bear and The Story of the Falling Star’ interestingly contrasts the former, Allan Ahlberg and Paul Howard’s text, with an Australian Aboriginal text that involved some 150 people in its telling. Andrea Schwenke Wyile’s ‘Perceiving The Red Tree: Narrative Repair, Writerly Metaphor and Sensible Anarchy’, continues what seems a revival of Roland Barthes’ well-known division between ‘readerly’ and ‘writerly’ texts. Finally in this section, Nathalie op de Beeck examines silent cinema and its impact on picture-book montage, which is a welcome attempt to situate picturebooks more widely within other developments in twentieth-century visual culture. There is much that is refreshing here, though it might have been even stronger had these developments themselves been placed in cultural context, linked to earlier visual technologies (the magic lantern, the zoetrope, etc).


  Part 3 is called ‘Narrators and Implied Readers’, and opens with Holly Blackford’s ‘Uncle Tom Melodrama with a Modern Point of View: Harper Lee’s To Kill a Mockingbird’, arguing that it combines two literary traditions, melodrama (Harriet Beecher Stowe’s Uncle Tom’s Cabin) with a more ‘sophisticated modern narration’ (p. 166). Maria Nikolajeva’s ‘The Identification Fallacy: Perspective and Subjectivity in Children’s Literature’ wisely criticises simplistic notions of identification: ‘The conviction that young readers must adopt the subject position of a literary character is … totally ungrounded and in fact prevents the development of mature reading’ (p. 188). She demonstrates this with reference to a number of texts, making some provocative assertions for others to react to. However, I’d have liked some recognition of the work of earlier thinkers in this area, like D.W. Harding, who had criticised the ‘identification fallacy’, as Nikolajeva terms it (p. 205), back in 1962 (and, ironically, his work was then picked up by the children’s literature community in the 1970s, in The Cool Web anthology). Finally, Dana Keren-Yaar writes on Hebrew Children’s Literature, which is perhaps the most unusual inclusion in this section – if not the whole anthology – albeit of interest in its own right.


  Part 4, ‘Narrative Time’ starts with Susan Stewart’s ‘Shifting Worlds: Constructing the Subject, Narrative, and History in Historical Time Shifts’. This is not the Susan Stewart that many of us might know (poet, critic and translator) – which is not in any way to belittle this particular writer’s contribution, intelligently discussing Jane Yolen’s The Devil’s Arithmetic and Avi’s Something Upstairs. Martha Hixon’s examination of Diana Wynne Jones’s Hexwood follows. She persuasively argues that ‘Hexwood is a metafictional commentary on the process of story making’, showing ‘the artificial conventions of narrative and the assumptions that readers bring to a text regarding story structure, the creation of character, identity, and self-determination’ (p p. 252-3). I wondered if there had been an error here, referring to ‘postmodern works such as those by Pynchon or Barthes’ (p. 254). An earlier mention of ‘postmodern writers such as Thomas Pynchon or Jorge Luis Borges’ (p. 52) made be ponder whether Barthes had slipped in by mistake. Angelika Zirker’s discussion of Tom’s Midnight Garden completes the book. She concludes that Pearce’s novel is different from others in this area in that ‘everything that happens serves not some higher aim but rather the well-being and contentment of a girl, an old woman, and a boy who long for company’ (p. 287). I’d argue that E.M. Forster’s admonition, ‘only connect’ (itself the title of an earlier, famous volume of children’s literature criticism), was the higher aim, coupled with the notion, promoted by Paul Hazard, that childhood was a time when divisions of age, time and cultural difference could be surmounted. Something for future, ideologically informed discussion, perhaps.


  This book is undoubtedly a valuable contribution, though I’d have liked to see a more systematic attempt to explore different aspects of narrative, such that the book appeared less like a curate’s egg at times (tasty as these are). I’m also saddened that prior, important critical work on texts often seems neglected, as though children’s literature critics, like children themselves, feel the need to rediscover these things afresh. Our discipline is well-enough established now, though, that we can draw far more profitably on a quite illustrious past.


  David Rudd is Professor of Children’s Literature at the University of Bolton, where he runs an MA on the subject. He has written and published widely, most recently editing The Routledge Companion to Children’s Literature (2010).


  


  Conflicts and Controversies: Challenging Children’s Literature


  ed. Bridget Carrington and Jennifer Harding


  Lichfield: Pied Piper Publishing, 2011. 185pp. ISBN: 9780955210679


  These papers from a British IBBY/NCRCL MA conference held at Roehampton in 2010 might also have been subtitled: ‘Or, Everything Most People Don’t Expect to Find in Children’s Literature… But Which You Find There in Spades’. The wide-ranging volume covers controversial and challenging subjects including war, death, race, disability, sexuality and religion in children’s literature from picture books to young adult fiction from the 1860s to the present day. Although most articles focus on Anglo-American works, articles by Penni Cotton, Helen Fiona Day and B.J. Epstein cast a wider net, encompassing European and Japanese texts. One of the real merits of the volume is that it brings together a variety of perspectives on these issues, with authors, publishers and curators amongst the contributors. The article by Jane Rosen and Hazel Brown combines solid scholarly analysis and research with what, in an age of impact, are some precious insights into the development of the ‘Once Upon A Wartime’ exhibition at the Imperial War Museum. The issues covered in the volume often quite rightly lead critics to castigate and condemn, and it was interesting to learn, from Elizabeth Laird, how it feels to be on the receiving end of our critique (an issue which recurs in Anthony Pavlik’s article at the end of the volume, to which I will return). Laird’s article also reveals quite surprising things about the publishing industry: US publishing tends to be characterised as a conservative and prudish foil to its more openminded continental European counterpart (c.f. Epstein’s article on homosexuality in Swedish children’s literature in this volume). Yet Laird’s A Little Piece of Ground (2003) was rejected by French publishers but published in America, and her book on fundamentalist religion, The Witching Hour, also seems to have found a US publisher. The account of the publisher’s panel, in which representatives from Andersen Press and Walker Books talk through the controversial titles on their lists, also has glimmers of interest, concerning, for example, the choice of cover images. With reference to Burgess’s Doing It (2003), Klaus Flugge from Andersen alludes to the beneficial effects of controversy in terms of ‘increased interest in the title’ (p. 15), an issue also raised in Lucy Andrew’s article about penny dreadfuls which demonstrates the flexibility and influence of Victorian publishers. It feels like a missed opportunity that the contemporary publishers were not invited to offer a frank exposition of the extent to which they deliberately court controversy, the ways in which they negotiate acceptability, and how daring they are able or willing to be.


  In terms of the academic contributions, there are effective and detailed close readings of Marie Louise Fitzpatrick’s I am I (2006) by Cotton, Oliver Jeffers’ The Heart and the Bottle by Sarah Stokes, Hugh Scott’s Why Weeps the Brogan? by Sandra J. Williams, and three dystopian young adult/crossover novels by Helen Fiona Day. Articles by Kirsty Jenkins on Elinor Brent-Dyer, Ruth Murphy on apes and evolution in Victorian literature, and Lucy Andrew on penny dreadfuls are all carefully constructed and persuasive. Various types of theory are helpfully marshalled in certain articles, such as Tammy L. Mielke’s application of Judith Butler to issues of faith, and Stokes’s use of development theory. Pavlik ends his article and the volume as a whole with a discussion of Barthes’s death of the author, with reference to the specific – and extremely challenging – case of William Mayne. This analysis of a controversial author rather than controversial subject matter is for me the most thought-provoking of the volume. I am by no means fully reconciled to Pavlik’s argument for the rehabilitation of this author whose publications gave him access to the children he went on to abuse (even if, as Pavlik argues, we cannot prove that he wrote them to this end). But with its discussion of adult constructions of childhood and the myth of childhood innocence specifically it comes closest to a theorisation of controversy, which is somewhat lacking in the volume as a whole. There is never any extended consideration of how we define what controversy actually is, of who decides what is challenging or controversial, and how the substance of what exercises people changes over time and in different places and with respect to different audiences. Some of these issues are touched on (by author Anne Cassidy for example) but never fully drawn out. The gorillas that are the focus of Murphy’s persuasive article were the substance of religious controversy at the time of publication, but many contemporary readers are likely to be more shocked by the attitudes towards the environment and nature which permits the mass slaughter of animals without anyone batting an eyelid. Nor does this volume provide any sense of how common the handling of controversial issues actually is. Jenkins at one point refers to the depiction of a Nazi attack on a Jewish character as ‘an unusually graphic piece of writing for a children’s book’ (p. 36), yet the entire volume seems to call such a statement into question, unless of course the texts discussed here are the exception rather than the rule. This admittedly vexed question could have been given an airing at least in the introduction to the collection. There is nevertheless much to admire and a huge amount to learn from this volume. With its very helpful index and over fifty illustrations, it will be particularly useful for anyone looking for titles on specific issues that have challenged readers, authors, publishers and critics alike.


  Kiera Vaclavik is Senior Lecturer in French and Comparative Literature at Queen Mary, University of London.


  


  New Directions in Picturebook Research


  ed. Teresa Colomer, Bettina Kümmerling-Meibauer, and Cecilia Silva-Díaz


  Abingdon and New York: Routledge, 2010. 261pp, hardcover. ISBN: 978-0-415-87690-2


  Picture book research in recent years has moved far beyond its origins in historical perspective and an emphasis on the emergence and development of the form as an educational tool. With an increasing interest in multiple forms of literacy and the effects of multimodality on readers’ abilities to access texts, scholars have resituated the study of picture books at the nexus of a number of critical approaches in various academic disciplines, including but not limited to literary studies, cultural studies, aesthetic education, cognitive studies, narratology, and linguistics. And indeed, picture books themselves have warranted the increase in the complexity of their study, as they seem to have become more intentional aesthetic objects in recent years, embedding layers of communicative subtleties in their design and presentation, and demanding more of their readers than ever before.


  Colomer, Kümmerling-Meibauer, and Silva-Díaz have gathered here seventeen essays, thirteen of which are developed from papers presented at an international conference held in Barcelona in 2007. Twelve countries are represented (with Australia conspicuously absent, given that nation’s strong tradition of children’s literature scholarship) by scholars from various disciplines, including Literature, Linguistics, Education, and Architectonic Design. While many of the essays would be suitable for use in undergraduate courses, particularly as models of close reading and analysis of picture books, the most appropriate audience for the collection is graduate students and scholars who are invested in the study of the texts themselves, as the debates engaged and research programmes proposed build on prior knowledge of the picture book form and how to approach it in a critically informed way.


  Following an introduction that usefully summarises each essay, the book is divided into three sections. The first, ‘Picturebooks, Literacy, and Cultural Context’, includes essays by leading scholars in the field. Here, Perry Nodelman continues to test his thesis that there is a hidden adult agenda in all texts written for children. This agenda, according to Nodelman, plays at the intersection of educating children into adult-sanctioned ideologies and systems of knowledge while preserving the fiction, necessary for adult complacence, that children are innocent and simplistic in their responses to and knowledge of the world. Maria Nikolajeva follows this by systematically exploring the codes proposed by Barthes in S/Z that are necessary for readers to successfully interpret a sophisticated multimodal text such as a picture book. The acquisition of these codes constitutes the literary competence required to access picture books, demonstrating that such competence goes far beyond the ability to decode and connect words and pictures. Teresa Colomer’s contribution focuses on how the representation of societal values and childhood itself has changed dramatically since the 1960s, particularly with the inclusion of post-modern characteristics such as metafiction and irony, bringing her work into implicit conversation with both Nodelman and Nikolajeva regarding the shifting ideological stance toward the child as represented and the child as a reader capable of engaging such complex texts with enjoyment. Likewise, Nina Christensen’s essay takes a comparative historical approach that engages questions of children’s abilities to attempt semiotic decoding while surfacing differences in the way writers for children in different time periods positioned moral education, and Sandra Beckett’s attention to the technique of artistic allusion and its effect on meaning-making and the appreciation of parody comes at similar questions from a completely different but complementary perspective.


  Although the editors themselves do not make connections between the essays in the collection in any explicit way other than grouping them together in the same section, drawing out those connections would make for fascinating and productive conversation in a graduate seminar, and the conversation would be made even more fruitful with the careful consideration of the voices of children that are provided in Evelyn Arizpe’s essay. Her inclusion of children’s responses complements the more speculative theoretical pieces in the section, and reminds readers that culture and background matter in very specific ways in the process of developing literary competencies.


  The next section, ‘Picturebooks and Storytelling’, focuses on the narrative techniques that authors and illustrators use to create the effects considered in the first section. These essays, being thoroughly grounded in close readings of particular texts, provide models for analysis as they explore various aspects of storytelling in picture books, such as the management of frames as both aesthetic and ideological manipulations of boundaries, the various types of surprise endings and how they are set up, the expression of time and space in wordless picture books, and the ways authors invite reader participation through the strategic deployment of gaps and elisions in the pictorial narrative. Several of the essays in this section work at the intersection of three-dimensional art forms and picture book design, considering the relationship of architectonics and sculpture to the child’s development of spatial awareness through a two-dimensional form.


  The final section, ‘Making Sense Out of Picturebooks’, includes essays that consider the specific cognitive acquisitions children must develop and negotiate in order to apprehend the stories presented. For instance, how does a child come to understand the reference to an ‘I’ in the text, and then figure out whom that ‘I’ refers to in the pictures, which necessarily transpose a first-person verbal narrative perspective to a third person visual one, and, in the case of autobiographical texts, offer multiple time frames for the child to negotiate? How do parents reading to children compensate for the gaps they perceive between the implied reader and the child in their laps? How do children move between contrasting verbal and visual information in texts that present disturbing content and imaginary inner landscapes toward a proper reconciliation of meaning? These important questions are posed in ways that both point toward provisional answers and set the stage for further empirical and theoretical follow-up.


  If I were to imagine a visual metaphor for the shape of this book, it would be a volley of arrows tracing multiple trajectories in an upward arc, whizzing toward destinations not yet known. Clearly, those of us who study children’s picture books have exciting work in front of us, and these essays aim us in multiple possible directions along varied interdisciplinary and methodological paths. Attending to the crosscurrents that flow across these essays will significantly enrich our individual projects, making the whole of the book more valuable than any one of its individual pieces; while I can recommend the book to individuals interested in the specific topics addressed, I would suggest that its best use would be to read it in its entirety in a community of scholars committed to expanding their own research and working toward a deeper understanding of this most vibrant art form.


  Karen Coats is professor of English at Illinois State University. She has published widely on children’s and young adult literature, and is one of the co-editors (with Shelby A. Wolf, Patricia Enciso, and Christine Jenkins) of Handbook of Research on Children’s and Young Adult Literature (Routledge 2011).


  


  Children’s Literature Studies: A Research Handbook


  ed. M.O. Grenby and Kimberley Reynolds


  Basingstoke: Palgrave Macmillan, 2011. 272pp, paperback. ISBN: 9780230525542.


  The editors of this book have done a very valuable service, not only to the students of children’s literature for whom it is intended, but also to the lecturers running courses in Research Methods and the supervisors of the students’ research projects. By assembling a body of academics who have drawn on their considerable research experience, and by providing several sections themselves, Grenby and Reynolds have supplied the wherewithal for much of the initial ‘spadework’ in researching children’s literature, producing a foundation for almost all possible varieties of research in the subject, and indeed in several kindred fields.


  Kimberley Reynolds’ succinct Introduction could also be required reading for those who have questioned the academic validity of research in children’s literature, for she emphasises what all those working in this area discover: because ‘it is intrinsically an interdisplinary field … interfaces with other areas of research are often both unavoidable and enriching …[so that] it is perhaps the largest and most varied area of literary research’ (p. 4). She indicates that this handbook has the dual function of providing both general advice and that specific to the subject, aims that seem to me certainly achieved by what follows.


  Matthew Grenby’s section on ‘Basic Children’s Literature Research Skills’ provides useful preliminary advice for those starting their research, and the provision of two research projects as examples should be very helpful to students. They will also benefit from the kind of advice that can never be repeated too often, such as the need to ensure that all bibliographical details are noted when a text is at hand, together with the accuracy of quotations: incalculable numbers of students have shared the experience of re-ordering a book which might be difficult to obtain, merely to check the publisher or to note the page numbers of quotations!


  The section about ‘Archives, Collections and Resources’ is enhanced by a case study about working in the British Library from Alison Bailey who is a Curator there. Ruth Connolly contributes some interesting advice about working with manuscripts, and Nolan Dalrymple calls on his own experience of working with the Seven Stories archive. Finally Lucy Pearson makes some helpful suggestions about finding secondary material.


  On the complex topic of Visual Texts, the twenty-two pages allocated to material by Sandra Beckett and Rosemary Ross Johnston seem scarcely adequate to deal with so large a range of material, including picture books, illustrated texts, comics, graphic novels and manga, especially given not only the variety of these topics but also the way in which each of them exists in so many different manifestations. The suggestions for further reading clearly go some way to remedy this, but perhaps a whole research handbook should at some stage be devoted to Visual Texts.


  Grenby provides some useful guidelines concerning Historical Research. These are followed by David Rudd’s piece about ‘Histories, politics and children’s literature’, which begins by making a point which is all too often overlooked: ‘Research in literary studies cannot help but draw on history. Even if it is concerned exclusively with contemporary fiction, this is in itself a product of various historical and discursive factors …’ (p. 107) – a position which the article itself goes on to substantiate effectively.


  A section I found particularly valuable is that devoted to ‘Research and Theory’, which provides insight on seven main facets of this subject. Kimberley Reynolds Introduction shows how the fact that the period in which children’s literature studies became respectable in an academic context coincided with an emphasis on theory has led to theory featuring in many research contexts. She also suggests that the very fact that texts relating to childhood can awaken nostalgia even in the academic researcher means that ‘Theory can provide a useful corrective [by its] focus on what the texts say and do …’ For the literary scholar, ‘working with various theories … demonstrate[s] that the study of children’s literature is about more than encouraging children to read widely … or socialising children into the dominant culture’ (p. 126). Reynolds goes on to discuss child-oriented criticism, her useful treatment being complemented by Johnston’s companion piece on ‘Reader Response’; this approach, as Johnston reminds us, ‘above all, constructs reading as a creative act’ (p. 129).


  Comparative literature is an area which is increasingly important today, since, as Emer O’Sullivan states in her article, ‘Comparatists seek to identify what different literatures have in common as well as the peculiarities and individual features of the various literatures, which only come to light when seen in relation to others’ (p. 142). She enumerates the constituent areas of this field, while her case study of Winnie-the Pooh illustrates some of these in action.


  The areas of gender and race have much in common, the depiction of both in children’s literature having received a good deal of critical attention in recent years. Johnston makes this link when, in her section on Gender, she points out that ‘The patriarchy that saw white men as masters of the empire also in broad terms saw men, if not as colonizing women, certainly as wiser than they …’ (p. 153). She goes on to look at aspects such as illustration, target markets, and the impact of feminism, before suggesting that in fact children’s books may ‘pass on traditions [and] offer points of resistance to these’ (p. 160). Clare Bradford’s article on ‘Multiculturalism and post-colonialism’ begins by pointing out that the first of these terms carries a variety of meanings according to the national setting, and that ‘everyday lived reality’ is by no means the same as government policy (p. 160). While this undoubtedly complicates the situation for researchers, at least they need to be aware of the extent to which whiteness has so often in past literature been taken as a norm, into which other cultures and ethnicities should ideally be subsumed. Clearly this is intrinsically related to a post-colonial perspective, but this latter is also liable to be subject to variations in understanding. In particular, Bradford shows how texts by Indigenous authors can often be challenging, especially when they lack some of the features ‘that are usual in Western narrative schemata’ (p. 168).


  The final parts of this invaluable section, which are on ‘Psychological approaches to children’s literature’ and ‘Postmodernism’, are contributed by Catherine Butler (writing as Charles Butler). In the first of these, Butler ably summarises the relevance to children’s literature of the work of Piaget, Freud, Jung, Lacan and others, and, what is equally important for the student, points in the direction of accessible accounts of their very extensive writings. In presenting the relevance of Post-Modernism to literature for children, Butler both deconstructs the apparently straightforward classic text, Peter Rabbit, and demonstrates the important role that picture books in particular have had in exposing children to stylistic experimentation.


  I am inclined to see the articles devoted to Theory, which amount to twice the length of any of the other sections of the book, as its heart, even though this is the penultimate one. It is followed by the much shorter ‘Changing Forms and Formats’, in which Andrew O’Malley explores textual transformations of Robinson Crusoe, and Butler contributes another valuable piece, this time about film adaptations of The Secret Garden. The many new forms which children’s literature (in the broadest sense) is currently taking, and those which will emerge in the future, are necessarily given relatively little attention in this book; as Reynolds suggests in her Afterword, ‘this is potentially the area where the greatest change in what constitutes children’s literature will come in the next decade’ (p. 206). Such forms are already generating their own criticism, which is inevitably in its infancy.


  Throughout, exercises are provided which enable the reader to put into practice the excellent advice tendered. In addition to an extensive general bibliography, each section carries its own list of recommended reading. There is also a useful glossary. I am sure that this book will rightly figure on all reading lists proffered to children’s literature research students in a wide range of institutions, not only in this country. There is also much in it which could be helpful to students of other areas of literature.


  Pat Pinsent is Senior Research Fellow at Roehampton University.


  


  The Role of Translators in Children’s Literature: Invisible Storytellers


  by Gillian Lathey


  Abingdon and New York: Routledge, 2010. 241pp. ISBN: 9780414989527


  The importance of translators to the international exchange of literary texts seems to be too often taken for granted and therefore a book which focuses on the role they perform appears invaluable. Gillian Lathey, Director of the National Centre for Research in Children’s Literature at Roehampton University in London and editor of The Translation of Children’s Literature (2006), offers in The Role of Translators in Children’s Literature: Invisible Storytellers an informative historical account of the translation of children’s literature into English and the presentation of a few challenges translators and researchers of children’s literature are faced with. From the non-English observer’s point of view, this book appears to be indispensable particularly for those researchers of the translation of children’s books who have been discussing translation from English into their respective languages, since it suggests that comparative studies of translations could reveal similarities in the passage of literary texts from a source culture to the target culture. Such a comparison between a chosen English-speaking cultural context and, for instance, a Slovenian one, would also uncover similarities in the impact of translations on domestic literature, child readers and, in the case of famous works, even on the popular imagination. This study thus creates a platform that enables, among other things, dialogue about similarities and differences in the transfer of children’s literature, for example, with respect to central and peripheral literary systems.


  The study is in two parts. The first, containing seven chapters, focuses on the main issues related to the historical perspective of the rendering of texts into English – from the earliest didactic texts to the translation of the tales of Charles Perrault, the Grimm Brothers and Andersen. The second part, including chapters 8 to 12, is introduced with a linking chapter that connects the last three decades of the nineteenth century with the first half of the twentieth century. Thus the author underlines the pivotal role of translation in international book exchange and highlights the reasons for the establishment of Batchelder and Marsh Awards. The dilemma of categorising literary works as books for children or adults is raised in various chapters, as well as that of the transparency or even invisibility of translators. The role of translators appears to be more pronounced in the area of literary writing for children, where translators still tend to be more hidden than those of mainstream literature, which is a natural consequence of the peripheral position attributed to children’s literature within the framework of literary creation. Here Lathey calls attention to the fact that many translators of children’s texts are women which seems to have additionally strengthened the peripheral position of translations of children’s literature within the literary system of a nation. However, the presentation of three translators, Patricia Crampton, Anthea Bell and Sarah Ardizzone, shows that ‘translators do not operate in the vacuum’ and that they have an important say in the translation community not only nationally but also internationally.


  In the ‘Introduction’, Lathey explains the structure of the book and introduces the key points further elaborated in it, for example, that the ‘historical research on texts for children in specific periods reveals the significance of translations’ (p. 3). This becomes obvious in the chapters describing the history of translation in various periods. Thus in Chapter 3 the impact of the translation of the Arabian Nights is traced not only in the canon of children’s literature, since it influenced the work of several children’s writers, such as Robert Louis Stevenson and E. Nesbit, but also in mainstream literature and the popular imagination. This analysis reveals that the impact of retranslated texts was particularly great, in a similar way to the influence uncovered in children’s literatures written in other languages. Conversely, the parts of Chapter 3 and Chapter 4 dealing with translations from French and German describe a more specific bilateral translation context which confirms Lawrence Venuti’s statement that ‘translators work in real “geopolitical situations” which determine translation practice’ (p. 6). Consequently this context can only partly be compared with the situation typical for Central European children’s literatures. On the other hand, the opening remark of the concluding paragraph of Chapter 4, claiming ‘the close engagement with pedagogy in children’s literature in the UK’ stresses the similarity with continental Europe (p. 78). Chapter 5, dedicated mostly to translations of German and French children’s classics, brings new stress on the role of women in translation and announces a more extensive elaboration of the issue in Chapter 6, subtitled ‘The Translating Woman: Assertive Professional or Invisible Storyteller’. This chapter conveys the image of a woman translator, and places stress on her inconspicuous position, something which is referred to also in the title of Lathey’s study and which confirms Zohar Shavit’s and Venuti’s viewpoint about the transparency and invisibility of translators. However, despite such a hidden role, attributed in particular to the women translators, the author comments on the role of Mary Howitt, the translator of Hans Christian Andersen’s stories, and Andrew Lang’s translation team. In the latter the role of Lang’s wife Leonora is highlighted also because she translated from several languages. However, according to Lathey, the role of women in the history of English translation is still to be researched. Similarly, the author suggests that the history of ‘multilateral influences in children’s literature is still to be written’ (p. 5). With due respect to the author’s statement, it has to be stressed that this book itself contributes several elements that will be part of the final picture of international exchange in the area of translation into the English language.


  Chapter 7 is presented as the summary of the first part of the book and it focuses on the translation practices that seemed best to cater for child audiences before the end of the nineteenth century. The introduction informs us that ‘from the mid-eighteenth century, translations for children appeared at regular intervals on publishers’ lists’ (p. 111). However, in the medieval and early modern periods many translators were anonymous and, when introducing their work in a prologue or epilogue, they adopted the modesty topos that reflects not only the conventions and practices of the time but also the secondary status of translation. Another common feature of translation for children was relay translation in which translators used a support translation, so that the English translation was not based on the original but on the mediating translation. Among the intermediary languages the mediating role of German and French is underlined. The issue of linguistic and cultural domestication to which fluency in the British and American translation is attributed is presented as the predominant translation strategy in English tradition. Since it is often extended to cultural context adaptation, the inclusion of Venuti’s opinion about the eradication of difference and stylistic adaptation appears essential. This view of authority in the field of translation enables the author to present the contemporary belief that the retention of the spirit of the original allows the reader to perceive a text as coming from another culture. However, the spirit of the text does not depend only on balance between the domestication and foreignisation strategies but also on the attitude towards censorship which ‘may have a profound impact on the reception of an author’s work in the target culture’ (p. 120).


  The second part of the study includes five chapters dealing with translation in the late nineteenth and the twentieth centuries. Chapter 8 focuses on the translation of international classics, for example Spyri’s Heidi, but it also stresses the importance of translations of folk tales and stories of folk customs and contemporary life in other countries. The case studies of English and American translations of Erich Kästner’s Emil und die Detective (1929) and of Jean de Brunhoff’s L’Histoire de Babar (1931) evoke comparisons between the translations targeting British readers and those addressing the American audience. Both renderings into English prove that translations are products of specific socio-cultural contexts. Another proof of this is the difference in the period of the founding of awards for translators of children’s literature: the American Batchelder Award was founded in 1966 and the British Marsh Award in 1996. Among the personalities involved with the British award, two later Andersen’s prize-winners, are cited: Aidan Chambers (2002) and David Almond (2010). This mere fact testifies to the intrinsic connection between the promotion of interest into foreign literary production and the quality of writing that can address readers in various cultures and traditions. However, the two prizes had also pinpointed a few features shared by the American and British book markets: they ‘have raised the profile of translated children’s books and encouraged publishers to take risks’ (p. 158) and dedicated persons in the USA ‘seek out every opportunity to foster translation’ (p. 159). Chapter 10 views translation in the twentieth and twenty-first centuries from the standpoint of retranslation. The crucial statement about the attitude to retranslations is placed at the very start of the chapter: there is no guarantee that the retranslation is better than the previous translation as the impetus for the new version may have various roots. What I particularly like about this introduction, calling attention to several issues related to retranslation, is that the author distinguishes between different audiences, dual audiences of adults and young people, the general adult reader and that of scholars. I also appreciate her statement that the translator should make a clear choice between the academic audience and that involving children. The issues related to retranslation are addressed through European classics: Pinocchio, The Little Prince, Heidi, Emil and the Detectives and Pippi Longstocking.


  Chapter 11 calls attention to the translators’ voices as revealed intratextually and intertextually. Interviews, commentaries and articles on translation complement the traditional sources of explicit commentaries – prefaces, notes and afterwords – in which translators of children’s literature discuss issues related to their work. Three distinguished and prize-winning translators, Patricia Crampton, Anthea Bell, and Sarah Ardizzone, who have gained their reputation through translations and writing about translation for children are given an opportunity to express their views. However, they reveal also their vision of broader aspects related to transposition of a literary text from one language into another, for instance, they discuss the difference between translating for adults and children. They are all engaged in the broader cultural context that translation is part of, and they all assert that ‘love for language and literature in general is fundamental to literary translation’ (p p. 192-3).


  The last chapter of the study underlines the role of translators as mediators. Their tailoring of source texts to the presumed expectations of the target readers remains vital also at the present time as is also revealed from the comparative study of translation of names. These have also been considered carefully by English translation experts, for example by Bell and Chambers (p. 196). Domestication has been applied ‘in the interest of the child reader’ (idem). Thus it is clear that despite the shrinking of the world through the media, domestication remains the main translation approach in children’s literature. Translators therefore keep their function as mediators of unfamiliar social and cultural contexts as well as of ‘values and expectations of childhood encoded in the source text’ (p. 196). However, the double mediation of relay translations has been radically reduced. A novelty for translators is also the increasing age-related diversity of texts which range from books for toddlers to those for young adults and the pronounced need for translating the visual. As to the invisibility (of the foreign culture) and fluency, which in the English context means that the text is freed from distinctive indicators of a foreign culture, the author claims that a ‘disguising of the source text leads to the appropriation of which Venuti is so critical in relation to literature for adults’ (p. 198). She is clearly against denying ‘young English readers insights into cultural difference that children in other countries routinely absorb’ (p. 199).


  In addition, Lathey’s presentation of future research shows her profound insight into the needs of research that has to be undertaken by academia in the field of comparative studies of translation of children’s literature. In line with the enumerated areas of research it is also her demand for respect for the child-reader which emanates from the whole text and is underlined in the opening sentence of the last paragraph of the book which reads: ‘English-speaking children deserve to read the best children’s stories and writers from across the world, so there will always be a need for specialist translators who do not underestimate their audience’ (p. 204).


  Darja Mazi-Leskovar is associate professor of English and American literature at Maribor University, Slovenia. She has a particular interest in issues related to cross-cultural phenomena reflected in literature and other media.


  


  Genre, Reception, and Adaptation in the ‘Twilight’ Series


  ed. Anne Morey


  Aldershot: Ashgate, 2012. 236pp, hardcover. ISBN: 9781409436614


  Genre, Reception, and Adaptation in the ‘Twilight’ Series is comprised of thirteen chapters devoted to Stephenie Meyer’s four novels in the ‘Twilight’ saga as well as their cinematic adaptations. The book was edited by Anne Morey, from the Texas A&M University, who penned the introduction and the first chapter.


  The first three chapters focus on construction of gender, the female body, sexuality, desire and romance. Anne Morey examines the Twilight saga in the context of Jane Eyre. She argues that Bella is similar to Brontë’s heroine due in part to her longing for a dangerous suitor rather than a more socially acceptable one in order to satisfy her own sexual desires. Jackie C. Horne examines teenage sexuality and sexual urges in the context of fantasy as a genre. She links Bella’s and Edward’s ideas about marriage and physical love to Meyer’s Mormon religion and argues that, in the light of Mormonism, Meyer constructs an unconventional female sexuality. In the books, Bella could serve as a symbol of inverted Mormon concept of a polygamous marriage where the female – not the male as tradition dictates – has the option of having multiple husbands or lovers. In chapter 3, Kristine Moruzi frames her argument around postfeminist theory. She sees Bella as the idea of a postfeminist heroine, one who struggles against patriarchal institutions, but one who is able to navigate through them to gain identity, sexuality and intimacy. Moruzi points out that because Bella is able to explore modes of sexuality via different male characters who all desire her, she is in the position to take charge of her destiny and obtain the type of intimacy that she craves.


  The subsequent chapters move away from construction of gender and into a narrative intimacy and control, issues related to race, and contemporary girlhood culture. Sara K. Day suggests that Bella must form an intimate narrative relationship with the readers because she cannot be intimate with anyone in her own world. As a keeper of many secrets, Bella has no choice but to maintain only a surface relationship with those who are not aware of the existence of vampires and werewolves. Day further argues that the relationship Bella forms with the readers is also not fully intimate as there is no possibility of reciprocation from the readers, thus leaving Bella safe and her vulnerability undamaged. This Day links to literary voyeurism, which allows the reader to be a part of Bella’s world where she appears to be more honest about her feelings with the readers than with the object of her desire – Edward. Alexandra Hidalgo considers races, both metaphorical (vampires, werewolves) and actual (white, Aboriginal, African). The central argument is that Bella, and later her daughter Renesmee, act as a bridge and a meeting point between those races that often encourage a mutual hatred for each other. Hidalgo points out that Meyer is not very successful at her treatment of various races given that the protagonist tends to make rather stereotypical observations. The biggest criticism is that while Meyer’s vampires are highly educated, skilled and have jobs, the Aboriginals do not seem to work, and the only thing Jacob is good at is fixing motorised vehicles. Such positioning of races only reinforces some of the stereotypes and negative views of Native Americans living in the United States. In chapter 6 Catherine Driscoll examines the relevance of Meyer’s book to contemporary girlhood and girl culture. Driscoll explores the ways in which girlhood’s rights of passages, which include menstruation, puberty, first kiss, first love, loss of virginity, are portrayed in numerous works that are female-centred. Those include the Twilight series, Buffy the Vampire Slayer and Ginger Snaps. Driscoll scrutinises the various layers that make up the world in which girlhood exists; patriarchal overtones, domestic spheres; but argues that the world offers opportunities where girlhood can thrive.


  The next set of chapters centres on fans and anti-fans of the franchise. Matt Hills frames his text around the discipline of fan studies or fandom and concentrates on the representation of the ‘Twilight’ fans. He approaches the fans from two distinct angles: fandom as pedagogy and fandom representing shifts in marketing strategies. What is interesting about this chapter, in particular, is its discussion of fan representation in the Twilight DVD extras. He suggests that fans are far from being passive or silent, and they become a driving force behind the franchise. In chapter 9, Sarah Wagenseller Goletz explores the Twilight saga’s anti-fans, whom she defines as those who invest in the novels and films for the purpose of mockery. Anne Gilbert, in the following chapter, also discusses fans, but she approaches the novels from the perspective of what it means to the fandom scholarship to have anti-fans whose textual dislikes help define the aesthetics and ideological tastes. The authors of the above chapters study online interactions and online publications to examine what fans mean to the books and the films. And all three struggle with the definition and scholarship of fandom. Gilbert, in particular, claims that anti-fans are a challenge to the tradition of fan scholarship because they do not fit the typical parameters of fans who generally engage with texts in a positive way.


  Chapters 11 and 12 focus on the books’ cinematic adaptations. Katie Kapurch tackles voiceover in the Twilight films whereas Mark D. Cunningham compares how three different film directors have adapted Meyer’s novels to the big screen. Using film theory on sound, Kapruch looks at how sound in the first three Twilight films works in relation to Bella’s narrative voice and the viewers’ identification with her. By comparing Twilight, New Moon and Eclipse, Kapruch discusses the amount and intensity of Bella’s narration. She concludes that the way in which each director uses first-person voiceover leads to a gradual reduction of Bella’s relationship with the viewer. Cunningham engages with the question of literary fidelity in cinematic representations. He also states that the three directors, Catherine Hardwicke (Twilight), Chris Weitz (New Moon) and David Slade (Eclipse) occupy various positions on the adaptation continuum. Harwicke is the one who seems to understand the teenage nature and amplifies rather than translates the book onto her film. Weitz tends to be the most traditional in his approach to adaptation; however, Cunningham suggests that the director’s strength lies in the use of colour in New Moon. And Slave provides sexual and psychological tension, along with edgy visuals.


  The last chapter, by Hye Chung Han and Hee Hwang, provides a short history of the Twilight saga’s publication in Korea, and the Korean reception of the novels. In addition, the two authors analyse the dynamics of gender politics by examining key terms used in reviews and blog postings. Through the terms used in fan blogs, a change in the way Koreans view beauty emerges. According to the authors, the traditional Korean society tends to view beauty in the mind rather than in the body, whereas with the release of the books and the films, the youth of Korea appears to focus on the external beauty. Furthermore, with many fans consuming the image of the male actors, there is a paradigm shift from the traditional female image being consumed to the new male image that becomes the object of consumption.


  Most of the chapters in Genre, Reception, and Adaptation in the ‘Twilight’ Series are well written and well researched, and engage readers in interesting discussions. The book can be a useful source for scholars from various disciplines, including sociology, film studies, and gender and women studies. This collection of chapters will also make a valuable addition to the library of anyone who is interested in contemporary culture, and in the extension of the gothic heroine and gothic fiction into the twenty-first century. One visible shortcoming of the book is a lack of serious consideration of the representation of the Aboriginal culture in the Twilight series and films. Chapters, which touch upon this issue, do so only in passing and leave readers wanting much more. Also, the last chapter, which given its unique context has the potential to be the strongest, reads as underdeveloped and under-considered. But overall, it is a solid effort at presenting the phenomenally successful franchise to a scholarly community, and it is a recommended read.


  Anna Chilewska is at the University of Alberta, Edmonton, Canada.


  


  Children in Culture, Revisited: Further Approaches to Childhood


  ed. Karín Lesnik-Oberstein


  Basingstoke: Palgrave Macmillan, 2011. 248pp, hardback. ISBN: 9780230275546


  ‘Interdisciplinarity’ is a term frequently used in contemporary academia, as is ‘multidisciplinarity’; unfortunately in the world of publishing there is a tendency towards resistance to supporting work that takes these approaches. One high level publisher recently stated the problem as lying with librarians who ‘Do not know where to place such work.’ The collection Children in Culture, Revisited has broken through this boundary and takes such approaches as the subject matter of these varied and fascinating discussions. The result is a valuable and stimulating set of essays that address questions central to these modes of study. The approach taken throughout is that childhood and identity are ‘historically and contingent construction(s)’ (p. 1). In addition to the variety of subjects taken for discussion one of the most valuable aspects of this collection is the consideration of methodological approaches and problems encountered in engaging in interdisciplinary study. A constant which arises is the gap between ‘the real’ child and the child constructed in the text and the construction of such which is determined by the researcher. A great deal can be learned from analysing these positions, not only about the child per se, but also about disciplinary practice and the cultural contexts from which they arise. In the Introduction Lesnik-Oberstein also gives a good deal of enlightening thought to matters of ‘agency’ and ‘voice’, which can be popularly (and academically) used in a somewhat loose manner. An intention of this collection was to question how ‘agency’ and ‘voice’ occur in critical work ‘to explore further how both these terms have a range of consequences and continue to raise a number of difficulties’ (p. 7). In short, this collection raises central questions applicable to the development of critical thinking in the fields coming together and fusing through childhood studies, and are pertinent to scholars in the individual fields, such as history, archaeology, literary studies, education, sociology and media studies, for example.


  I recently attended a conference which brought together childhood studies, literature and history. The papers on archaeology raised the problem of identifying the signs of childhood in ancient history, and also, surprisingly, during the nineteenth century, when there were ambiguities surrounding the notion of when the child became an adult. What was clear, however, was the level of interpretation required in this kind of work combined with the constructions made by the researchers. Although the conference was about ‘findings’ it became evident that here was a problematic area that deserved much further thought, with a wider reference to the whole notion of the influence of the scholar and researcher in the child and nature of childhood they were constructing. However, the conference moved on without any deep reflection on the gaps between ‘the real child’, the child emergent from ‘evidence’ and the child constructed by the researcher as is visited in the content of this collection.


  In addition to the content of these essays we see that the construction of the collection itself was a learning process. The opening essays focus on an approach based on deconstruction, problematising critical practice and raising numerous pertinent questions that can be overlooked in the ‘habit’ of research. Erica Burman’s ‘Gender and childhood in neoliberal times: contemporary tropes of the boychild in psychological culture’ and ‘Playthings: archaeology and the material ambiguities of childhood’, by Eleanor Conlin Casella are excellent discussions which made me feel decidedly uncomfortable, since I align with the desire for answers rather questions which whittle down to an unresolved conclusion. However a strength of the best of academic work is, I believe, the ability to unsettle as well as to inform, to shake up old ways of thinking and dispel complacency. As are all of the essays in this collection, these two opening essays are thought-provoking and stimulating and turn the mind to one’s own academic practice and teaching. Burman interrogates and deconstructs the normalisation of childhood through memorial practices, a process of ‘invention’, whilst Casella’s analysis concerns the invention of childhood by archaeologists through the interpretation of playthings. After all, when is a utensil a toy and a toy a utensil…


  As I hope the readers of this review have realised by now, I would recommend this rich collection as a ‘must have’ and ‘must read’. Nonetheless there is a limitation to what one can focus on within the space of a review, and I have decided to give particular attention to ‘Reading the “happy child”: normative discourse in well-bring education’ by Hannah Anglin-Jaffe. There are a number of pertinent reasons for this, personal, political and academic. Firstly the personal since for some years I worked with research students in the areas of Education and wellbeing. As an ex-primary school-teacher and parent I found the approaches taken by those who were the disciples of wellbeing and happiness disturbingly unquestioning, in their bliss taking no cognisance of the political implications of their missionary activities. As Anglin-Jaffe concludes from her clear and deeply considered analysis, there is a debilitating discourse of innocence, where problematic behaviour is perceived as being unnatural, allying with ‘unhappiness’. A disturbing symptom of this paradigm is, I think, the conceptualisation of the ‘worry doll’ which is there for the child to ‘listen’ to their worries, to be placed under the child’s pillow at night and then abracadabra, next day – all worries have gone away. Life and the processes of learning and maturation are not like that: problems have to be worked through. Huxley’s Brave New World removed anxiety and worry from a swathe of the futuristic population and resulted in unthinking clones subject to political and social manipulation. As Anglin-Jaffe points out: ‘The problems with such discourses of innocence are wide reaching, but one implication is to further marginalise children whose experiences and lifestyles do not correspond with such imaginings’ (p. 75). She continues: ‘Children’s wellbeing in particular is a site in which contradictory discourses co-exist, for example in the educational interventions that claim to ‘empower’ the child through asserting greater control and surveillance over their lives’ (p. 75).


  Such surveillance continues into adulthood with the current government survey into the ‘happiness’ of the UK population. This smacks of a continuum of State interference and invasion of innermost privacy extending across the age ranges for the practice of educational intervention teaching activities ’raises the question of emotional responses’ and ‘In this sense, emotions are no longer the private concern of the individual but the collective responsibility of the group’ (p. 79).


  One hopes that justice will eventually be done. In the meantime it is the place of scholars from across academic boundaries (themselves imposed by systems) to raise and publish counter arguments and dispel the damaging myths surrounding the constructions of childhood. Where ‘absolute truths’ lie I know not, yet this collection takes one on a journey and opens up new roads yet to be travelled.


  Jean Webb is Director of the International Forum for Research in Children’s Literature in the Institute of Humanities & Creative Arts, University of Worcester.


  


  Young Irelands: Studies in Children’s Literature


  ed. Mary Shine Thompson


  Dublin: Four Courts Press, 2011. 197pp. ISBN: 9781846821417


  Irish children’s literature, for many years a territory rarely visited by travellers from the academic world, has in more recent times begun to emerge as a popular destination. Several factors have contributed to this development, among them the establishment in 2002 of the Irish Society for the Study of Children’s Literature (ISSCL) and the organisation by that society of what is now a biennial conference. Papers delivered at these conferences have provided material for three previous volumes in a ‘Studies in Children’s Literature’ series, each of them co-edited by Mary Shine Thompson. With the appearance of this fourth volume, however, Thompson assumes sole responsibility for editorship and the focus with regard to the content of the various essays switches from a mixture of indigenous and international themes in the earlier collections to an exclusive emphasis on Irish writing for the young. Containing a total of fourteen essays, including an editorial introduction on ‘Childhood and the Nation’, this fourth volume features material based, mainly, on papers given at ISSCL’s 2006 conference. All the authors, with one exception, are themselves Irish and the volume can therefore make a very good claim to be considered a fair reflection of current Irish academic concerns and involvements with what in Ireland is still a fresh and potentially exciting discipline. Fresh and exciting, yes, but extremely challenging also.


  Thompson’s wide-ranging and elegantly written introduction reminds her readers of the numerous complexities inherent in any attempt to confront this challenge. There are historical, political, philosophical, sociological, cultural, linguistic and educational dimensions – among others – to what is usually designated ‘Irish children’s literature’ and in her effort to clarify at least some of these Thompson prepares us for the ‘three broad categories whose borders are permeable’ (p. 17) into which the remaining essays will fall. Their overall concern may be with ‘the enduring and evolving issues of (Irish) nation and childhood’ (p. 9) but under this umbrella heading they may be seen, Thompson argues, as dealing ‘with texts that promote the norms of empire and/or nation’; with how ‘certain texts for young people resist, subvert (to varying degrees) or ignore the pieties of nationalism and imperialism’; and with how various ‘modes of Irish childhood and children’s books are interpreted or translated for non-Irish readerships’ (p. 17).


  It is a seductive invitation to continue reading but, even allowing for the qualification about ‘permeable boundaries’, it suggests a measure of cohesion and developing argument in the collection that the essays themselves do not quite justify. This is, almost certainly, a consequence of the collection having its origins in papers delivered at a conference. Its structure, rather than being an intrinsic element of the event, is imposed on it later and can be made to accommodate some details better than others. It may also be said, incidentally, that Thompson’s introduction, with its passing references to Said, Derrida and Foucault, among others, is one of the few pieces in the volume to draw on contemporary critical and cultural theory to underpin its argument. On this evidence, most Irish commentary on children’s literature would seem to be at a conservative stage in its development, with such basic notions as plot, characterisation and setting remaining the principal points of interest. Fans of theory may be disappointed by this particular emphasis but there will be other readers happy to be spared too many forays into the domains of child-crit pretentiousness.


  Six essays are perceived by Thompson as examining texts falling into the category which promotes ‘the norms of empire and/or nation’, showing ‘literature deployed as a tool of social management (p. 17). Rather unexpectedly in an Irish context, perhaps, one of these, by Joy Alexander, deals with Arthur Mee’s Children’s Encyclopedia and its role in ‘instructing children and constructing knowledge’ (31). It reads entertainingly, even if Alexander devotes only two of some fifteen pages to Mee’s treatment of Ireland – fair enough, maybe, given that Mee himself gave the subject only one of his chapters and ‘many scattered references’ (p. 37). His wider concerns, with empire and with the preparation of his young readers to take their place within it, are pre-figured in some of Maria Edgeworth’s children’s stories, dealt with here in Sharon Murphy’s essay; again, though, the ‘Irish’ link is implicit, as distinct from being categorically stated.


  With the four remaining essays, however, we begin to move much more directly towards home territory. Marnie Hay treats of some of the propaganda material employed by the Irish National Boy Scout Movement between 1909 and 1926 and demonstrates how it ‘offered an Irish nationalist alternative to British youth culture’ (p. 56). Michael Flanagan tackles a similar historical theme in his consideration of the magazine Our Boys, first published by the Irish Christian Brothers in 1914; by drawing parallels with other contemporary form of artistic expression at a ‘period of national reorientation’ (p. 66) he shows how Our Boys played its part in articulating ‘the inner desire to define Ireland’ (p. 66). A further expression of this desire for ‘definition’ is explored in Ciara Ní Bhroin’s essay on the Táin, ‘the centre-piece of Irish heroic literature’ (p. 67), more particularly analysing versions by Standish James O’Grady and Lady Gregory, ‘the two earliest versions of the saga addressed at a young readership’ (p. 67). Ní Bhroin concludes with some pertinent questions about the possible reaction to the ancient text ‘in twenty-first-century Ireland where Irishness is rapidly metamorphosing in response to the challenges of modernisation and multiculturalism’ (p. 80).


  Whereas Hay, Flanagan and Ní Bhroin interrogate material likely to be more immediately familiar to an Irish readership, Anne Marie Herron in her essay on ‘Kate Thompson, James Stephens and the Irish literary landscape’ selects for discussion a writer widely read beyond her adopted country. Herron’s examination of Thompson’s 2005 novel, The New Policeman, is an excellent example of close-up literary criticism and is especially revealing in arguing its link to the fantasy tradition and mythological inventiveness of an earlier Irish writer, James Stephens, particularly in evidence in his 1912 novel, The Crock of Gold. Thompson’s role in promoting ‘the norms of nation’ may be more subtly nuanced than that of the other sources cited in this group of essays but, as Herron perceives, ‘the challenge of forging national identity is ongoing and evolving and takes account of changing political, social and economic status’ (p. 92) – and, one might add, of changing literary forms and modes.


  Three essays are presented as focusing on texts which ‘refuse to be assimilated into either a nationalist or imperialist agenda’ (p. 18), a claim which, perhaps, can be most fairly made if we take cognisance of the editor’s ‘to varying degrees’ caveat. Anne Markey, writing on ‘Irish and European echoes in Oscar Wilde’s fairy tales’, maintains that the stories ‘critically engage with ideological issues relevant to the Victorian reader who was invited to question the values that govern society’ (p. 96); those ‘Victorian readers’ included, presumably, at least a few ‘young Irelanders’. Jane O’Hanlon’s essay on C.S. Lewis’s Narnia sets out to deal with ‘the more troubling aspects of the books’ (p. 104) and in the process – with some humour – deconstructs their Christian-proselytising tendencies while at the same time acknowledging their ability to furnish readers ‘with access to other possible realities’ (p. 117). Her concluding paragraph, with its mischievous allusion to Joyce’s celebrated short story ‘The Dead’, serves as a neat prelude to Valerie Coghlan’s essay ‘Bellsybabble for the childers’, by far the most engagingly named contribution to the collection. Originating as a story included in a letter from Joyce to his baby grandson, The Cat and the Devil has become the text for a variety of picture books and Coghlan, rather in the manner of Markey on Wilde’s stories, responds to its national and international ‘echoes’, even managing to link it – quite convincingly – to the linguistic playfulness of other Joycean works. (It is a pity, though, not to have even a couple of sample illustrations from some of the editions discussed).


  The final section of essays – ‘Translating Irish identity’ – contains some of the book’s most stimulating material. Emer O’Sullivan, reflecting on ‘The Irishness of Irish Children’s Literature in translation’, comments mainly on how the children’s fiction of Siobhán Parkinson, Eoin Colfer and Roddy Doyle creates particular difficulties (and often amusing outcomes) for its German translators: this is a perfect example of how, in even the most academic of contexts, wit and erudition may be tellingly combined. Coralline Dupuy’s focus on a ‘non-native reader’s reception of the Irish references to landscape, history and myth’ in Morgan Llywelyn’s 1995 young adult novel, Cold Places (p. 128) is narrower but no less revealing in its delineation of the consequences of ‘translation’, literary and otherwise. American responses to the work of Padraic Colum (1881–1972), especially as evidenced in contemporary reviews and essays in the Horn Book magazine, are chronicled by Aedín Clements, usefully reminding us how Colum’s writing and especially his Story Telling, New and Old, ‘elevated the Irish in American children’s literature’ (p. 163). The volume’s last essay, by Mary Shine Thompson herself, is a thoroughly researched discursive survey of the publishing history of Swift’s Gulliver’s Travels, a text that over the centuries has dodged in and out of its decidedly problematic status as ‘children’s book’. Thompson documents its numerous comings and goings with style and gusto, leaving her readers in no doubt as to the truth of her conclusion. ‘In summary,’ she writes, ‘young people’s readings of Gulliver’s Travels have the potential to be complex and contradictory’ (p. 185). Just, then, like the ‘readings’ of the rest of us.


  The primary appeal of this attractively produced volume will, understandably, be to an Irish readership and, especially perhaps, to those – a growing number – pursuing the graduate and postgraduate courses in children’s literature now offered by several Irish colleges and universities. As an accessible guide to some of the central concerns of Irish children’s literature for an international audience it should also serve as a valuable introduction.


  Robert Dunbar was formerly Head of English at the Church of Ireland College of Education, Dublin. His principal interests are in Young Adult fiction and Irish children’s literature.


  


  Uncharted Depths: Descent Narratives in English and French Children’s Literature


  by Kiera Vaclavik


  London and Leeds: Modern Humanities Research Association and Maney Publishing, 2010. 139pp, hardback. ISBN: 9781906540395


  Kiera Vaclavik’s study of the katabasis, the term she uses to describe an underground journey, offers an insightful consideration not only of descent narratives, but the role of intertextuality in children’s literature featuring a subterranean landscape. Vaclavik’s interest lies in the relationship of important classic katabatic narratives such as Homer’s Odyssey, Virgil’s Aeneid and Dante’s Inferno to modern manifestations in English and French literature written for or adopted by young readers. To this end, she includes a corpus of eleven descent stories: Antoine de La Sale’s Le paradis de la Reine Sybille (1437), François de Fénelon’s Aventures de Télémaque (1699), William Hayley’s The Triumphs of Temper (1781), Stéphanie de Genlis’s Alphonse et Dalinde (1784), Jules Verne’s Voyage au Centre de la Terre (1864), Lewis Carroll’s Alice’s Adventures in Wonderland (1865), George MacDonald’s The Golden Key (1867) and The Princess and the Goblin (1872), George Sand’s La Fée Poussière (1875), Hector Malot’s Sans Famille (1872) and H. Rider Haggard’s King Solomon’s Mines (1885). With such a wide range of textual examples, Vaclavik effectively presents the purpose and uses of the katabasis in classic children’s texts, basing her observations especially within theories of intertextuality developed by Gerard Genette in Palimpsestes.


  Although her reliance on Genette at times seems to overlook a wider discourse on intertextuality, Vaclavik positions her ideas within Genette’s five forms of transtextual relationships well. Furthermore, she figures children’s katabasis within discourses of didacticism and gender, noting that these ‘narratives for young readers continue to incorporate (but do not significantly extend) the already significant moral and didactic dimensions of the pre-texts’ (p. 123). In terms of gender, she observes that most frequently ‘continuities are largely conservative, serving to bolster the status quo’, but there are times when re-visioning of the classic tropes provides ‘opportunities to introduce more dynamic female figures and to interrogate and rethink gender relations’ (p. 123).


  Following the introduction, Vaclavik breaks the text into four chapters, ending with a short conclusion. The introduction summarises criticism regarding journeys underground, describing that there has been ‘no examination of the function or effect of the relationship between katabasis for young readers and earlier versions of the narrative’ (p. 8). She also justifies each of her eleven works as children’s texts based on either audience or reception, describing how each qualifies as a katabasis and clarifying her decision to focus on English and French literature, about which there is the most criticism regarding the katabasis.


  Well organised and thoughtful, Vaclavik’s work follows a clear pattern, with each section first briefly presenting a trend in the works of Homer, Virgil and Dante and then examining whether it exists in her corpus of children’s texts. She objectively assesses the extent to which each of her eleven texts fit these paradigms, but the text might go further to draw specific conclusions about the effect of such congruencies or inconsistencies, doing more to, as she suggests in her introduction, consider how retellings might ‘provide valuable insights into processes of transmission and acculturation, and the ways in which readers develop familiarity with literary conventions’ (p. 2). While the exact nature of these insights might be more fully explored, Vaclavik uses prominent children’s literature theory to offer a detailed discussion of the katabasis, a topic that has received very little critical attention in children’s literature scholarship.


  The first chapter places Vaclavik’s argument within an intertextual framework, identifying the relationship of her corpus to earlier works as an abstract connection akin to Genette’s notion of architextualité. She posits that the children’s texts do not fully fit with Genette’s theories of hypertextual relations, but she nonetheless finds evidence of a sound (and likely intentional) intertextual connection. Furthermore, she notes that whether intentional or not, and whether young readers can make such intertextual connections or not, such relationships to pre-texts play an important role, ‘worthy of our attention given their ability to empower the young reader by introducing them to, or further familiarizing them with, a prestigious, highly enabling, cultural arena’ (p. 32). The results of this empowering introduction might be further explored by the text, but Vaclavik’s discussion of intertextuality nonetheless makes a key point worthy of additional study.


  Vaclavik claims the second chapter’s main purpose is to establish whether ideas about threats of punishment and behaviour regulation are as extensive in children’s katabases as they are in the pre-texts. However, the chapter offers far more fruitful discussion of whether katabatic texts for children feature the same main characteristics of classical and medieval katabases. Although sometimes divergent from classic tropes, certain features play similar important roles, such as light and dark, water, negativity and silence. Vaclavik identifies the key similarities, however, as the presence of death and what she calls the ‘chthonic and moral dimension of traditional katabasis’ (p. 61).


  Vaclavik’s third chapter focuses on gender, emphasising several commonalities of katabasis stories: a focus on a male hero, placement of women in marginalised roles and connections of feminine behaviour or a feminine landscape with danger. She then examines adventure versus fantasy katabases for young readers, determining that adventure texts maintain more problematic depictions, while fantasy offer more progressive depictions. In those texts she identifies as fantasy, girls still face some stereotypes, but there are far more female characters in dynamic roles. In contrast, adventure puts greater emphasis on a collective struggle, but this group effort typically does not include women. This kind of adventure/fantasy gender dynamic has been explored perhaps more comprehensively in contemporary children’s discourse than Vaclavik gives credit, but she nonetheless makes a strong argument, especially in her discussion of Carroll’s Alice.


  The final chapter discusses another element of children’s literature discourse perhaps more complex than can be covered in a single section – didacticism and entertainment purposes in children’s katabases. Vaclavik contrasts depictions of goals/motivations, knowledge and wisdom in pre-text versus children’s works, positing that although the underground exists less as a space of gaining straightforward knowledge in katabases for young people, the texts appeal to a greater audience by providing philosophical and existential lessons. Additionally, her description of the books’ entertainment value and dual purposes aligns with contemporary perceptions that children’s texts use appealing elements to both delight and teach readers. She concludes this chapter returning to a main point important throughout the text, that although katabatic texts for children may appear didactic, this is consistent to their pre-texts. This assertion seems her most meaningful contribution.


  The conclusion restates Vaclavik’s main points, applying them to more recent examples of katabasis. This final section, however, is disappointingly brief, considering only Philip Pullman’s The Amber Spyglass (which was already mentioned in the introduction) and two more obscure references – Philippe Tassel’s online text Un Souterrain d’Enfer and a exhibit at the Manchester Museum of Science and Industry. Although her selection of only British and French texts makes sense given the rest of the book, several contemporary American novels seem to call out for analysis in terms of their katabatic elements. For example, Jeanne DuPrau’s tale of exodus from and return to the underground world of Ember and Kate DiCamillo’s use of the dungeons in The Tale of Despereaux spring immediately to mind. Even within British children’s literature, it seems unfortunate not to mention J.K. Rowling’s use of the Chamber of Secrets, the underground home of the ancient Basilisk that Harry must conquer to save Hogwarts. Still, contemporary works are clearly not the focus of Vaclavik’s study, leaving this as perhaps an area of possible future research bridging from her work.


  In all, Uncharted Depths provides a useful overview of a topic previously overlooked in children’s literature and successfully explicates intertextual relationships to consider how pre-texts influence the function and purpose of the descent in later examples for young people. More importantly, it opens up the ways that the katabasis interacts with gender and didacticism. At times the text might more fully acknowledge the complexity of these lines of inquiry within children’s literature theory to better consider how they are shaped in or by katabasis, but as an initial work on the topic, Vaclavik’s study provides a comprehensive and accessible overview valuable to scholars interested in either descent narratives or children’s literature. What is more, the text opens up many opportunities for further study. Proving the katabasis not only enduring, but surprisingly commonplace in children’s literature, Vaclavik does strong work to fully describe these katabatic representations, making her text one of great appeal.


  Meghann Meeusen is a doctoral student studying children’s and young adult literature at Illinois State University, where her research focuses on children’s visual culture and adaptation studies.
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  Editorial


  We are delighted to present a special issue of the Journal of Children’s Literature Studies, devoted to aspects of Philip Pullman’s trilogy, His Dark Materials, and guest edited by Katharine Cox and Spencer Jordan, of Cardiff Metropolitan University.


  Three years ago the Journal published a Pullman special (7.1, March 2010), and the fact that there is now a second must say something about how his reputation is if anything increasing.


  In December 2011 we were contacted by Steve Barfield, of the University of Westminster, who suggested the possibility of this latest special issue. Unfortunately Steve was unable to complete his role as guest editor, and Katharine Cox very kindly offered to take this over, together with her colleague Spencer Jordan.


  As Cox and Jordan point out in their Introduction, there is a dearth of critical material analysing Pullman’s trilogy, so the paper from the guest editors and those from Mervat Al Jormaa, Sarah Bruton and Yiyin Laurie Lee are particularly welcome. Barfield and Cox have previously edited Critical Perspectives on Philip Pullman’s His Dark Materials: Essays on the Novels, the Film and the Stage Productions (McFarland, 2011), a review of which appears in this issue of the Journal.


  Bridget Carrington


  


  Reading Philip Pullman’s His Dark Materials: A Special Edition of the Journal of Children’s Literature Studies


  Katharine Cox and Spencer Jordan


  Introduction


  Philip Pullman’s trilogy, His Dark Materials (1995-2000), is a significant late twentieth-century text with lasting cultural appeal. Initial book-length publications discussing it were of little academic value and were targeted at a general readership.1 The beginning of scholarly analysis of his works can be traced to Millicent Lenz and Carole Scott’s collection (2005) and Pullman’s inclusion in chapters on children’s literature (see for example Hunt and Lenz, 2005).


  During the period of publication, the novels were controversial, both in terms of their subject matter (specifically the depictions of organised religion) and their crossover readership. These controversies continue to resonate, although are no longer the sole areas of analysis addressed by critics. The trilogy’s religious representations were prominently discussed in the popular press at the time of publication, were repeatedly addressed by Pullman in interview and have resulted in a number of publications.2


  Though the trilogy was principally written as children’s fiction, the text deals with complex and sophisticated themes that, it might be argued, tend to be the preserve of adult fiction. In this sense, the trilogy is a significant example of crossover literature. The novels focus on the story of a privileged and aristocratic only-child, Lyra, who believes herself an orphan. The reader follows her on a journey of self-discovery as she attempts to learn the meaning of Dust, in the process deepening her relationship with Will Parry. Pullman combines this straightforward Bildungsroman with layers of complexity. The novels include canonical intertextuality, question the nature of consciousness, challenge representations of organised religion, and investigate contemporary scientific discoveries. These complexities, coupled with a gripping central quest narrative, help to explain the text’s appeal to different age groups.


  This crossover phenomenon is identified by Rachel Falconer (2009) as being particularly intense in the mid-1990s to 2007, a period associated with the prominence of the Harry Potter series as well as His Dark Materials. The importance of Pullman’s work can be evidenced by his winning the Whitbread Prize for Fiction for The Amber Spyglass (2001); BBC Radio 4’s dramatisation of the trilogy (2003); and, from December 2003-2004 and November 2004-April 2005, the National Theatre’s sell-out stage version of the trilogy. At the height of the novels’ success, the trilogy was awarded third place (behind The Lord of the Rings and Pride and Prejudice) in the BBC’s 2003 Big Read survey, which sought to identify the nation’s favourite 100 books. Clearly it was in this period, culminating in the partial success of the film of The Golden Compass (2007), that the trilogy was most prominent in the public’s awareness.


  The effect of this cultural impact is already being felt at university level. The text is regularly added to children’s literature modules, and English literature students are citing his work as the reason they want to study literature (UCAS personal statements 2009-present). With the continued growth of children’s literature at undergraduate and postgraduate level, this also suggests that any systematic analysis of Pullman’s writing will be at the vanguard of research. Two prominent collections on his writing have already been published: Millicent Lenz and Carole Scott’s (2005) and Steven Barfield and Katharine Cox’s edited collections (2011) bring together academics from outside the field of children’s literature to consider his work. Recent critical attention has focused on Pullman’s relationship to other key children’s writers (Gray, 2009; Cardew, 2011; Eldridge, 2011), on gender and sexuality (Gamble, 2011; Halsdorf, 2011; Munt, 2008 and 2011), and on his engagement with religion (Rayment-Pickard, 2004; Freitas & King, 2007; Baker, 2011; Jobling, 2011).


  This special edition draws together contemporary research on Pullman from two current academics as well as three early-career researchers to consider new approaches to the trilogy. It is hoped that these perspectives will help shape contemporary approaches to his work and become a valuable addition to current Pullman scholarship.


  A Brief Note on the Text


  For ease of locating primary quotations, these essays use the combined trilogy published by Knopf in 2007. The books that make up the trilogy Northern Lights (1995), The Subtle Knife (1997) and The Amber Spyglass (2000), were originally published by Scholastic in the United Kingdom. Apart from the Americanised spelling the only significant difference between the editions is the use of an extract from William Blake’s ‘America: A Prophecy’ to introduce The Amber Spyglass, which has more resonance for an American market. The extract replaces a four-line quotation from Robert Grant’s edition of Hymns Ancient and Modern in the Scholastic edition of 2000 (O tell of his might, O sing of his grace,/ Whose robe is the light, whose canopy space;/ His chariots of wrath the deep thunder clouds form,/ And dark is his path on the wings of the storm (cited Pullman, 2000: n.p.)) Northern Lights was published by Knopf in the United States of America in 1996, as The Golden Compass. The film version of the first book used the US title.


  Notes


  1 Of these early publications, Claire Squires’ Philip Pullman, Master Storyteller: A Guide to the Worlds of His Dark Materials is a valuable exception that engages with the complexity of Pullman writing, and is especially useful for a young readership (2003 and an expanded edition in 2006).


  2 For the controversial response to Pullman’s writing see in particular Peter Hitchen’s writing (cited by Cornwell, 2004). For interviews with the author and his rebuttal of critics see his well-resourced web pages (www.philip-pullman.com). For a discussion of the novels’ early reception see Barfield and Cox (2011); and Falconer (2009).
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  Locating the Postmodern Subject in Philip Pullman’s His Dark Materials


  Yiyin Laurie Lee


  Abstract


  This essay aims to explore the significance of Philip Pullman’s contemporary recasting of John Milton’s Paradise Lost. In combining fantasy and Bildungsroman, I argue that his blending of traditional genres is an exemplar of a postmodern and globalised novel. In His Dark Materials, Pullman celebrates humanity’s Fall into consciousness but also confirms their capability of change and flexibility. Lyra and Will’s transition into adulthood is a metaphor for contemporary change, which encourages the reader to reorient his/herself in the globalised world. Pullman shows the importance of recognising and accommodating strangeness, not only of others, but also within one’s self. In doing so, Pullman’s depicts a fragmented, contemporary identity which is suited to this postmodern and globalised world.


  Introduction


  Despite recasting an ancient tale about the Fall of humankind, from the book of Genesis through Milton’s Paradise Lost, in a non-sacred and fictional world with multiple universes, Philip Pullman’s literature directly addresses social issues that we now face in an increasingly globalised world. Some of these key issues include the degradation of the environment brought about by intensive industrial change, the mass migrations of people, persistent social discrimination, the growth of fundamentalist religion, and individuals’ increasing sense of isolation and fragmentation. Pullman celebrates humanist values as a possible antidote to this sense of alienation, uncertainty and insecurity but as this essay will show, he does so in a complex and postmodern way. Whilst a globalised economy has restructured our lived space and rendered our everyday reality fragmented and defamiliarised, Pullman demonstrates how we can still be enlightened by this experience and actively respond to a contemporary society typified by change.


  Moreover, this essay will argue that Pullman moves beyond the common paradigm of identity formation, the binary opposition of self and the other (as Hopkins, 2005 has argued). The two protagonists come to accept a self that can be both strange and unfamiliar as they recognise ‘strangeness within’ themselves (Kristeva, 1991, n.p.). This essay draws on David Harvey (1990) and Anthony Giddens’s (1991) analyses of how global capitalism and postmodernism have changed our familiar lived space and our concept of reality. In doing so, our encounter with strangeness in an increasingly digitalised global network has come to resemble the fictional world of fantasy.


  In breaking down binary oppositions, Lyra and Will do not acquire their sense of self from relentlessly conquering and rejecting difference. Besides learning to understand strangers and different realities, Lyra and Will’s discovery of their own internal strangeness suggests that the constitution of self is an ongoing process and a lifelong project. Lyra and Will’s adventure in different universes reflects the readers’ experience of being cast into a globalised world, challenged by alternative realities. In the trilogy, Lyra and Will handle strangeness in a positive way and they eventually mature into resourceful, compassionate adults, who are capable of forging a liberating, democratic society, realising Pullman’s political vision of ‘the Republic of Heaven’ (Pullman, 2007, p. 929).


  Fantasy and Reality


  The experience of Pullman’s multiverses reflects the multiple realities we now have in a globalised economy, whilst the struggle of his protagonists mirrors our quest for subjectivity and identity. In a postmodern context, Pullman’s employment of fantasy is effective in addressing these contemporary issues. As Rachel Falconer maintains, fantasy now functions as a ‘new realism’ in reflecting our increasingly fantasised everyday reality (2009, n.p.). This recalls Pullman’s own comments about the trilogy, when he referred to his writing as ‘stark realism’ (Pullman, 2002, n.p.).


  Like Lyra, the reader also faces a world with multiple realities and exposure to different customs, faith systems, values and ethics. Harvey suggests that postmodern subjects come to acknowledge that it is impossible to claim an essential sense of self since subjectivity has been irreversibly fragmented (1990). Postmodernism marks a restructuring of ontological thought. Rather than believing in progressivism and trying to reach a fixed goal in the future, postmodern subjects focus on their disjunctive, immediate experience in the present. Belief in a totalising force that organises their lives into a meaningful whole is tragically lost (Harvey, 1990).


  Although we may have become more aware of the ontological uncertainty of postmodern reality, it is perhaps difficult to ‘fully’ enjoy and celebrate our fragmented experiences. As our lived space becomes alienated, we have to learn to adjust ourselves to ‘the tragic intimacy of this difference’ (Mazzoleni, 1993, p. 287).


  The increasing mobility of people also raises the issue of how migrants, severed from their original culture, can be located in a new world and there reconstruct a sense of self. Giddens describes this social phenomenon as ‘disembedding’ and defines it as ‘the lifting out of social relations from local contexts of interaction and their restructuring’ (Giddens, 1991, p. 21). Though ‘disembedding’ has contributed to diversifying cultural geography, it can be tragic in the sense that not all immigrants voluntarily leave their hometowns or nations and not all of them can successfully re-orientate themselves in a new place.


  In this context of increasing mobility and cultural exchange, Pullman’s employment of a Bildungsroman can be interpreted in part as a protest against global capitalism and the impact of the postmodern condition. As Richard Poole comments on the success of His Dark Materials, ‘the qualities which Alain Robbe-Grillet [a French experimental novelist] declared dead in his theoretical work and did without in his novels – plot, characters, linear development – return with a vengeance’ (cited by Ezard, 2006, n.p.). John Ezard also points out that readers prefer stories with which they can emotionally or psychologically identify. In this sense, the popularity of the trilogy also indicates that the desire for a substantial, meaningful life is stronger than any postmodernist artistic celebration of fragmented experience. Pullman insists on offering good stories and rich narratives, arguing that literature for young people is ‘one of the few places we can be certain of finding stories’, because its readers want to learn more than witty wordplay (Pullman, 2001, p. 667). Moreover, a Bildungsroman emphasises the process of a person’s growth and transformation and is here concerned with the reconciliation of identity in a postmodern world.


  The elevation of Lyra and Will’s Bildungsroman to the level of an epic can be regarded as Pullman’s attempt to redress contemporary society’s reduced sense of cultural identification and collective memory. Like a classical epic, this trilogy provides a common cultural experience and may become a shared resource for future generations. However, in arguing for the significance of Milton’s recasting of the story of Genesis, Falconer avers that:


  [An] epic is a genre that makes us conscious of the way a sense of personal and public identity can never be finished and complete, because the past from which these identities derive is constantly being reassessed (Falconer, 1997, p. 269).


  Falconer argues that the recast epic has poststructural tendencies. This emphasises the textual play associated with the form, thereby demonstrating the ambiguities within Pullman’s writing. However, whilst exploring postmodern identities, Pullman is ironically drawn to a traditional grand narrative through which to achieve this. As Pullman asserts, ‘we need a story, a myth that does what the traditional religious stories did: it must explain, it must satisfy our hunger for a why’ (Pullman, 2001, p. 665). Pullman appears to be caught between this idealised vision of storytelling and the need to portray postmodern experience.


  Pullman and Postmodernism


  Indeed, the question of whether Pullman can be considered a postmodernist is a crucial one for academic consideration. This question has been addressed by Lisa Hopkins (2005), who suggests that his writing systematically undermines duality in favour of multiplicity, whilst elsewhere Richard Poole has claimed that his storytelling impulse overshadows any postmodern tendencies (2001). The author himself has demonstrated ambivalence when interviewed regarding the postmodernity of his trilogy, replying that they are ‘up to a point’ (Pullman cited Watkins, 2004). This essay claims that his writing, with its deliberate textual and genre play, is postmodern but that his writing demonstrates a nostalgic impulse for the centrality of storytelling.


  Pullman’s text reflects on both the positive and negative impact modernism and postmodernism have had on people and society. Pullman distinguishes himself from what we might regard as ludic postmodern writers, who, in his view, are more interested in clever wordplay than telling a ‘good story’. He illustrates the political tension between modernist and postmodernist attitudes toward the collapse of social order through portraying Lord Asriel and Lyra as two generations who respond differently to the tyrannical religious sovereignty. Asriel is a mixture of an enlightened scientist, a Byronic hero, and a modernist revolutionist (Pullman, 2001, p. 667; see also Barfield, 2011). In the trilogy, he aims to release human beings from the control of an organised religion by relentlessly pursuing Dust, the material that will stimulate and sustain people’s independent thinking. His anti-religious stance mirrors the zeitgeist of Enlightenment, whilst his defiance of the repressive authority renders him Romantic by temperament. His ambition to establish a new political order resembles a modernist attempt to totalise the increasingly diversified, industrialised society. But for all his effort to liberate human beings from religious, political oppression, Asriel’s death, along with the collapse of the religious authority, suggests that one cannot depend on the charisma of a leader or the elitism of a select few to realise an alternative political order.


  Lyra is a postmodern subject who is capable of adjusting to different situations. Her flexibility helps her survive many dangers during her quest for Dust. Being observant and quick at picking up social rules that dominate different communities, she adopts multiple identities. She learns to beautify herself when she stays with Mrs Coulter: ‘Coulter didn’t teach Lyra the latter arts [how to dress up and to do the makeup] directly, but she knew Lyra was watching when she made herself up’ (p. 64). Yet she can easily return to her older self: when rescued and taken to the gyptian camp, ‘she had soon slipped back into her Oxford voice, and now she was acquiring a gyptian one, complete with Fen-Dutch words’ (p. 84). As her eclectic identity shows, she is willing to play on stereotypes to benefit both her and her friends. She does not mind pretending to be ‘shy and nervous and insignificant’ (p. 176), as soon as she can increase her chance of escaping adult persecutors in the laboratory at Bolvangar. In the episode where she helps the warrior bear Iorek Byrnison return to his throne, Lyra again shows her ability to respond to different situations. Whereas in her world, bears are too wise to be cheated by human characters, Lyra nevertheless tricks the usurper Iofur Rakinson into having a duel with Iorek Byrnison; she plays on Iofur’s desire to become a human being and tempts him with a faked promise that she can become his dæmon as soon as her present owner, Iorek, is defeated.


  Pullman’s fictional world is open to uncertainty, where social rules and meanings are critically surveyed and constantly negotiated. This sense of uncertainty, conveyed through ‘loose ends’ of the trilogy, also reinforces the connection between Pullman’s fictional world and the everyday life of his readers (Squires, 2004). Rather than merely relying on adult guidance or knowledge, Lyra and Will need to decide on their own actions to survive the war against the Christian authority and save Dust from leaking into other universes. Most of the time, they do what they consider proper without knowing the consequences of their actions. For example, they do not know that they literally triumph over the Authority, the first angel who falsely claims to be God, when they release him from his imprisonment in a glass cage. Neither do they know that they are actually shaking the foundations of the Christian religion when they visit the land of the dead and find out what happens after death. Pullman also leaves his fictional world open to possible contingencies in the future, as he does not fully illustrate what all the universes will become after the binding strength of Christianity has collapsed. None of Pullman’s characters know exactly what the Republic of Heaven will be.


  Postmodern Strangeness


  The commercial success and academic accolade of His Dark Materials is perhaps surprising given its religious themes. Religion, like other grand narratives, no longer seems adequate in explaining or making sense of our postmodern experience. As Nicholas Tucker suggests, why choose a religious motif, ‘when for so many God is dead and the comforts of religion have been largely outgrown’? (2006, n.p.). Although Pullman critiques the Church, rejects the principles of organised religion and the notion of God as a figurehead, he does not dismiss faith, and instead fashions a consciousness based on love. Pullman’s portrayal of organised religion and his recasting of the Fall as a joyous breakthrough, triggering humanity’s intellectual development, has incurred criticism from religious parties, some of whom have accused him of spreading atheism and disavowing the enlightening function of religion (see for example Hitchens cited Cornwell, 2004). Pullman himself downplays the charge of blasphemy, arguing that in the trilogy he aims to celebrate ‘love, kindness, open-minded curiosity’ and to condemn ‘cruelty, cold-heartedness, fanaticism’ (Pullman, 2006, n.p.). In doing so he draws a distinction between organised religion and the faith it is designed to uphold, and he continues this exploration in his fictional account of the birth of Christianity: The Good Man Jesus and the Scoundrel Christ (2010).


  The importance of religion as a grand narrative is challenged by the implications of the postmodern condition (as defined by Lyotard, 1984). Religion is further affected by a series of changes in globalisation, such as the redefinition of nations, states or local communities and the increasing visibility of social minorities. As Harvey (1990), Giddens (1991) and Zygmunt Bauman (2000) have argued, industrialisation, technology and modernity have changed the way people construct and experience their lives and societies. Experience is segmented into disjunctive moments and there is an emphasis on the fragmentary. Postmodernism’s bricolage and its celebration of the marginal and the diverse have come to define today’s global network. Improved communication technologies and transportation have shrunk the sense of physical distance between places and people. This reorganisation of time and space also allows capitalism to incorporate more people and places in its geographical mapping of a world economy.


  Lyra comes to recognise that her life has been changed beyond her control. Travelling among different universes and meeting different races of people, Lyra’s values of life and her own confidence are challenged. She learns that she is not the person she took herself to be, but the illicit child of an extramarital affair between Asriel and Mrs Coulter. She finds that both of her biological parents are more demonic than loving and both are ready to sacrifice innocent people, for example children, for their ambitions. In the war over Dust and the fate of humankind, Lyra is often confused about which side to take or what she should prioritise.


  Following Mazzoleni’s (1993) and Giddens’ (1991) arguments, the urbanisation of lived space and the relocation of more populations in the postmodern global economy force us to be intimate with ‘difference’. This encounter with ambiguous ‘others’, can radically shake the foundations of our sense of unified self. Engagements with ‘strangers’ and ‘strangeness’ are often accompanied with the experience of the uncanny. Extending Freud’s discussion about the uncanny, Julia Kristeva contends that foreigners should be considered as strangers, for they carry the uncanny strangeness that undermines a regional or a national identity. The legitimacy of such an identity derives from defining and removing foreignness and strangeness from a local spot or a territory. For Kristeva, ‘the clash with the other, the identification of the self with that good or bad other that transgresses the fragile boundaries of the uncertain self, [is] the source of an uncanny strangeness’ (1991, p. 188). Strangers are ambiguous wanderers who cannot be or have not been specifically labelled. Through globalisation, more strangers affect our once familiar lived space and they, in turn, call into question our former conception and definition of similarity and intimacy.


  In order to form a reciprocal global network or build a civil society where all participants will benefit, we need to view uncanny strangeness in a more positive way. As Giddens argues, we are all involved in a global network now and just to make our world function normally, we need to devote more trust to one another (1991). But before this trusting relationship can be formed, we need to handle the tension in making a commitment to people we do not know. Indeed, we need to understand that ‘the foreigner is with me, hence we are all foreigners’ (Kristeva, 1991, p. 192). As Michael Pickering demonstrates, strangers actually represent ‘something inside ourselves whose potential has not yet been realised, something we may feel but not yet know, something intimated but not yet intimate’ (2001, p. 219). Meeting strangers can radically undermine one’s self-confidence: besides challenging the intimacy of an in-group, strangers further reveal the uncanny fact that we, either as insiders or as individuals, are not very different from them. In His Dark Materials, Lyra and Will are both strangers to each other, but they gradually form an intimate bond as they face the uncanny strangeness within themselves.


  Since none of the multiple universes in Pullman’s trilogy is privileged as the centre, Pullman highlights the relativity and constructed nature of all the worlds. In doing so, his two protagonists are constantly learning to understand other races and their realities. On reflection, it is not surprising that by concretising the strangeness of his fictional worlds, Pullman convinces his readers of their reality. As Peter Hunt maintains, fantasy writers play on a reader’s understanding of reality to enhance the credibility of their fictional worlds, and their convincing fantasy worlds will, in turn, function ‘as a commentary on, or counterpart to, reality and realism’ (Hunt, 2001, p. 8). Lyra’s exploration and learning to understand her world is both Pullman’s construction and deconstruction of an Edwardian England whereas the later juxtaposition of Lyra’s world with other worlds increasingly reveals the constructed nature of all apparently ‘natural’ societies. As different universes become inter-referential, Pullman makes his readers hesitate about which world and whose reality they should prioritise. Trudging through these troubled waters of ontological uncertainty, readers begin to call into question their own familiar reality. Once a reality is made to seem strange, it requires new understanding and reconstruction before it can become meaningful to us again. For example, the co-existence of two cities of Oxford is a strange fact which both Lyra and Will have to adapt to once they are disembedded from their own universes. Their encounter and the travel to each other’s worlds provokes a feeling of the uncanny and calls into question the social structures of both characters’ universes, such as gender relations, classes and social control. Lyra’s world is revealed to be ideologically, politically, economically and culturally dominated by two wealthy yet competing institutions, Christian religion and academia, and people’s identities are determined by the social hierarchy. Will’s world is modelled on our contemporary world. Through discovering and addressing the uncanny strangeness of the other’s city of Oxford, Will and Lyra nevertheless find new possibilities in themselves and in their own worlds.


  The strangeness of Will’s world is focalised through Lyra and suggests the aspects of society readers can find fault with. He instructs her:


  You got to look as if you fit in. You got to go about camouflaged. I know, see. […] You need to look clean, or you’ll stand out. We got to be camouflaged everywhere we go. We got to look as if we belong there so naturally that people don’t even notice us (p. 344).


  The usually adaptable Lyra is frustrated by the need to conform in Will’s world. This emphasis on camouflage is indeed paradoxical: Lyra will be freer if she is able to conform to social norms and fit in. Bauman terms this kind of camouflage an act of ‘wearing a public mask’ and argues that this form of ‘engagement and participation’ allows people to have privacy and fulfil their wish to ‘be alone’ (2000, p. 96). While this kind of camouflage fits the intellectualism of metropolitan life and contributes to building a civic space where people with different backgrounds may equally participate, it simultaneously increases the difficulty of forming a trusting, understanding social relationship. As demonstrated in the trilogy, Lyra finds Will’s world far more treacherous than her own: ‘[h]ere, in the city that was both hers and not hers, danger could look friendly, and treachery smiled and smelled sweet’ (p. 415).


  Learning the strangeness of Will’s world, Lyra also questions the structure of her own society and hence, she modifies some of her previous social and cultural presumptions. Not until she meets the middle-class Will does Lyra start to address the class privilege and social hierarchy in her world: Lyra first protests against Will’s suggestion that she should ‘wash the dishes’ since he has done the cooking, arguing that she is ‘not a servant’ and should not do a servant’s work (p. 319). Being plucked out of her social context and losing all her social advantages, Lyra learns that she can be reduced to ‘a little girl, lost’ (p. 415). She has to give up part of her old self, put her trust in Will the stranger and take his advice and instruction in order to survive in a different Oxford. As the trilogy reveals, Lyra finally puts aside societal prejudice against female scholars in her world. Lyra’s encounter with Will’s strange world reduces her self-esteem and makes her suffer the tragic loss of values she has clung to, but these seemingly devastating experiences empower her in other ways. Having survived these crises of confidence, and with Mary Malone’s encouragement, Lyra becomes transformed into an even more flexible, open-minded person.


  Will also grows as he dares to embrace uncanny strangeness. Disembedded from his familiar city of Oxford, Will cannot resort to the old strategy of masking himself for self-protection. He also needs to learn to be imaginative and flexible, which are attributes rewarded in Lyra’s world. Thanks to his willingness to change, he eventually believes Lyra’s story about her life adventures, recognises that his ‘fantastic dream’ can truly turn out to be someone else’s reality, and starts to find his bearings based on what he has learned from Lyra.


  This uncanny feeling of witnessing fantasies turning into reality resonates with readers living in a postmodern society, and Will’s transformation can thereby provide a positive example of embracing strangeness. Will is forced to face loss, which, despite his effort to ignore it, constantly returns to bother him. The necessity of unearthing what has been repressed so it can be overcome, is illustrated in the episode where Will feels terrified by the injury he gets in fighting for the subtle knife, a knife that can cut into everything. With panic, he finds that the strange wound saps both his physical and mental strength: it keeps drawing him back to the time when he yearns for parental protection and companionship. But Will’s exploration of his vulnerable self is also the turning point of his reaching out to others. Not yet learning the significance of a dæmon to its human owner, Will symbolically opens his heart to Lyra when he confides his fear to Pantalaimon, Lyra’s dæmon and intimate soul mate: ‘I keep losing blood. I can’t have much left to lose. And it’s bleeding again, and it won’t stop. I’m frightened’ (p. 493). Without these brave encounters with the strangeness of himself, his society and other realities, Will cannot change his previous status of isolation nor develop a healthier social relationship.


  Humans and Dæmons


  The concept that there is certain strangeness within one’s self becomes more pronounced when Pullman elaborates on his invention of dæmons as humans’ physical companions, psychological complement and spiritual mentor. As Pullman portrays it, in Lyra’s world, people cannot maintain their humanity or claim themselves to be human without having their dæmons. When children come of age, their dæmons stop changing their shape and become certain animals. The fixed form of a dæmon will, in turn, inform the human owner of his or her true nature. On the other hand, this existence of dæmons also works as a metaphor for the idea that one’s identity or sense of self always contains a certain level of alienation and otherness. Dæmons and their human owners together can be recognised as well as qualified as an integral human subject and agent. As Lyra explains, ‘[m]e and Pantalaimon. Us. Your dæmon en’t separate from you. It’s you. A part of you. You’re part of each other’ (p. 318). As Maude Hines suggests, this bond is in some ways ‘umbilical’ (Hines, 2005, p. 38), and so can be said to be both natural and unnatural. Nevertheless, to be an integral human subject and agent does not mean that there is no inner conflict or self-contradiction. Apart from being their human owners’ good companions and serving as their first consultants, dæmons also argue with their owners and can sometimes embarrass them by unexpectedly revealing their most undisguised, straightforward emotions and feelings. When it comes to meeting a ‘strange child’, who is made uncanny as his dæmon is severed from him, Lyra restrains Pan from recoiling with fear. When Will confesses his fear of death to Pan, her dæmon surprises Lyra by offering him his comfort, as if there were no such rule that dæmons should not be touched by other human characters except their owners. The idea that dæmons and their human owners together can make sense of self implies that people’s subjectivity derives not from their quest and acquisition of self-sufficient autonomy but from the constant dialogue and interaction with their counterparts, ranging from unknown strangers, different others and alternative inner voices.


  The positive effect of recognising otherness and uncanny strangeness within one’s self is dramatically realised when Will discovers his own dæmon. In Will’s world, most human beings do not have (visible) dæmons, and Will has difficulty in understanding the intimate bond between Lyra and Pan. Apart from Pan’s protean forms, Will is startled by Pan’s ability to talk and his bond with Lyra:


  It was strange for only a moment, talking to a mouse. Then it was no more strange than talking into a telephone, because he was really talking to Lyra. But the mouse [was] separate; there was something of Lyra in his expression, but something else too. It was too hard to work out, when there were so many strange things happening at once (my emphasis; p. 344).


  At first, Will views dæmons as uncanny as he cannot view or judge them with the knowledge he has so far. However, the strange feeling initiated by his meeting Lyra and Pan makes Will aware of his yearning for a missing part of himself. In the episode where Lyra tearfully leaves Pan to wait on the threshold of the underworld of the dead, Will empathetically feels her pain of separation and he, too, senses something has been plucked from him. Although Will cannot know whether he has a dæmon, he nevertheless senses part of himself is separated from him and there is a strangeness within him. Will finally finds his own dæmon and recovers the missing part of himself. In recognising a possible, alternative self, Will learns to ‘open himself up’ to others and strangers and he thereby improves his skills of sociability to redress his isolation in his own world. Eventually, he has Lyra’s love, his father’s blessing, his comrades’ trust, and Mary Malone’s lifelong friendship. Now he no longer needs to fight alone to protect his mother. He becomes more resourceful through learning to reach out to others.


  Despite all the comfort dæmons provide to their human owners, human characters in the trilogy are continuously exposed to the unknown. Their knowledge of themselves and their world as a whole is constantly rendered incomplete. By confronting characters like witches who can stay alive with their dæmons separated (though not severed) from them, or warrior bears who have armour instead of dæmons to represent their souls, Pullman problematises what appears to be a natural, inseparable link between dæmons and their human owners. Lyra comes to realise and accept that not everyone has the same relationship with their dæmons. She also learns that not all the people are happy about the fixed forms their dæmons finally assume when they enter adulthood. As the gyptian seaman Jerry tells Lyra, those who cannot accept the final forms of their dæmons are likely to suffer a serious identity crisis:


  [T]here’s plenty of folk as’d like to have a lion as a dæmon and they end up with a poodle. And till they learn to be satisfied with what they are, they’re going to be fretful about it (p. 124).


  In this sense, human owners’ relationships with dæmons can be unbalanced and inharmonious. Furthermore, even if the majority of people learn and settle for the nature associated with their dæmons’ fixed forms, they still need others to enrich and complete their lives. This is manifested in the case of Lyra and Will. In the episode where Lyra and Will learn the shapes their dæmons ultimately take, the narrator states: ‘[Lyra] knew too that neither dæmon would change now, having felt a lover’s hands on them. These were their shapes for life: they would want no other’ (p. 915). While there is a conservative message that people should compromise their choices of life for those they love, the joy over self-realisation is nevertheless not just due to people’s discovery of their true nature but also from others’ appreciation of who they become.


  Conclusion


  In His Dark Materials, Pullman reasserts the importance of a meaningful story and faith in personal growth, both of which have been discredited in postmodernist writing. But Lyra and Will’s Bildungsroman cannot be mistaken for a revival of the modernist belief in totalising immediate, everyday life into a chronological, meaningful whole either. Echoing the open structure of the subjectivity of human characters, Pullman’s fictional world is not an extremely neat, coherent and self-sufficient construction.


  Emphasising the importance of living in the here and now, Pullman does not intend to create childhood wonderlands for his readers; instead, he represents life as irreversible, so readers should accept and embrace the fragmentariness of their lives in postmodern society. Lyra and Will’s devotion to their respective material, secular worlds will not only modify Asriel’s modernist project of addressing the diversification of society from the top of the power structure but simultaneously check postmodernism’s fragmented, decentred tendencies.


  Pullman highlights imagination and curiosity as two important attributes that may help us re-embed ourselves in the rapidly changing, increasingly fantasised world. He believes that people can realise a new democratic spiritual order if they can, like Lyra, keep themselves inquisitive and open-minded to the changes of the world, extend their sympathy and understanding to strangers and others, develop their own ethics of life and make a deep commitment to the common social network they are forming. For Pullman, the Republic of Heaven indicates an attitude to the world that motivates us to forge a new bond between each other and urges us to listen to what has been repressed by authorities. In simple terms, Pullman offers us the ideal of love as a means to live within the postmodern experience.
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  Philip Pullman’s Oxford: Representations of the City of Oxford in His Dark Materials and Lyra’s Oxford


  Katharine Cox and Spencer Jordan


  Abstract


  This essay analyses Philip Pullman’s representations of the city of Oxford in his trilogy His Dark Materials (1995-2000) and in his subsequent companion piece, Lyra’s Oxford (2003). In investigating his representations of Oxford, we consider the relationship between fictive, historical and contemporary versions of the city. The prominent changes that Pullman makes to Oxford in Lyra’s world form part of the basis for his construction of an alternative world. At the same time, these changes are in themselves politically and socially important.


  In addition, the city of Oxford is emphatically a literary city. This is evident through the writers and academics associated with the city, as well as through the literary representations of Oxford itself. Pullman joins a group of children’s writers who have become central to the city’s thriving literary tourism industry, including Lewis Carroll (Alice in Wonderland), C.S. Lewis (The Chronicles of Narnia), and J.R.R. Tolkien (The Hobbit). This essay discusses the political and social consequences of Pullman’s constructions of Oxford and contextualises the position of Pullman as a writer of Oxford.


  Introduction: Pullman’s Urban Settings


  The main focus of this essay is the constructions of the city of Oxford but it is worthwhile considering the other urban settings that Pullman offers the reader. There are three main cities represented in the novels: Oxford, London and Cittàgazze. The last named acts as a ‘crossroads’ between worlds (Pullman, 2007, p. 443) and is loosely based on a Mediterranean-type city (see Peters, 2011, p. 108). Cittàgazze’s mixture of alchemy and knowledge is a nod towards the Italian Renaissance. In comparison, Pullman has repeatedly represented London in his writing. His portrayals of London have received some critical attention. It acts as the setting for some of the Sally Lockhart quartet (1985-2000) and the New Cut Gang (1994-1995), which rework Victorian penny dreadfuls. This critical attention builds on psychogeography which has traditionally focused on the capital (see for example the journal Literary London). Steven Barfield and Martyn Colebrook have argued that Lyra’s London is a site for steampunk and have located this as a genre that is closely aligned with London (see Barfield and Colebrook, 2011). Yet despite some critical attention on Pullman’s vision of London the representations of Oxford have been overlooked.1In this essay, we address this gap in criticism on His Dark Materials. This essay considers Pullman’s fictional Oxfords alongside the contemporary experience of the city.


  Oxford: A Tale of Two Cities?


  Pullman’s His Dark Materials is a fantastical trilogy set in a variety of worlds, but the city of Oxford is the starting and end point for the novels. There are five or more Oxfords present in the text: Lyra’s otherworldly city, Will’s home (which is a representation of present-day Oxford), the play of other textual Oxfords which impact on the reader’s impressions of the city, which may be based on first-hand knowledge, other historical representations as well as the experienced contemporary city itself. ‘Oxford’ is the overall heading for part one of the Northern Lights/The Golden Compass novel. The immediate effect of this is to suggest familiarity and to locate the reader in a ‘real’ place. Yet this is immediately transgressed by the fantastical opening paragraph where Pullman’s heroine, Lyra Belacqua, is seen with her accompanying dæmon. Oxford is used both as a setting in the novels and as a signifier between the different worlds that Pullman’s juvenile protagonists explore. Worldly difference is commented on through the city which is common to both the central protagonists’ experiences as Lyra enters Will’s world through the city and vice versa. The opening novel draws strongly on college life, the claybeds as well as the boatyards and canal barges, and returns briefly to the idea of the city in the opening of the second novel (as Will lives near there but in a fictional version of our reality). The Subtle Knife spends some time in Will’s Oxford as this is where Lyra (disguised as Lizzie) meets Charles Latrom/Carlo Boreal and also makes initial contact with the scientist Mary Malone, who ultimately acts as a tempter to the young couple. Finally, the trilogy returns to Oxford, specifically the Botanic Garden, for its conclusion.


  The importance of Oxford is emphasised by Pullman’s subsequent publication, Lyra’s Oxford, which continues Lyra’s narrative. Both Lyra and Will are inhabitants of Oxford, but these are different cities set in different universes. Lyra’s experience of Will’s Oxford emphasises that it is ‘disconcertingly different’ (p. 354). The difference is predicated on the insular nature of Lyra’s Oxford, which is heavily theocratic and practically mono-cultural (with the exception of the nomadic appearance of the Gyptians), as well as the different technological and industrial path that Will’s and, by extension, our world has taken. Lyra’s world is a mixture of steampunk technologies (where zeppelins are seen as advanced) and fantastical machines such as the telepathic intention craft (see Pullman, 2007, pp. 695-710). In his portrait of Lyra’s Oxford, Pullman is deviating significantly from the historical development of the city. These differences are crucial in our readings of the trilogy.


  Oxford in Lyra’s world draws on traditional representations of the city. Here Oxford is very much encapsulated by Matthew Arnold’s ‘dreaming spires’ in his poem ‘Thyrsis’ (1865); a university city par excellence. This particular construction of the city is represented diagrammatically in the pullout map in Lyra’s Oxford. Historically, there is substance to this representation. Even from the early nineteenth century, the city was unusual in that the working classes were already accumulating on the city’s periphery. In the centre of the city, the college ownership of land seriously reduced the amount of land available for development, producing ‘a ring of suburbs around an upper-class centre’ by the mid-nineteenth century (Crossley & Elrington, 1979: n. p.). For many British cities, this phenomenon, associated with inner city slum clearance, would not occur for another hundred years (Jordan, Wardley & Woollard, 1999).


  Lyra’s engagement with the city’s poor is limited. She is associated with the theological and aristocratic elite of the city and so is usually located in this central space of the city. In Lyra’s Oxford, Jordan College is located towards the centre east of the city, close to the parks as well as the Botanic Gardens. In this fictional representation, industry represented by the railway, zeppelins and canal barges are all located in the west. The many animals depicted on Pullman’s map are perhaps representations of the inhabitants’ dæmons. There appears to be a division between these animals/ dæmons: more rural beasts in the east (including the fox, owl and deer) and a variety of more domesticated animals in the west (horse, goose and peasant). This reflects the different economic spaces in the city where people’s dæmons match their profession (for example, ‘[he] was a servant, so [his dæmon] was a dog’ (p. 6)). Despite this segregation of city life, in the first novel Lyra repeatedly ventures into the city’s west. Furthermore, in doing so, she boasts of her college’s position ‘to the various urchins and ragamuffins she played with by the canal or the claybeds’ (p. 26).
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  There are clear political hierarchies and alliances present in her play (which shadow the adult world) whereby different colleges vie for pre-eminence. Colleges combine to rebuff ‘townies’, for example, and both collegers and townies are positioned above the brickburners and Gyptians’ children. These alliances are based on the interrelationship between geographical locations, economics and class (see Pullman, 2007, pp. 26-27).2


  Though there are social and economic boundaries between Lyra and these other children, she repeatedly transgresses these and in doing so is marked by a symbol of transgression: dirt. Both her father, Lord Asriel, and her housekeeper comment on her cleanliness. Asriel’s concerns highlight her wilful independence and lack of an education (she is often playing in forbidden areas when she should be studying). Both characters emphasise her economic and social position as being above the children she plays with.


  In contrast, Will’s comments concerning cleanliness suggest there might be some cultural differences between the frequency of cleansing between her world and his when he instructs her to ‘[w]ash yourself all over. In my world people are clean’ (p. 345). This is not reflected by all in Lyra’s world and especially not by her mother, Marissa Coulter. The fixtures, fitting and furniture in Coulter’s apartment emphasise her hyper-femininity, whilst her cleansing paraphernalia transfix Lyra. Coulter’s apartment and her cleansing routines are made possible by her wealth and embracing of modernity. Her London flat contrasts with some of the more utilitarian aspects of Lyra’s previous experience; for one thing, ‘the water was hot’ (p. 57). Perhaps Lyra’s infrequent washing is a response to her mother as well as her dependence on servants: ‘I never washed my hair. The housekeeper done it in Jordan, and then I never needed to after that’ (p. 345). Lyra’s ignorance of hygiene also indicates her aristocratic status, where servants are on hand to complete these cleansing rituals.


  Though Lyra bears some of the hallmarks of being an urchin (her dirty hair and clothes, her colloquial speaking manner), she loses this as the story progresses to reclaim her position as a scholar within the social hierarchy. In Will’s Oxford, Jordan College is missing altogether and so Lyra’s sense of self-worth is directly affected. She is no longer ‘Lyra of Jordan anymore; she was a lost little girl in a strange world, belonging nowhere’ (p. 351). Although in Will’s reality she has the opportunity to grow outside of the delimiting social conventions of her world, as Sarah Gamble has demonstrated, Lyra’s journey is ultimately one of conformity towards gendered norms (Gamble, 2011). It appears that Pullman attempts to break down the elitist association between the individual and the academic college only to reaffirm and rebuild these at the end of the trilogy, when Lyra is offered a place at St. Sophia’s, ‘one of the women’s colleges’ (p. 924). This college combines a gendered environment with the promise of the ability to read the alethiometer once again, whilst the college’s name links such knowledge to femininity.


  Oxford and the Motor Industry


  From the early years of the twentieth century, the city underwent profound change as Oxford led a second wave of industrialisation, with its emphasis on mass production and the assembly line. This is what would come to be seen as characteristics of Fordism (Landes, 1969). By the 1920s the city had developed a flourishing printing and publishing sector. Yet the most successful industry by far was Morris Motors Limited. Over the course of the twentieth century, Morris Motors Limited helped to fundamentally transform, not just the economy and society of Oxford, but that of the wider United Kingdom itself, in a way that few companies can make a claim to have achieved. By the 1970s the Cowley works employed over 20,000 people and the plant had produced a series of cars, from the Morris Minor to the Mini. The production of these affordable, mass produced cars revolutionised car ownership across the country. William Morris and his car plant at Cowley contributed to one of the most important markers of modernity: the growing technical sophistication of the car and increasing car ownership.


  This industrialisation led to rapid population growth, especially in the 1920s and 30s when the city grew by 20 per cent (Crossley & Elrington, 1979). Between 1931 and 1951 the population increased by a further 23 per cent, and made Oxford one of the larger urban areas in southern England. Migration was a key factor. We see this replicated by Pullman. In Will’s world Lyra marvels at Oxford’s multicultural mixture of people: the city’s ‘vast numbers of people swarming on every sidewalk’ (p. 355).


  In 1936, 35 per cent of the total insured population of the city, and 43 per cent of male insured workers above the age of 21, were immigrants; almost half the workforce in the motor industry were immigrants (Crossley & Elrington, 1979). This put enormous pressure on the city’s housing stock, forcing many to relocate to estates outside the city. This put further pressure on Oxford’s already congested transport network as many came to rely on the motor car as a means of getting into the city.


  With mass employment came other social and political pressures. By the 1960s Cowley had become a centre of union activity, averaging 300 strikes a year (Thornett, 2010: n.p.). Increasing militancy throughout the 1970s meant that Cowley was rarely out of the headlines. The division between the two sides of Oxford – the colleges and spires of the university city, and the class conflict on the shop floors of the manufacturing city – had never been greater.


  It is interesting that Lyra’s Oxford is set explicitly in a pre-motor car era, a steampunk counterfactual world, in which the combustion engine is absent. While knowledge of particle physics (‘experimental theology’), DNA and advanced weaponry is evident, it is the car, the most potent symbol of modernity and one of the foremost industrial associations with Oxford, that is expunged. This cannot simply be coincidence. Pullman is continuing an established dichotomy within the history of Oxford, that between the Cowley-based industrial complex, and the university-city, Cowley’s left bank. It is therefore possible to argue that ‘Oxford as multiverse’ had been an established conceit long before His Dark Materials.


  Given this historical development, Oxford can be seen as an outlier in terms of urban growth. While the medieval core of the city remained dominated by university and ecclesiastical control, stifling economic and social development, the periphery became associated with dramatic and deep-rooted industrialisation. Whereas the university and ecclesiastical core is often presented as benevolent and benign, carefully controlling house, road and commercial construction, the political economy of areas such as Cowley was far different. Here private enterprise held sway, with rapid freehold development on much of the land, including relatively unrestricted commercial activity. Here again are Oxford’s two worlds, representing two distinct political economies. Not surprisingly, it was in the laissez faire world of Cowley that William Morris found his natural home. By removing the car from all but Will’s world in His Dark Materials, Pullman expunges the radical, industrial core from the modern–day city, taking vengeance on the legacy of Thatcher’s free market capitalism underpinning car ownership, leaving the benign, philanthropic theocracy of the centre. Oxford’s physical geography is simplified; yet, by being represented as but one dimension within a multiverse, the city’s fantastical structure is concurrently expanded.


  From the early twentieth century, then, the city of Oxford was geographically divided, with a ‘university city’ to the west of Magdalen Bridge and an ‘industrial city’ to the east. Pullman’s depictions of Oxford concentrate on the centre of the city, sandwiched between the Magdalen Bridge and the railway station, and in doing so emphasise the university experience. The far east of the city and Cowley in particular are absent. Instead, as we have seen, Pullman refers only to particular local industries such as the natural claybeds which were the site of the city’s involvement brick industry and the canal ways which see the passage of goods by the Gyptian families. A popular saying of the 1970s was that ‘Oxford is the left bank of Cowley’ (Skinner, 2008, p. 73). This witticism not only emphasised the marginality of the university-city in regards to the manufacturing core, but explicitly reconfigured the socio–economic polarity of the city, placing the Cowley works at the centre of Oxford’s urban form.


  Lyra’s first experience of contemporary Oxford is her appearance on the ring road where this difference is dramatically represented. This busy stretch of road presents a new challenge as this is her first experience with the car and she fails to negotiate the road at first attempt, causing Will to return and assist her:


  There was a squeal of brakes, a shout, a bang. He flung himself down to look.


  Lyra was lying on the grass.


  A car had braked so hard that a van had struck it from behind, and knocked the car forward anyway, and there was Lyra, lying still (p. 348).


  Lyra’s first experience with traffic recalls a very famous example from the canonical children’s book, The Wind in the Willows (1908). In Kenneth Grahame’s The Wind in the Willows, the allure of the motor-car represents Toad’s desire for luxurious goods and also his rejection of a simple, ecologically-friendly existence. His drive for material goods, money and wealth sees him unable to act as a worker within society (his disguise as a washerwoman is repeatedly unmasked). However, in his first encounter with the motor-car, his experience is one of shock:


  Toad sat straight down in the middle of the dusty road, his legs stretched out before him, and stared fixedly in the direction of the disappearing motor-car. He breathed short, his face wore a placid, satisfied expression, and at intervals he faintly murmured ‘Poop-poop!’ (Grahame, 1908, ch. 2).3


  Grahame’s text has traditionally been read as a desire to capture a disappearing pastoral idyll threatened by invasive modernity and technology. However, Jackie Home and Donna White’s recent reconsideration of this classic text (2010) suggests that Grahame was rather more ambivalent towards technology. Similarly, whilst it is possible to read in Pullman’s worlds a desire to regress into a pre-lapsarian state, represented by the innocence of the young Lyra and the Mulefa in particular, it would be a mistake to see Pullman as wholly rejecting technological change. Pullman is clearly drawn to an ecological vision, in particular through his portrayal of the fantastical Mulefa. These creatures inhabit an Edenic landscape threatened only by the birds and the loss of their natural habitat.4Specifically, the trees that they nurture and their whole society care for. These trees present the Mulefa with their form of transport; their specially adapted claws penetrate a natural hole in the trees’ seedpods (Pullman, 2007, pp. 641-643). The Mulefa use these to navigate the geologically formed ‘highways’ of their planet.


  Representations of technology in Lyra and the Mulefa’s worlds stress the symbiosis of the individual and technology, even in the sinister bomb wired with a lock of Lyra’s hair (Pullman, 2007, p. 800). Perhaps the first example of this is the intention craft, Lord Asriel’s flying machine that draws on the participant’s thoughts and desires, so that in harmony with their dæmon, they can fly the machine (Pullman, 2007, p. 709). This symbiosis is most graphically realised in the Mulefa’s home world with their use of the treepods and their ‘hippy-like’ and communal existence. However, it does not appear that Pullman is fully intending a return to this Edenic existence; rather, the Mulefa’s world acts as an analogy of the Garden of Eden where innocence is lost and experience gained. In Pullman’s revision of the narrative, this gaining of experience is positive (a felix culpa) and connected with knowledge. Like Adam and Eve, Will and Lyra must leave this idealised space but in doing so they are not like John Milton’s protagonists: ‘in wandering mazes lost’ (Milton, 1821, p. 51) but instead have a mission to build ‘[t]he Republic of Heaven’ (p. 929). The two protagonists reconnect via the Botanic Gardens in Oxford. Pullman uses this garden space as a microcosm for their shared experience in the world of the Mulefa and it is clearly important to the trilogy.


  The Botanic Gardens


  It is significant that Pullman returns to this semi-pastoral location as the final scene of the trilogy. As we have demonstrated, there is a prominent industrial sector that Pullman marginalises in his work. In returning Lyra to the college environment and to the Garden in particular he continues this perspective. Lyra is destined to be associated with the university sector as she is accepted back into the upper echelons of Oxford society.


  Lyra re-enters Will’s Oxford to show him the connections between her world and his and she draws his attention to a bench that is shared by both realities (as well as our own). In doing so, the garden connects Lyra’s world, Will’s fictionalised Oxford, and our own experience of Oxford. There is a further dimension to consider: the on-line representations through blogs and web sites, which allow the reader to encounter fan-generated writing and pictures from the Botanic Gardens set alongside Pullman’s writing. In a recent inclusion to the visitors’ guide to the gardens, Pullman reads the conclusion to His Dark Materials and talks about the significance of this ‘magical space’ (Pullman, 2012). In doing so, he emphatically claims one of the benches as the bench from his trilogy which unites Lyra and Will. In a further play on fiction and reality, fans of the trilogy have inscribed the names Lyra and Will into a love heart on the bench.


  What is interesting about Pullman’s inclusion in the guide is that it positions his influence and inspiration alongside other Oxford writers. In particular, Tolkien was a regular visitor to the Botanic Garden and referred to the Pinus Nigra (the black pine tree) as his favourite tree and an inspiration for his Middle-Earth trees (Scull & Hammond, 2006). Pullman has been traditionally very concerned about his connections with these other Oxford writers, and his dismissal of Lewis’ work is particularly strong (see Cardew, 2011). However, it is significant that he causes Pantalaimon to scamper through ‘Tolkien’s’ tree at the end of The Amber Spyglass (Pullman, 2007, p. 927). The tree also reinforces his fixed animal shape: that of a pine martin. In doing so, rather than confronting these literary antecedents as he is often seen as doing, he is adding his voice to an assemblage of writers in Oxford. Building on this flourishing tradition of children’s literature writers, he is gradually being added to the canonical writers of the city. One object he can claim in particular is the bench in the Botanic Gardens.
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  The prominence of the bench in the trilogy is confirmed by its inclusion in a postcard sent by Mary Malone which is reproduced in Lyra’s Oxford. The postcard reproduces an Oxford without cars or people. Whilst Mary seems to have chosen it as it demonstrates the less attractive qualities of the city, it also demonstrates some significant features of his future story with Lyra and Will. The postcard shows the science buildings where she first encounters Lyra and also indicates her own residence where she takes Will after returning from Lyra’s world. It appears to be dated prior to her adventures with Lyra and Will and so is strangely prophetic in reproducing their relationship. It seems there is connectivity between the characters which Pullman alludes to in his introduction to the novella: the ‘card itself […] trace[s] a part of the story that hadn’t yet happened when she wrote it’ (Pullman, 2003: iii). Lyra’s Oxford as an additional novella to the trilogy draws attention to the loss of these characters from reader’s lives.5 All postcards suggest absence: a geographical dislocation between sender and addressee, perhaps the parting from family or other loved ones. Mary Malone’s card is not sent as a tourist to Oxford, this is her new home having left the nunnery. Her card stresses absence, both by the act of sending a postcard in the first instance and by the visual representations on the chosen card. Though the visual representations are marked as ‘Oxford England’ the absence of people and prominent cars in the picture renders this picture as uncanny. As noted above, the card draws directly on Pullman’s textual examples of Lyra and Will’s story causing a textual confusion between the visual and written forms of these narratives. For Jacques Derrida postcards also suggest temporal confusion. In his work, The Post Card: from Socrates to Freud and Beyond (1980), Derrida describes his purchase of a medieval representation of Oxford. Just as Derrida traces the different ‘multi-temporal’ plays (Birns, 2010) that are alluded to by the semiotics of the text of his choice, Mary Malone’s example plays with the reader’s mental images of Lyra and Will’s Oxford and so draws on this idea of the multiverse.


  Conclusion


  To the onlooker, selected parts of Oxford do bear some of the dominant features of Lyra’s world. Away from the city’s traffic, the colleges along Merton Street in particular maintain a cloistered academic environment: a type of ‘protective space’ (Vassilopoulou & Ganeri, 2011, n.p.). Further along, towards the Botanic Garden, gargoyles, erected in the early sixteenth century, stare down from Magdalen College and offer a sense of a preserved city, and arguably inspired the dæmons of Pullman’s texts. But, as we have demonstrated, this is not a hermetic space. Oxford as a city was always one predicated on at least two worlds: the world of academia and college power; and the world of industry and free-market capitalism. Pullman’s vision prioritises the privileges of the former over the latter. This is no better demonstrated than in his decision to exclude the combustion engine from Lyra’s world and so chooses to de-centre Oxford’s industrial heritage.


  Oxford has always been a ‘multiverse’ which Pullman deliberately narrows and delimits, simplifying a complex and dichotomous relationship of urban space. In shrinking Oxford’s physical geography, it conversely allows Pullman to expand the city’s fantastical structure. In doing so, this decision also narrows the possibilities of his characters and for Lyra, in particular, causes her to conform to social norms and re-enter the hierarchy of college life.


  Notes


  1 To date there is one publication which engages solely with Pullman’s Oxford and that is Panayiota Vassilopoulou and Jonardon Ganeri’s ethnographic exploration of the city in The geography of shadows: souls and cities in Philip Pullman’s His Dark Materials (2011). In addition, Lisa Hopkins’ essay, ‘Dyads or Triads? His Dark Materials and the Structure of the Human’ (2005) points towards the doubling between the representations of Oxford but does not explore this relationship further.


  2 It is the peripheral position of these children that make them vulnerable to the Gobblers who seek to kidnap isolated children for the Church’s experiments (see Pullman 2007, pp. 30-33).


  3 The original manuscript and this section in particular is available via the Bodleian library archives: http://www2.ouls.ox.ac.uk/wbd/popup.htm?68


  4 For a reading of the Mulefa and an overview of criticism on these creatures, see Rebekah Fitzsimmons’ article ‘Dialectical “Complexifications”: The Centrality of Mary Malone, Dust, and the Mulefa in Philip Pullman’s His Dark Materials’ (2011).


  5 In the variety of online responses to the novella there is a strong vein of nostalgia for the completed trilogy amongst readers. However, there are also responses that see this type of sequel to be an invasive act which unsettles rather than reaffirms the original trilogy.
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  Her Dark Materials: Redefining the Witch in Philip Pullman’s Trilogy


  Sarah Bruton


  Abstract


  In this essay I explore Philip Pullman’s representation of witches in His Dark Materials through a feminist reading of the figure of the witch in history, folklore and religion in order to move towards a feminist understanding of the broader role of women in his trilogy. My reading of the trilogy demonstrates that Pullman complicates the definition of the witch. Throughout the three texts, Pullman constructs women who are witchlike, both in terms of fairy tale and medieval representations, and, at the same time, constructs witches who seem far removed from the traditional stereotype. Pullman’s witches are neither sexual objects nor depraved demons. The texts undermine conventional representations of the witch and in doing so re-validate the position of women as central to the trilogy.


  Introduction


  What is a witch? The answer seems self-evident. Witches wear pointed hats and black cloaks; they fly around on broomsticks; their favourite snack is a nice juicy baby; they are purveyors of potions, curses and general malevolence: the archetypal fairy tale villains. A more expansive answer would include the witches of folklore, in addition to those of fairy tales. These are women, and very rarely men, who live on the margins of society and who are responsible for the failure of crops, the milklessness of cows and the impotence of men. There are also the accused witches, who may or may not have had any knowledge of magic or witchcraft, but who were hauled before various civil and ecclesiastical courts in previous centuries. They were tortured until they confessed to outrageous acts of depravity, and then burned at the stake, hanged or stoned to death. Already, defining the witch becomes problematic: are they the violators or the violated? The monsters or the victims?


  The definition of the victimised witch is balanced by another representation: that of the nubile, beautiful and lascivious witch, whose charms are purely physical. These are the witches fantasised by the witch hunters, who conceived their own attraction to the ‘witch’ as necessarily coming from the outside – the result of a spell intended to incite sexual evil. She is either the alluring, seductive witch who uses her beauty as a trap for the unwary man and then keeps him through magic, or the repulsive, aged witch who uses magic to obtain sex that no man who was not bewitched would ever offer her. Sex is always the witch’s focus, emphasising witchcraft as a pre-Christian religion, a pagan fertility cult practised in secret for millennia. In this sense, the persecution of witches can be seen not just as the consequence of social and cultural misogyny, but also as a crusade against a religion opposed to Christianity. Witches were tried as heretics, rather than magicians. So definitions of the witch are, historically, complex and multiple, even before literary texts complicate them further.


  Pullman’s Witches


  Philip Pullman’s much celebrated trilogy, His Dark Materials (1995-2000), provides more in terms of complication and multiplicity in defining the witch than any other text of its generation. Throughout the three texts, Pullman constructs women who are witchlike, both in terms of fairy tale and mediaeval representations, and, at the same time, constructs witches who seem far removed from the traditional stereotype. The oscillation around the boundaries of definition that can be witnessed in Pullman’s writing suggests an inability to know the witch fully, and a problematisation of pinning her down and controlling her. Jeffrey Russell’s analysis of the witch in folklore in A History of Witchcraft: Sorcerers, Heretics and Pagans foreshadows this multiplicitous, feminist interpretation:


  She represents an elemental natural force possessing enormous and unexpected powers against which a natural person is unable to prepare or defend himself, a force not necessarily evil, but so alien and remote from the world of mankind as to constitute a threat to the social, ethical, and even physical order of the cosmos (Russell, 1980, p. 402).


  The ambiguity and ambivalence that these ‘witchy’ women represent seems to problematise the His Dark Materials texts’ ability to know these female characters. It is this subversive challenge that the witch’s presence has always initiated, whether in folk, biblical, fantastical or children’s texts. By considering both witch-like women such as Marissa Coulter and Lyra, and womanly witches like Serafina Pekkala and Ruta Skadi, in particular, I intend to explore such definitional difficulties and multiple meanings, and will argue that they form a subtle yet subversive feminist politic.


  Indeed, these women form the texts’ only real potential for any feminist interpretation. Conservative and conventional gender roles and certain ‘basic rules’ are set out very clearly in the very first chapter of the first book. When Lyra enters the Retiring Room at Jordan College, she is the only woman ever to do so: ‘[O]nly Scholars and their guests were allowed in here, and never females. Even the maidservants didn’t clean in here. That was the Butler’s job alone’ (Pullman, 2007, p. 3).


  The law in Lyra’s England also represents a view of women that appears archaic, for they are, to a certain extent, considered their husband’s property and legally a man may legitimately ‘avenge the violation of his wife’ (p. 92). The Church plays an important role in sustaining this retrogressive ideology, as it promotes the suppression of women in every aspect of society it can control. For example, there are no female priests in the Magisterium; nuns only feature once in the trilogy, and these are nuns who are sworn to silence and fulfil only the secretarial task of taking the minutes during an inquiry at the Consistorial Court of Discipline. In contrast, the women that form the basis of this study offer up a real alternative to the silent nuns and dull female scholars, celebrating their femininity and sexuality in a far more progressive and subversive manner.


  Serafina Pekkala is Pullman’s most obvious manifestation of witchcraft and magic; she is, after all, labelled as the witch queen, who inhabits the world of the supernatural and the spiritual, more famously associated with literary counterparts such as Shakespeare’s three witches in Macbeth (c. 1603) and P. B. Shelley’s Witch of Atlas (1824). Yet, the representation of Pekkala that dominates seems far removed from traditional stereotypes. When Lyra first meets her, she is shocked by a combination of otherworldliness and beauty that not only challenges her preconceptions, but also elevates Pekkala beyond the comic horror of the fairy tale witch:


  She was young – younger than Mrs Coulter; and fair, with bright green eyes; and clad like all the witches in strips of black silk, but wearing no furs, no hood or mittens. She seemed to feel no cold at all. Around her brow was a simple chain of little red flowers. She sat on a cloud-pine branch as if it were a steed, and seemed to rein it in a yard from Lyra’s wondering gaze […] Lyra could see why Farder Coram loved her, and why it was breaking his heart […] He was growing old; he was an old broken man; and she would be young for generations (p. 222).


  This description of Pekkala is both romanticised and sensual, focusing heavily on her body and its sensations. However, while this focus may be seen as suggestive of the sexual connotations of witchcraft discussed above, the language that expresses it alludes to the spiritual as well. Again, this undermines the conventional representation of the witch. Pekkala and the other witches do wear black, conventionally associated with the costume of the witch, but even this is not complete. Their robes are in ‘strips’, or are fragments of a whole, and the entire image of the witch as hag is contradicted by the chain of red flowers, which seem to suggest a fertility or sexuality that is usually either absent or rendered perverse in traditional representations of the witch.


  As I have suggested earlier, the conventional witches of fairy tale, folklore and fantasy fall into two camps: the old hag, or the nubile, sexualised siren. But once again, the witch-clans of His Dark Materials refute such easy categorisation, and defy the laws of conventional understanding. According to Pekkala, witches live for many hundreds of years. She claims to be three hundred or more, and states that her clan’s oldest witch mother is nearly a thousand. These witches are not at all like the wicked Queens or haggard crones of the fairy tales, nor Shakespeare’s bearded weird sisters. They are described as young and beautiful, and they celebrate their bodies, being alive to physical sensations and joys. Moreover, they even are able to experience more sensations than humans. The fact that they are only scantily clad despite the freezing cold in the North is explained by Pekkala as follows:


  We feel cold, but we don’t mind it, because we will not come to harm. And if we wrapped up against the cold, we wouldn’t feel other things, like the bright tingle of the stars, or the music of the Aurora, or best of all the silky feeling of moonlight on our skin. It’s worth being cold for that (p. 231).


  The sensual aspects of witchcraft dominate description, and in some respects, the focus on the senses, a ‘tingle’ or ‘silky feeling’ on ‘our skin’, is also highly sexual. The latent sexuality and deviant appetites of witches has been highly documented, from the writings of the witch-trial persecutors, to recent psychoanalytic responses to the wicked Queen from Disney’s Snow White (1937). Pullman’s witches are sexual, rather than sexualised, and this is demonstrated in a scene in The Subtle Knife (1997), when Ruta Skadi reports after her visit to Lord Asriel:


  I made myself invisible and found my way to his inmost chamber, when he was preparing to sleep. Every witch there knew what had happened next, and neither Will nor Lyra dreamed of it. So Ruta Skadi had no need to tell, and she went on (p. 496).


  The centrality of sexuality to witchcraft cannot be underestimated. Similarly, the Malleus Maleficarum (1486) is quite clear that women’s insatiable lust was at the root of witchcraft. As Barbara Ehrenreich and Deirdre English note, ‘[i]n the eyes of the Church, all the witch’s power was ultimately derived from her sexuality. Her career began with sexual intercourse with the devil’ (Ehrenreich & English, 2005, p. 22). This is addressed in The Subtle Knife, where the witches introduce themselves to the local inhabitants outside Cittàgazze and are questioned: ‘[w]itches you say? Do you treat with the Devil, then?’ (p. 395). Pekkala ignores the question and so this historic aspect remains unanswered. But Pullman’s witches are neither sexual object nor depraved demons; Pekkala neither uses her sexuality for control of men or personal gain. In this respect, the texts move away again from conventional representations of the witch, into a realm that permits a construction of female sexuality that is autonomous and almost entirely independent from male control. Fittingly, Pullman refers to the witches as being both ‘oddly’ and ‘raggedly’ elegant. Both adverbs suggest this independence. ‘Raggedly’ focuses on the sense of fragment, which indicates a potential for subversion that will be discussed later in this essay, whilst Terry Castle has argued that the word ‘odd’ may have an implicit lesbian meaning (Castle cited Jay, 1995), again suggesting independence from male control and from patriarchal constructions of sexuality. This is where the potential for feminist subversion, as well as the deconstruction of previous stereotypes of the witch, begins.


  Witches: Flight and Fragmentation


  Another dominant characteristic of witches is their ability to fly. In the case of Pullman’s witch-clans, which the reader first encounters in Northern Lights/The Golden Compass, they fly on branches of cloud-pine, and equate flying to living. Witches’ dæmons, for example, take the form of birds, which represents, most literally, the witches’ freedom from the constraints of society and conventional understanding. As Pekkala states: ‘[a] witch would no sooner give up flying than give up breathing. To fly is to be perfectly ourselves’ (p. 228).


  In Paradise Lost (1667), which is obviously central to the whole premise of Pullman’s trilogy, Milton equates flight with the diabolic: the surface representation of the witch seems to be underpinned by subversive questioning. Indeed, in their analysis of fairy tale witches, critics have long focused on the psychoanalytic meanings of flight and the witch’s appropriation of the broomstick. Flying marks a subversive departure from the restrictive boundaries of place and property, and from fact and fantasy. In her feminist treatise of the nineteen seventies, Woman Hating, Andrea Dworkin draws on the image of the ‘trans-formed broomstick’ as ‘an almost archetypal symbol of womanhood, as the pitchfork was of manhood’ (Dworkin, 1974, p. 43). Crucially, a symbol of domesticity and thus women’s confinement to the home and the private sphere, the broom is rendered uncanny because the opposition between the familiar and the unfamiliar is deconstructed. What was a symbol of domestic chores within the house becomes an instrument of flight and thus of liberation, as well as its more homely counterpart. Indeed, there must be a sense in which the broomstick, for all witches in history, provided what Hélène Cixous and Catherine Clément described as ‘an orgasmic freedom’ (1986, p. 54), liberating her from housework, domestic ties and oppression.


  The subversive potential hinted at the witches’ appropriation of the phallic broomstick is intensified in Pekkala’s ability to render her bodily form invisible and then to disappear and reappear at will. This image of the disjointed and fragmentary female body is subversive. Pekkala’s magic re-introduces the theme of disappearance and shrinking, but this time, without the regressive and misogynist script of the Fall. Her control of nature and her ability to vanish at will indicate the presence of a feminist utopian economy which appropriates the tools of fantasy for female gain, allowing her to save Lyra and protect herself from the forces arrayed against them. An obsession with reducing and ‘disappearing’ the female body has perhaps more wide-reaching significance, expressing a real dissatisfaction with current human relationships. Women are forced to seek an acceptance through their bodies, in order to reinforce what Sandra Gilbert and Susan Gubar see in No Man’s Land: The Place of the Woman Writer in the Twentieth Century as ‘an inadequate sense of self, produced by their early individuation and socialization’ (1987, p. 337).


  It is not simply an exaggeration of the cultural stereotype that forces women to be thin, but also a resistance to it. Just as the slim woman seems to conform to and accept cultural expectations, Pekkala becomes a fragment. She is both an exaggeration and implicit denial of these cultural norms in the same way Lucie Armitt indicates, as ‘the fat woman explicitly denies [them]’ (1996, p. 142). To be emaciated, or to be portrayed as a body ‘disappeared’ or invisible, with only a voice remaining, is to protest against and embody a rejection of conventional femininity. The body’s invisibility permits escape from both surveillance and definition as a commodity, that is, as an object for controlled sexual consumption. Beyond the limits of patriarchy, the invisible witch transcends the weakness and repulsiveness of the flesh. As Susie Orbach suggests in relation to the anorexic, ‘[n]ow it is her invisibility that makes her remarkable. Now she has a presence larger than her size. A presence which demands a response rather than a reflex (Orbach, 2005, p. 68). This experience of fragmentation, disintegration and invisibility can become the starting point for a reconstruction of the feminine sense of self. Rosemary Jackson has noted the characteristic fragmentation of ‘character’ in fantasy, arguing:


  Fantastic texts which try to negate or dissolve dominant signifying practices, especially character representation, become, from this perspective, radically disturbing. Their partial and dismembered selves break a realistic signifying practice (Jackson, 2000, p. 52).


  In this light, Pekkala’s (and subsequently Lyra’s) desire for dualism, represented by their relationship with their dæmons, and the actual partial separation that occurs when Lyra’s dæmon is left behind when she enters the world of the dead which allows her a status that is in some ways witch-like. This impression is strengthened in Lyra’s Oxford, where ‘she and Pan, with their witch-like power of separation, had managed to mislead pursuers before now’ (Pullman, 2007, p. 23). In a world where human and dæmon are inextricably linked and visibly present, this ability is the equivalent of invisibility and is likely to result in ‘a sensation, if not an outcry of fear and horror’ (Pullman, 2007, p. 7).


  As a consequence of their social alienation, women’s bodies in fantasy often become parts, ‘a voice’, ‘body’ or ‘mouth’ or even ‘nothing’ at all. Women’s dissatisfaction with their appearance and desire for a different body or no body at all, is in a similar fashion indicated by Pekkala’s ability to make herself invisible; by Lyra’s ‘disappearance’ from her own world into others within the multiverse and forms the basis of a genuinely subversive fantasy of social change. Indeed, the absence of patriarchal voices or forces in the scenes where Lyra talks with the witches, along with the obvious emotional bond between Lyra and the archetypal ‘disappearing woman’, Pekkala, suggests the persistence of that fantasy. Such feelings are not necessarily simply turned back into masochistic rage against the body, but have a far more progressive potential towards the formation of the feminist politic that are represented in Lyra.


  Mrs Coulter and Conventional Witchery


  The presentation of Marissa Coulter as the sexualised villain who uses her femininity to control men, problematically returns His Dark Materials to a far more conservative ideology of womanhood. Coulter, never named as witch, takes on, nevertheless, a disappointingly patriarchal view of witchcraft. She is a Siren, tempting helpless men to their deaths; a weak-willed, weak-minded Eve; a whore, dependent on male attention for any social advance. In certain respects, Coulter is more like the traditional fairy tale witch than the witches themselves within His Dark Materials. She is described as young and beautiful, and throughout the books, both the reader and Lyra witness her succeed in captivating people at first sight. Within this captivation is an implicit sense of hypnotism, imprisonment and control. In addition, she is unaffected by the Specters in Cittàgazze and the witches’ powers of invisibility are useless against her. As with the witches of folklore, her use of magic, sexuality and deviance are central to her power. Throughout the course of the trilogy she deploys both sides of her ambivalent femininity: her sexuality and her motherliness.


  In constructing Coulter in this manner, Pullman recalls the witches of medieval folklore, with their ambiguous roles as wisewomen, midwives and apothecaries. This role is described at length by Ehrenreich and English in Witches, Midwives and Nurses: A History of Women Healers (2005). Whilst locating herself in the realm of the maternal, she is still portrayed as a seducer; she charms Lyra with her youth and ‘glamour’ (p. 50). The reference to ‘glamour’ is a particularly important adjective in terms of signifying her witchcraft; ‘glamour’ derives from ‘Glamorgan’ and the Arthurian myth of Morgan le Fay, an ambivalent witch who used seductive powers to control Merlin, but who also escorts Arthur’s body to Avalon after his death. This one adjective seems to suggest the dualism at the heart of her character: she is at once the wicked stepmother of the fairy tale traditional and the mother, or protector, which she explores in her relationship with Lyra. In psychoanalytical terms, her role as mother perhaps hints more strongly at her potential for domination. As a mother, she has the potential to create life and in her role as witch, she has the potential to bring about death. Yet in the interactions with male characters, she is far removed from the maternal figure that gains control over children. She uses her femininity and sex appeal to manipulate those around her.


  This is hinted at when John Faa talks about the Master of Jordan College releasing Lyra into Coulter’s care: ‘[a]ll I can guess is that she had some power over him’ (p. 93). This power can mean influential friends in the Magisterium; yet the wording is reminiscent of Coulter’s power over the children she abducted. The most obvious example of her power over men is represented in her dealings with Lord Boreal (Sir Charles Latrom in Will’s world). He is intelligent, skilful and urbane enough to become influential in two worlds: as a Council of State in Lyra’s world and as a spy with a CBE in ours. To Coulter, he is a simple means to reach her goals, and when she does not need him anymore, she kills him. This ability to control men and to usurp patriarchal authority epitomises the stereotype of the witch. Female sexuality, as a consequence, remains at the heart of the texts’ anxieties.


  The threat of the witch’s sexuality, potentially lurking within all women, exists inside male society and challenges their institutions’ exclusive control of knowledge and power. Furthermore, Marxist critics have argued that the social function of the witch, the hag or the crone is typically group control; witchcraft is a stabilising safety valve that preserves social norms and is perhaps most effectively shown in the myth of the evil eye. As Willia Appel remarks: ‘fear of the evil eye enforces social conformity in a community where the values of individualism and competition are firmly anchored’ (Appel, 1976, p. 76). However, in keeping with the fairy tradition, Coulter’s most dominant role is that of child abductor for the Oblation Board, in which she is neither very subtle nor especially original:


  The lady bends her scented head to whisper. And then Tony turns. He can’t help it[...] ‘Hello’, says the beautiful lady. ‘What’s your name?’


  ‘Tony.’


  ‘Where do you live, Tony?’


  ‘Clarice Walk.’


  ‘What’s in that pie?’


  ‘Beefsteak.’


  ‘Do you like chocolatl?’


  ‘Yeah!’


  ‘As it happens, I’ve got more chocolatl than I can drink myself. Will you come and help me drink it?’


  He’s lost already. He was lost the moment his slow-witted dæmon hopped on to the monkey’s hand (pp. 31-32).


  Her strategy is the most common: luring children with promises of food. In this aspect, she recalls a whole host of antecedents, including both the Witch from Hansel and Gretel and the Wicked Queen from Snow White, who she mimics also in her role as siren and seductress. A second tactic is asking for help: she asks Lyra to become her personal assistant and she asks the children she keeps in a warehouse cellar for their assistance. In Lyra’s case, this is unnecessary for she is already enchanted by Mrs Coulter, but this request aims at the helpfulness of children who were taught to help when they are asked to. This sense of enchantment, or hypnotism, again echoes the role attributed to the witch who was able to control and manipulate using malevolent magic. Coulter’s effect on people is so powerful that even the children who are already held captive respond to it (p. 33).


  The Problem with Stepmothers


  The witches of fairy tales are far closer to the classical evil woman and to the demonic witches of the witch hunt era than to folk magic practitioners. The primary goal of both mythical and fairy tale witches is to threaten fertility. Bruno Bettelheim (1991) takes Hansel and Gretel as a case in point. At the beginning of the tale, the wicked stepmother encourages the children’s father to abandon them so that there will be enough food for the adults. This is an inversion of the traditional maternal role of feeding everyone in the family at the expense of herself. Her concern is to preserve her own life at the expense of the future generation; Jack Zipes (1997) suggests that she does not so much want to thwart their fertility as to preserve her own. Such ‘witch-like’ greed as Mrs Coulter’s or the stepmother, whether in His Dark Materials or Hansel and Gretel, inverts the traditional maternal role of self-sacrifice and starvation on behalf of the children’s welfare. In his study of the witch and the fairy tale, The Witch Must Die: the hidden meaning of fairytales (1998), Sheldon Cashdan argues that the witch exists precisely to offer opposition to the traditional maternal role. By representing separation from the maternal realm, she occupies a central role in the child’s development:


  Much of human existence entails reconciling basic divisions in the self that govern our relationships with each other: lovable versus unlovable, loyal versus disloyal, worthwhile versus worthless, good versus evil. These divisions have their beginnings in the infant’s crude separation of the world into satisfying (good) sensations and unsatisfying (bad) sensations: fullness is good, emptiness is bad; warmth is good, cold bad (Cashdan, 1998, p. 63).


  Whilst the mother is, for the infant, ‘all-giving and all-loving’, symbolising these ‘satisfying (good) sensations’, the fairytale witch is placed in conflict, linked inextricably to hunger, cold and dissatisfaction:


  The way in which young children deal with the loss of a maternal Nirvana is by mentally ‘splitting’ the mother into two psychic entities: a gratifying ‘good mother’ and a frustrating ‘bad mother’ [the witch…]. This allows children to respond internally to their maternal caretakers as both good and bad without having to reconcile the inherent inconsistency (Cashdan, 1998, p. 63).


  As the child matures, Cashdan argues, the two maternal figures – the ‘good’ and ‘bad’ mothers – are psychologically ‘metabolised’ into the child’s developing self. As a result, the internalised good mother comes to be experienced less as an external figure and more as part of the self (‘the good me’). On the other hand, the greedy witch is experienced as a negative, suppressible part of the self (‘the bad me’). However, what is interesting in Pullman’s writing of Coulter is that rather than the witch and the mother being separated out, they are in fact conflated. Her motherly side is made use of in the scene of Lyra’s rescue from the drugged sleep in The Amber Spyglass (2000). When Will sees his mother’s face in Mrs Coulter’s he loses his concentration and breaks the knife. Although Will’s mother’s appearance is not described in detail, it seems obvious that they do not look alike. Rather, Will perceives a motherly charisma in the image of Mrs Coulter attending to Lyra that triggers his feelings towards his own mother. Mrs Coulter is, then, revealed to be both the witch and the mother.


  Additional evidence of her maternal nature can be seen when she rescues Lyra from Intercision at Bolvanger, she looks after Lyra in the cave in the Himalayas, and she fights desperately with Father MacPhail to make sure that his bomb does not kill Lyra. Again, simple representations are rendered complex, and Pullman reveals an inability to pin down or connote womanhood in conventional terms, resulting in multiple meanings, readings, ambiguities and textual confusions.


  The death of the witch within the fairy tale, then, is normally essential to what Cashdan sees as the tale’s psychological purpose: the witch must die because she embodies the sinful parts of the self. She is contained, controlled and ultimately silenced, and the scale of her threat is revealed by the need to use brute force to kill her. Once the witch dies, order is restored. Yet even this reading is rendered ambiguous. Although the witch does ‘die’, and does permit resolution at the end of the text, Mrs Coulter gives up her own life to drag Metatron into the abyss, in order to allow Lyra to survive and to accomplish her goal. So although she is forced to die, her actions reveal self-sacrifice that suggests the dominance of the maternal over witchcraft. The text almost seems to indicate that her role as mother ‘cures’ her evil, a patriarchal assertion that perhaps seems retrogressive given the feminist potential at the heart of the text.


  Conclusion: Lyra as Witch


  The textual construction of Mrs Coulter as the archetypal witch, or the classical ‘femme fatale’, stands in stark contrast to the representation of the trilogy’s protagonist, Lyra. Despite the fact that they are revealed to be mother and daughter, they are represented, textually, as polar opposites. Critics of Pullman’s trilogy have certainly acknowledged this function, but have also focused on Lyra’s primary purpose in the novels: the second Eve character whose journey into womanhood and to knowledge replicates and revises the misogynist script of the Fall (for example, see Harris Russell, 2005; Halsdorf, 2011). To Pullman, the original Eve depicted in Genesis was not the cause of all sin, but the source of all knowledge and awareness. Lyra, as the new Eve, must Fall again in order to restore respect for knowledge. She must also pass from childhood to womanhood in order to restore Dust, which has been leaking out of the world.


  What is interesting to note, however, in this representation of Lyra as Eve, is the number of parallels between Lyra as the second Eve, and Mrs Coulter, who, as I have argued above, represents the witch. Gilbert and Gubar have noted, in their consideration of Eve in nineteenth-century fiction, how she becomes a witch, or how evil women, or witches are in fact constructed as a ‘demonic Eve character… whose association with sex and power bring about the destruction of ordered society’ (Gilbert & Gubar, 2000, n.p.). This dualism is rendered even more relevant in His Dark Materials. Eve is, in literary terms, widely associated with sexual deviance and lasciviousness, one of the dominant characteristics of Coulter, within Pullman’s novels, too. Furthermore, Lyra is connected to the sexuality of Coulter and Pekkala as witches during her own sexual awakening in the final pages of The Amber Spyglass. In this respect, she is far closer to the femininity and the autonomy associated with the witches than any of the other female characters in the trilogy. The female scholars, in particular, stand in direct contrast to the three women. But this connection to sexuality also links the three to Eve.


  But Mrs Coulter and Lyra, particularly, go beyond such conventional categories once more. In fact, Coulter’s knowledge, authority and ability to flee (that is to say to escape from patriarchy), mark her not as the First Eve, but as Lilith, the First Woman, and the witch figure from Hebrew text. If Mrs Coulter is Lilith, then it may seem possible in turn to consider Lyra as the second Lilith, associated with subversion, autonomy and the flight of the witch. Indeed, the role that Pullman’s Church plays in suppressing this ‘witch’s’ story bears remarkable similarity to the actions of the real-life Church in suppressing Lilith and the witch’s place within the Bible.


  In His Dark Materials similarly, the ‘truth’ about female authority is similarly suppressed. When former nun Mary Malone muses that: ‘[t]he Christian religion is a very powerful and convincing mistake, that’s all’ (p. 871) it suggests a feminist potential to replace this organisation, and so revalidates the position of women. Lyra represents not only the new Eve, but a subversive witch-like figure and potential Lilith. It is precisely the location of Lyra (and Pullman’s other witches), in this Republic of Heaven (p. 929) that dominates His Dark Materials. In doing so, it permits the witch’s threatening rebellion and allows the dissolution of the common order, which is experienced as oppressive and insufficient for all.
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  Transitional Objects and the Problems of Parenting: The Process of Growing Up in Philip Pullman’s His Dark Materials


  Mervat Al Jomaa


  Abstract


  The essay examines Philip Pullman’s His Dark Materials as an epic journey of growing up from childhood into adulthood with an inevitable passage through the identity negotiations typical of adolescence. The trilogy is read in the light of the psychoanalytic theories of D.W. Winnicott and Melanie Klein about the potential space which precedes the separation of the child from the mother. The essay argues that the potential space necessitated by the exigency of adolescence is a locus for Pullman’s adolescent characters to experience negotiations of the self, whilst the narrative itself can be perceived as spectacle where a sense of fluid boundaries of subjectivity serves to replicate the adolescent imaginary of the reader. Fantasy, much like adolescence, is a medium for exploring possibilities and identities and so is viewed as a psychological transitional space for moving towards and accepting realism.


  Introduction


  In rewriting the story of the biblical Fall, one of Pullman’s significant motifs is to express the reality of growing up into maturity by means of a fantastic narrative. Critics have highlighted the apparent contradiction implied in Pullman’s addressing and insisting on the necessity of realism in his work His Dark Materials (1995-2000), as Pullman attempts to overturn fantasy using the very same themes, language and literary mode that he appears to seek to undermine (Weich, 2000). From this perspective, Pullman presents a fantasy text that rejects its own genre. But if fantasy is a dangerous enterprise, I would argue he is still writing fantasy literature, and still endorses the imaginative reconstruction of myths.


  In this essay, I reinterpret this apparent contradiction in Pullman’s account of his work by viewing his fantasy less as a secondary world in the sense of J.R.R. Tolkien’s account in ‘On Fairy-Stories’ (2008),1but instead argue that fantasy is a psychological transitional space for moving towards and accepting realism. Fantasy is thus conceived as a medium for exploring possibilities and possible identities through viewing the other and the self vis-à-vis the other. In so doing, I recast the implications of Pullman’s supposed shift of genre enacted in the final book of the trilogy: that fantasy is a children’s genre that should be left behind as we grow up. In my object-relations inspired reading of the trilogy, realism does not replace fantasy; they coexist side by side in child, as in the adult, just as the conscious and the unconscious endlessly interplay in the human psyche.


  His Dark Materials enacts this transitional nature of fantasy through the transitional space of adolescence. The potential space offered by fantasy allows the protagonists (and by extension readers) negotiations of their transitional stage of adolescence to consciousness (and to the realism of living our own world). Like adolescence itself, fantasy is a psychological space that is open to individuals of all ages rather than something which belongs to children alone. If Pullman insists that his trilogy is realistic in the psychological sense, it is also a psychological fantasy of adolescence which works as well for adult readers as for its young protagonists and adolescent readers.


  Psychological Reality versus Fantasy


  In his study of Victorian fantasy, U.C. Knoepflmacher notes that fantasy written for children depends on the writer’s ability to ‘tap a rich reservoir’ of childhood yearnings (1983, p. 497). According to Knoepflmacher such works of fantasy hover between two states of perception described by William Blake as innocence and experience. If the implied (apparently adult) author is invited to such an intermediary realm which Pullman himself, inspired by Blake, enacts in His Dark Materials as a space between childhood and adulthood, we may allegorically view his fantasy genre as a bridge between pleasure and reality principles. In turn this may be re-experienced in adolescence and other critical metamorphic stages of psychological development. As Knoepflmacher contends about much of children’s fantasy, ‘an adult imagination re-creates an earlier childhood self in order to steer it towards the reality principle’ (1983, p. 497). Since adolescence repeats earlier manifestations of subject formations, it can be said that an adult reader recreates this adolescent self to celebrate a myriad of possibilities before eliminating those by the demand of reality testing in adulthood.


  In His Dark Materials, fantasy is used as a means for negotiating prescribed routes to adulthood, which child and young adult characters find inhibiting and destructive. The adolescent’s desire for adult autonomy drives the subject to escape from childhood identifications and move towards adopting a sense of responsibility that limits rather than abolishes free choice. In Pullman’s world-view, it seems that growing up from innocent childhood into wise and self-conscious adulthood is symbolised by a positive reworking of the myth of the Fall. While traditionally associated with Adam and Eve’s sinful act of eating from the tree of knowledge which led to their expulsion from the Garden of Eden, for Pullman the Fall is refurnished with contrasting and revisionary meanings. This notion of the Fall, however, is not theological or metaphysical, in contrast to the Fall represented in Milton’s Paradise Lost (1667), and also involves a fall into language and self-consciousness (individuation) as positive virtues.


  In an endeavour to defend the fantasy of His Dark Materials, Pullman often contends that he is writing ‘stark realism’, in direct opposition to Tolkien’s fantasy genre (Pullman cited Weich, 2000, n.p.). According to Pullman, his novels do not lack realism in the sense of their material texture and psychological depth endowed to his characters. Yet, by presenting a young girl who has to abandon fantasy in order to grow up, he is inviting his implied readers to grow out of the genre to which his book belongs. Various critics have offered diverse interpretations to reconcile this apparent contradiction in Pullman’s trilogy. For example, Rachel Falconer argues that Pullman presents two irreconcilable and conflicting trajectories for moral education in his Bildungsroman trilogy: the first one is associated with children’s intuitive abilities to recognise moral codes. The second is presented by totally reversing the imaginative qualities appreciated in the first in favour of an adult consciousness and proposing a greater appreciation of reality against fantasy (Falconer, 2009). By contrast, it is argued here that the contradiction can be reconciled by arguing for a psychoanalytical reading of fantasy; rather than seeing fantasy as a secondary world, this essay interprets it as a psychological transitional space for moving towards and accepting a realistic framework for interpreting experience. This psychological shift is presented in terms of a developmental shift of literary genre from fantasy to realism in the trilogy.


  His Dark Materials articulates the transitional state of adolescence and growing up into adulthood within the bounds – or rather, the boundlessness – of epic fantasy adventure. In their adventure in a multiverse of parallel worlds, Lyra and Will constantly experience psychological struggles and fluctuating emotional impulses during their transitional journey into maturity. The two protagonists are allowed a space, both physical and psychical, in which they can test their abilities and attitudes, and experience the paradox of their inner and outer realities. They realise through this experience, the possibility of opposites co-existing as they grow into their conscious adult personalities. Because the concept of such a space is needed for the eventual maturation of the hero, the role of fantasy space in Pullman’s trilogy will be examined in the light of certain psychological notions of space. I will be drawing on the concept of ‘potential space’ developed by Winnicott and furthered by Klein. The notion of potential space is introduced to refer, in an abstract sense, to the area located in the psychological experience between fantasy and reality. It is the hypothetical locale of the transitional phenomenon which initiates the differentiation of the self (Bram & Gabbard, 2001).


  Potential Space and Transitional Objects


  Both Winnicott and Klein’s views on the little child’s development are in relation to its first encountered environment represented by the mother. The disposition of this mother-child relationship determines the degree of success in the transition of the child into independence. This is a valuable process to consider in understanding the psychological progression of both Lyra and Will through their experience of a diversity of worlds. Phantasising is the main aspect of the potential space.2It is embedded in negotiating subjective and objective realities and eventually of the dynamic of the growth process. It is inherent in any intermediate experience or activity and is likely to reappear through transitional stages of life; a prominent example of which is adolescence. In this sense the potential space ceases to be restricted to childhood development and becomes an experience for inaugurating other significant adjustments in the entire life cycle. This notion makes Winnicott and Klein’s observations especially relevant to the theme of growing up in Pullman’s novels. Most importantly, the significance of the potential space for initiating transitional phenomena is implicated in what Winnicott calls ‘transitional objects’. These objects have a considerable presence in the trilogy as each of the protagonists develops a special relationship to an object. Lyra’s alethiometer and Will’s subtle knife have integral roles in the development of the plot as well as in initiating the potential space required for the differentiation and development of their characters.


  Before going into further interpretations of Pullman’s trilogy, it is important at this stage to outline Winnicott and Klein’s views on potential space and transitional objects. Winnicott’s potential space is the term given to an area between subjectivity and objectivity. This space allows free interplay between selves and the external world whether it is represented by persons or objects. Thus, the potential space provides a respite for an individual for keeping inner and outer realities separate yet interrelated (Winnicott, 1971). In the potential space we relate to the external world through symbols which Winnicott calls transitional objects. The transitional object is neither a substitute for the mother, though it retains some of her characteristics, nor is a functional object by itself. Rather, it represents both the child’s unity with the mother and their separateness. Hence, the transitional object appears in the space between the two realities. It is through the little child’s relationship to the transitional object recognised within the potential space that the child first learns to separate him/herself from external objects while developing a sense of the self and the ‘other’.


  Klein’s theories on the development of children are not totally in synchronisation with Winnicott’s in spite of the great influence Klein had on Winnicott’s psychoanalytical theories. Though both stress the significance of play in uncovering children’s development, Winnicott’s notion of the transitional object is distinguishable from Klein’s internal object in key respects. Winnicott’s transitional object, though represented by a possession, is neither a Kleinian internal object nor an external object for the little child. In fact, Klein places much stress on the inner world at the expense of the outer world, leaving little in between. Yet Klein’s views on a child’s relationship to the mother symbolised by his/her use of toys in playing are of a considerable value in psychoanalytically analysing children’s development. According to Klein, children’s toys or objects have symbolical meanings associated with their phantasies and wishes at the time of playing. Having attributed such importance to symbolisation, Klein theorises her conclusion on symbol formation. Her analysis shows that ‘symbolism enabled the child to transfer not only interests, but also phantasies, anxieties and guilt to objects other than people’ (Klein, 1955, p. 52). This notion, however, is not far from Winnicott’s view of a child’s relation to the transitional object in which the object acquires its value through the phantasies and desires the child associates with the object. A considerable evolvement of Klein’s psychoanalysis and psychotherapy is her proposition of two positions in the life of a little child which mirror its relationship to the mother and environment. In fact these positions remain active within our personality and psychological life, as Juliet Mitchell argues in her introduction to the work of Klein (Mitchell, 1986). Furthermore, Klein’s choice of the term ‘position’ indicates that it is not merely a passing stage in early childhood in the way Freud describes his stages of psychological development. Hanna Segal sums up that ‘[Klein’s] term implies a specific configuration of object relations, anxieties and defences which persist throughout life’ (Segal, 1988: ix).


  In other words, the way we relate to and perceive people or the world around us, whether as external objects or as integrated with ourselves, defines how emotionally and psychically developed we are. Both Winnicott and Klein’s views seem to be valuable in exploring the transitional status of development in one of the most critical stages of life that is adolescence (Steinberg & Sherk, 2006) but that does not prevent adolescence from occurring at other points in a person’s life beyond its conventional biological delineation. It is known that adolescents experience a dramatic transition physically, psychologically and socially which requires a good enough environmental provision to secure the simultaneous emotional growth (Winnicott, 1971, pp. 138-50). In Pullman’s trilogy, the two adolescents’ transition into adulthood is concomitant with a much wider and richer range of themes such as power, religion, fantasy and dogmatism. At the same time, this transition should be viewed as intricately associated with the crisis they experience in terms of their relationship to their parents. In other words, Pullman’s novels chart what adolescents in general undergo when they seek differentiation and individuation from negotiating stereotypes to rebelling against family and other social institutions.


  Transitional Phenomena in Pullman’s Trilogy


  In His Dark Materials, Lyra and Will are each given an object which plays an important part in their transitional phase. Psychoanalytically, Pullman substitutes the lack of permanent supporting parents (and the mother in particular) with objects that allow their assigned carriers, power and control. The transitional phenomena appear in a reparative space filling an absence. Although the notion of transitional objects is associated with childhood, both Lyra’s alethiometer and Will’s subtle knife seem to have, in their own different ways, similar effects in assisting the two adolescents to attain an adult sense of reality and of personal development. Pullman thus appears to have introduced the perfect equipment in order to encourage the facilitating environment which is essential for healthy growing up. Winnicott himself does not ignore the possibility of the need for a transitional object at later stages of our lives, which ‘may reappear at a later age when deprivation threatens’ (Winnicott, 1971, p. 4). Because Winnicott’s theory of transitional phenomenon and Klein’s psychological positions both start from the infant’s relationship to mother, it is also significant to view Lyra and Will’s relationships to their mothers in terms of the way these relationships affect their progression into a state of maturity.


  Lyra’s Story


  The alethiometer (‘the golden compass’ of the title of the American edition) presented to Lyra by the Master of Jordan College characterises her penchant for inventing stories. With her intuition she is able to read the alethiometer. Each of the engraved symbols enlivens an image in her head helping her to divine forthcoming events by interpreting the needle’s signals to these symbols. Just as reading her alethiometer gives Lyra a sense of control over future events, the weaving of fabricated stories gives Lyra a sense of control over others and experience. She enjoys the feeling of power over Mrs Coulter when she tricks the older woman into believing her invented explanation for her sudden disappearance:


  And now that she was doing something difficult and familiar and never quite predictable, namely lying, she felt a sort of mastery again, the same sense of complexity and control that the alethiometer gave her (p. 208).


  The alethiometer may thus be interpreted as an extension of Lyra’s child-like instinct to fantasise and invent stories. Though the alethiometer is a material possession, it allows Lyra a space of her own in which she is able to fantasise in a state of omnipotence her wishes and abilities of control and mastery. Like a little child developing a special relation to the transitional object, Lyra becomes emotionally attached to her alethiometer even before she recognises that she can intuitively read its symbols:


  [W]henever she was alone, Lyra took out the alethiometer and pored over it like a lover with a picture of the beloved […] and although she understood nothing of it, she gained a deep calm enjoyment from it, unlike anything she’d known (p. 99).


  As soon as it comes into her possession, Lyra is eager to protect her alethiometer by keeping it folded up in black velvet in the pocket of her coat. According to Winnicott, it is natural that the child’s attachment to the transitional object becomes so strong that any attempt to deprive the child of the object is a threat to his/her integrity and existence. Lyra is perceived to have such sense of deprivation when Sir Charles temporarily possesses her symbol-reader by stealing it in Will’s world: ‘they had robbed her of her only guide. Without the alethiometer, she was…just a little girl, lost’ (p. 415). With the alethiometer Lyra is more than ‘just a little girl’; it helps her feel less dependent and more grown up: ‘it was a sensation of such grace and power that Lyra, sharing it, felt like a young bird learning to fly’ (p. 112). The object becomes a means of empowering Lyra, of allowing her to make sense of her own self, and of her relationship to the world. It initiates her transformation towards growing up. In addition, the emotional relationship between a child and a transitional object is essential to maintain protection against the maternal failure to support the child and help to build a good relationship with external reality.


  The alethiometer comes into Lyra’s hand only when she is about to leave Jordan College, the place where Lyra has spend most of her childhood, to accompany an apparent stranger, Mrs Coulter. It is given at a point of time when a sense of deprivation of her familiar milieu is likely to emerge. This potential sense of loss may explain why Lyra starts to identify herself with this object. Describing a transitional object, Winnicott points out that it has ‘to do something that seems to show it has vitality or reality of its own’ (Winnicott, 1971, p. 5). As Lyra enthusiastically explains to Fader Coram, ‘it’s almost like talking to someone, only you can’t quite hear them, […], only they don’t get cross or anything’ (p. 112). Lyra shows that when using the alethiometer she creates such an illusion between herself and the outer world similar to the potential space created by a child while playing. This is marked by her first reaction towards the new object which is one of wonder. The space created empowers her as being the only child who is able to communicate with the instrument’s signals.


  Significantly, Lyra acquires the alethiometer at the same time she meets her biological mother, Mrs Coulter. Though she initially represents for Lyra the ultimate female figure, with her exceptional beauty and idealised femininity, this image of perfection readily changes when she threatens Lyra at the first sign of the latter’s disobedience. Hence, the maternal figure immediately collapses into the wicked Mrs Coulter who is unable to express compassion or maternal affection towards Lyra. Instead, Coulter seems to have more commitment to power than to any personal or parental relationship.


  In order to develop independently, it is important that a child should receive continuous support from its environment. As a little child Lyra was abandoned by her mother to discover later that the gyptian woman, Ma Costa, nursed her in the early stage of her life. Longing to hear more about her childhood, Lyra insists on hearing all the details from Ma Costa again and again and weaving ‘the details into a mental tapestry even clearer and sharper than the stories she made up’ (p. 98). The narration of Lyra’s childhood story provided by Ma Costa seems to be a way of reclaiming the lost maternal impulse. Having recognised that Costa was the main care-giver at an early stage of her life, Lyra seems to create a maternal figure not only through repeatedly listening to the real story Costa tells her, but also through fantasising until Lyra becomes ‘perfectly convinced that she did remember it’ (p. 98). In Lyra’s case, the compulsion is marked by an attempt to master the narrative of Costa’s story by adding to it. However, Lyra remembers what happened to her next. After a short period of care provided by Ma Costa, Lyra became the responsibility of the scholars of Jordan College, a heavily masculine and intellectual environment providing her with no surrogate maternal care. Living supposedly as an orphan, Lyra’s life at Jordan College lacks in the warmth of a family life. Lyra’s father, Lord Asriel, is the only relative Lyra knows, yet only as her uncle. Asriel is far from being a source of emotional provision: his face is never one to ‘patronize or pity’ (p. 10). It is thus understandable that Lyra develops into a half-wild, half-civilised girl as described in the beginning of the trilogy (p. 27).


  This early lack of maternal bond clearly remains with Lyra. One occasion when Will is contemplating a memory about his mother, Lyra despondently states that there is no memory of such closeness to her mother that can ever nourish her in the way Will’s memory does to him:


  [Y]ou know with my mother, I never realized… I just grew up on my own, really; I don’t remember anyone ever holding me or cuddling me, it was just me and Pan as far back as I can go (p. 684).


  Clearly, the later appearance of Mrs Coulter does little to fill the gap in Lyra’s sense of maternal loss and she is also unwilling to allow Lyra to progress beyond the boundaries of traditional childhood. Coulter insists that during the cocktail party she intends to throw at her house Lyra should be ‘perfectly behaved, sweet, charming, innocent, attentive, delightful in every way’ (p. 65). In the sphere of such loss of maternal affection, the transitional object represented by the alethiometer becomes an urgent necessity for Lyra whose real mother embodies images of negativity, evil, and malevolence. Coulter threatens to destroy the internalised good object of the mother’s image in Lyra’s mind. When Lyra later tries to reverse this image of Mrs Coulter by convincing herself that her mother has really changed, she is simply safeguarding this internal image. Unaware that she has been drugged to sleep by her own mother, Lyra wants to introject a pleasant and maternal image of Mrs Coulter. Will, who is aware of this woman’s malevolent purpose, nevertheless recognises that, like himself, Lyra needs a memory of a sympathising mother to cherish. In Kleinian theory, such a benign picture of the mother is important for the child as it ‘forms the basis for all loving, lasting reparative relationships in the future’ (Daniel, 1992, p. 19).


  For Lyra and Will, growing up into maturity should ideally be the result of their own expanding experience and continuous learning, free from imposed views by adults and their ideology. But Lyra and Will’s passion to take their own trajectories towards maturity is impeded not only by the Church’s dominance, but also by their incessant inner struggle initiated by their problematical relationships with their parents.


  Will’s Story


  The effect of parental deprivation is more apparent in Will’s case. He has to pay emotionally and physically for the absence of his father and the poor mental condition of his mother. His search for his father is initiated by his desire to reconstruct the family he has been missing for a long time. Will’s inadvertent situation is thus reinforced by several frustrations in which his attempts to be a normal child have been a failure. Because his life has revolved around his mother, we assume he has never had the chance to exist as a person in his own right. Though the internalised good mother he once knew is always within him, it is overshadowed by the pressure he is put under during his adventures and by his current image of his mother as a helpless child, herself in need of being parented.


  When Mrs Coulter mentions Will’s mother in support for her action of imprisoning Lyra in order to protect her, he ‘felt a jolt of shock and rage’, a feeling that is readily ‘complicated by the thought that his mother, after all, had not protected him; he had had to protect her’ (p. 653). He is unconsciously aware of the maternal loss he is experiencing. In the cave to which Will and Lyra are taken by the witches after their escape from the children of Cittàgazze and while unable to sleep because of the cold and the pain of his swollen hand, Will’s need for his mother’s comfort is made explicitly clear and he recalls a memory of her nursing him at night when he was a little child:


  He was afraid for her, of course, [...] but he wanted her to look after him, too, as she’d done when he was very small; he wanted her to bandage him and tuck him into bed and sing to him and take away all the trouble and surround him with all the warmth and softness and mother-kindness he needed so badly; and it was never going to happen (p. 529).


  To achieve a successful progress towards independence, Winnicott suggests that a mother should gradually withdraw from a state of complete and unconditional adaptation to her child’s needs. As Will’s mother has abruptly and unexpectedly retreated from such a state because of her mental and emotional deterioration, the gradual withdrawal that is necessary to create the potential space for their healthy separation has never occurred. Will seems trapped in the happy memories of close attachment to his mother. One of the child’s means of dealing with the failure of the mother to satisfy the emergent needs is through remembering and reliving moments of intimate attachment. In fact, with the burden of all the responsibilities he has been assigned, Will has been progressing towards what in Winnicott’s language is called a premature false adulthood: ‘[s]uch a child must be prematurely old and must lose spontaneity and play and carefree creative impulse’ (Winnicott, 1971, p. 146). But this kind of accelerated maturity always retains the possibility of regression and relapse to a state of dependence.


  The narrator’s choice of the subtle knife as a transitional object for Will may symbolise the adolescent’s internal anger towards society which has left Will trapped in such a desperate situation with his mother. The state to which Will has to withdraw in order to properly use the subtle knife resembles the state to which the little child retreats through playing, but he is more reluctant than Lyra to renounce the failed family romance. When Giacomo Paradisi starts to teach Will how to use the knife, he asks him to ‘concentrate’, to ‘focus’ his mind, but Will is not yet ready for such a mental exercise. His mind remains distracted by the memory of his frightened and unhappy mother and by the horrible pain caused by the cutting of his fingers. With the help of a comforting gesture from Pantalaimon, Lyra’s dæmon, and with Lyra encouraging him to enter a trance like the one she goes into when using her alethiometer, Will is invited to occupy a potential space; somewhere in which he can learn how to master the capacity of playing with his transitional object. Despite the initial success in temporarily controlling the subtle knife, Will recurrently struggles in its use. He often loses concentration amid thoughts wavering between regressive thoughts about his mother, and his ambition to help Asriel in his rebellion and by so doing developing his sense of independent, masculine individuality. He tells Lyra: ‘I’m divided, I’m pulled apart’ (p. 690). Significantly, the bear Iorek Byrnison once tells Will: ‘when you talk of the knife, you talk of your mother and father’ (p. 689). So the potential space required for Will to progress into a state of subjectivity separate from the area of the mother is viewed as subjected to Will’s ebbs and flows in his experience with the subtle knife.


  Even when Will becomes more experienced in using the knife for opening windows between worlds, the image of his mother often intrudes into his mind. It was the picture of her face that brings about the break of the knife. Will’s need to have his knife repaired is also fed by his desire to be able to access the world in which his mother lives. He tells Lyra that he is afraid of the possibility of being unable to see his mother anymore if he is stuck in another world:


  From nowhere a memory came to him: he was very young, and it was before her troubles began, and he was ill. All night long, it seemed, his mother had sat on his bed in the dark singing nursery rhymes, telling him stories, and as long as her dear voice was there, he knew he was safe. He couldn’t abandon her now. He couldn’t! (p. 684).


  Though a sense of devotion to his ill mother is clearly present, this passage signals Will as merging into the mother’s realm and finding difficulty in becoming independent. What Will needs is to understand that his mother is existent, but so is he, and only in forsaking her can he secure a healthy progression towards adulthood.


  In adolescence Winnicott concedes that growing up requires more independence from parental support. Maturation or adopting an adult status is not a natural process that can be achieved through time and inward development alone: ‘growth is not a matter of inherited tendency; it is also a matter of a highly complex interweaving with the facilitating environment’ (Winnicott, 1971, p. 144). Soon after the knife is repaired by the bear Iorek, Will attempts to close his mind temporarily to his mother: ‘instead of trying not to think of his mother he said to himself: Yes, I know she’s there, but I’m just going to look away while I do this…And that time it worked’ (p. 727). Owing to the genuine surrogate support of Lyra and Iorek, Will’s subjugation to the maternal dominance recedes allowing him more space for a mature subjectivity to emerge successfully.


  Will’s reluctance to embrace a secure position in relation to others is also linked with his severed relationship with his father. This relationship has been marked with longing and deprivation since Will’s childhood. Will has always had his version of family romance which involves his father returning home and undertaking the responsibility of his mother so that he can lead a normal life: ‘I could just go to school and have friends and I’d have a mother and a father too’ (p. 490). Through reading his father’s letters sent to his mother during the father’s expeditions in the North, Will is offered the first opportunity to know his father as a person rather than a distant memory. The letters readily allow Will to retreat once again to the fantasy of the happy family, but more importantly by learning about his father’s discovery of a window in the air, Will realises that he is sharing the same extraordinary discoveries with his father: ‘he felt deeply happy that he had something so important to share with his father; that John Parry and his son Will had each, separately, discovered this extraordinary thing’ (p. 383).


  However, Will’s short-lived meeting with his father at the end of The Subtle Knife (1997) is far from satisfactory in emotional terms. The father and son have a fierce Oedipal fight before Will receives treatment for his wounded hand and instructions to pursue the mission of fighting on the side of Lord Asriel. Their brief encounter, however, abruptly ends with an arrow killing John Parry an instant after they recognise each other. In his ensuing journey, Will is guided and protected by the two angels, Balthamos and Baruch, and trained by Iorek. Their continuous support and nurture compensate in part for Will’s paternal loss securing him a facilitating environment for making his own decisions. Will does not disregard his father’s instructions, but prioritises the more urgent need to rescue Lyra. Will even appears more self-determined and responsible during his encounter with his father’s ghost in the journey into the underworld. In an assertive tone, Will avows to his father’s ghost:


  [Y]ou said I was a warrior. You told me that was my nature, and I shouldn’t argue with it. Father, you were wrong. I fought because I had to. I can’t choose my nature, but I can choose what I do. And I will choose, because now I’m free’ (p. 854).


  Here is a denial of authoritative influence on a child’s trajectory of growing up. One might also argue that Will’s surrogate parenting, by a homosexual couple (the angels), and a bear, substantially revise and modernise the more traditional patriarchal trajectory, whereby the son imitates and psychologically becomes the father.


  Surrogate Parents


  The role of the surrogate parenting is important for both Lyra and Will, and cannot be disregarded in their emotional and personal development. Their relationships with the bear Iorek, the witch Serafina Pekkala, Farder Coram, the aeronaut Lee Scorsby and particularly Mary Malone compensate in part for the loss of adequate relationships with their biological parents as Amelia Rutledge (2008, p. 119-134) has lucidly argued. The continuous support and encouragement provided by these paternal and maternal surrogates are extremely significant in facilitating the necessary space for both Will and Lyra’s maturation and bridging their experience of fantasy and reality.


  When a child achieves independence from the mother, the loss of the value of the transitional object is anticipated: ‘its fate is to be gradually decathected […] it is not forgotten and it is not mourned. It loses meaning, and this is because the transitional phenomena have become diffused’ (Winnicott, 1971, p. 5). The mother is recognised as an external reality rather than an incorporated image of the child’s own.


  Both the alethiometer and the subtle knife lose their original values as precipitators for separation from the external realities, when Lyra and Will arrive at a stage of significant maturation. Although Will’s termination of his relationship to the knife is definite and complete, Lyra’s relationship to the alethiometer is not completely ended. The alethiometer has lost its value as an object Lyra can communicate with by means of unconscious grace, but she may be able partially to recover its use one day by means of conscious grace attained by hard work. Likewise, Will has to end his relationship to his own transitional object, the subtle knife. Will has to think of unbreakable love and this time it is not the image of his mother that breaks the knife but rather Lyra’s.


  Implicit in this view is Pullman’s ambivalent attitude towards growing up and his fantasy–realism dichotomy. In Lyra’s world the irreversible loss of dæmon’s fluidity marks its subject’s crossing over into ‘fixed’ adulthood. This crossing over into a state of maturity is equally identified by the loss of grace which for Lyra is concomitant with her loss of creative capability of spinning fantasy stories. In both cases, Pullman has created a substantial boundary between adulthood and childhood spaces of being. Yet the possibility of Lyra using the alethiometer as an adult provides the possibility of a continuity between the early time of childhood and approaching adulthood that is mirrored perhaps in what adults can gain in reading literature written originally for children.


  The withdrawal from their transitional objects is achieved through Mary Malone’s role as a tempter. She allows Lyra and Will a space of experimentation which initiates a distance from their objects. Upon their recognition of the impossibility of living together in one world because their dæmons’ lifespan will be limited in other worlds, Will and Lyra have to build their versions of the Republic of Heaven in their respective worlds separately. The ability to be able to make successful transitions from and negotiations with the loss of external objects is part of what it means to be an adult. The two adolescents’ irreversible progress towards adulthood is evoked by the scene in which their dæmons assume their permanent shapes.


  Conclusion


  The trilogy bridges binaries and boundaries associated with growing up on multiple levels by its exploration of adolescent dynamics and themes. On the narrative level, at times, there is neither such segregation between childhood and adulthood, nor between fantasy and reality. The trilogy depicts an adolescent potential space in which the two protagonists acquire greater complexity.


  Lyra’s progression towards adulthood is bound up in Pullman’s dialectics with adopting more realistic vision.3On the level of the reader’s experience, His Dark Materials creates a psychological space for the adult reader to recover an ‘adolescent’ sense of potentiality. The adolescent text becomes our transitional object in which the fantasy brings us to the reality of our psychological experience of adolescence. The fantasy genre of young adult fiction immerses the reader in the potentiality of metamorphosis, of becoming rather than being. His Dark Materials may be interpreted as facilitating the transitional atmosphere for the adult reader to be transformed temporarily into a space where fantasies and realities are diffused and dispersed in the intermediate territory between the internal reality and the external world of the reader. For adult readers, in a complementary contrast the potential space of fantasy genre recovers a sense of potentiality and envisions ways of life that might serve to critique aspects of the world we inhabit.


  Notes


  1 Tolkien’s fantasy offers us an alternative to our own world. The work’s internal consistency, which provides the fictitious world’s reality, invites us to suspend our disbelief.


  2 It is significant to note that Klein deliberately distinguishes between phantasy and fantasy. Whereas ‘phantasy’ is used to represent unconscious mental processes, ‘fantasy’ denotes conscious mental images (Mitchell, 1986).


  3 One typographical indication of the transition from psychological child-like fantasy to reality is that the simple visual images that mark the beginning of the chapters in Northern Lights and The Subtle Knife are replaced with quotations from classical literature and philosophy in The Amber Spyglass (2000), thus underlining the densely intertextual nature of the third, ostensibly more ‘adult’, volume of the trilogy.
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  ed. Steven Barfield and Katharine Cox


  Jefferson NC and London: McFarland & Co., 2011. 280pp. ISBN: 9780786440306


  Since the publication in 2000 of The Amber Spyglass, the final book in Philip Pullman’s His Dark Materials trilogy, there has been a plethora of critical analysis, literary and populist, written on the texts. Marketed initially as children’s/young adult literature, but swiftly appropriated, like J.K Rowling’s Harry Potter books, by an adult audience, Pullman’s dense narratives have provoked responses from academics working on children’s literature, on religion, on science, on ethics; from philosophers, dramatists, film makers and psychologists; from religious groups and from the wider public generally. It is hardly surprising, then, that a swift trawl of the internet reveals a mass of material, from critical essays to articles in the popular press and fanzines. Barfield and Cox’s edited collection joins texts such as Millicent Lenz and Carole Scott’s His Dark Materials Illuminated: Critical Essays on Philip Pullman’s Trilogy (2005), Nicholas Tucker’s Darkness Visible: Inside the World of Philip Pullman (2007), Philip Pullman: Master Storyteller (2007) by Claire Squires and, in more populist mode, Tony Watkins’s Dark Matter: A Thinking Fan’s Guide to Philip Pullman (2004) and the Rough Guide to Philip Pullman’s ‘His Dark Materials’ (2007) by Philip Simpson. As the range of publications and concomitant levels of interest suggest, the intellectual and literary status of the material available is variable. For an academic, or an undergraduate or postgraduate student, a good critical essay can be hard to find.


  Therefore, as an academic who lectures on children’s literature and has supervised numerous dissertations on Pullman’s trilogy, it was with great enthusiasm and high expectations that I opened this collection. The editors promise that they have brought together ‘academics from various literary, philosophical and theatrical fields who read His Dark Materials in a range of innovative and original ways’ (p. 1). The text is divided into four sections, presumably reflecting the ‘literary, philosophical and theatrical fields’ promised, but while the section titles ‘Dramatizing His Dark Materials’ and ‘Religion, Sexuality and Gender’ make clear the themes and content of their essays, ‘Adversaries and Influences’ and ‘Traditions and Legacies’ seem less coherent. The former section certainly offers examples of earlier literary influences, but the ‘adversarial’ aspect is less obvious. The final essay here, ‘“Dark Materials to Create More Worlds”: Considering His Dark Materials as Science Fiction’ by Steven Barfield, is, as its title suggests, genre-based and surely therefore belongs in ‘Traditions and Legacies’, a section that brought together essays dealing variously, sometimes simultaneously, with genre, theory, gender, social class and social and cultural context. Nonetheless, the collection contains some very good material, and perhaps it is precisely the diffuse and overtly intertextual nature of Pullman’s work that invokes cross-disciplinary responses which are hard to categorise.


  The two essays on staging His Dark Materials further demonstrate the difficulties and potential for unevenness in analysing and dramatising an innately multi-generic, multi-layered novel that plays out its narrative across multiple worlds. Patrick Duggan’s ‘Staging the Impossible: Severance and Separation in the National Theatre’s Adaptation’ shifts, in a sometimes confusing way, between commenting on stagecraft and the difficulties of staging Pullman’s text; trauma theory; the stage version of the novels, and the novels themselves, precisely enacting the impossibility suggested by the essay’s title. Karian Schuitema’s ‘Staging and Performing His Dark Materials: From the National Theatre Productions to Subsequent Productions’ also articulates these problems, made evident in its short history of a variety of theatre adaptations. But as the theatre critics cited by Schuitema point out, ‘theater [sic] adaptation’ collapses ‘the broad sweep of the Pullman multiverse’ and ‘the intertextuality of the novels is party [sic] lost’ (p. 243). Much of the essay records an interview with an artistic director, which may be of great interest to those specialising in drama but which is less useful to the literary researcher.


  Each of the other three sections has strengths and weaknesses. The star of ‘Religion, Sexuality and Gender’ is Sally Munt’s brilliant queering of Pullman’s text in ‘After the Fall: Queer Heterotopias’. Munt seamlessly – and accessibly – weaves complex theoretical concepts into her readings of His Dark Materials. This is an intelligent, engaging and persuasive piece that, while focused on gender and sexuality and their role in the formation of the self, draws on religion, Freudian psychoanalysis, science and philosophy and considers His Dark Materials to be ‘a very Foucauldian project’ that can be related to Foucualt’s ‘constructive reworking of Enlightenment self-fashioning’ (pp. 214-5). Sarah Gamble’s ‘Becoming Human: Desire and the Gendered Subject’ is also excellent, reading the trilogy in the context of Judith Butler’s theoretical analyses of sex and gender and the construction of identity. Gamble suggests that despite Pullman’s text appearing to be ‘an uncritical reification of conventional gender binaries’ (p. 200), it finally and radically concludes by opening up ‘new possibilities of living and thinking […] beyond the limits of the heterosexual couple’ (p. 201).


  The other three essays in this section are less persuasive: John Hayden Baker’s ‘The Man Who Walked with God […]’ seems to follow a popular pattern in arguing that Pullman’s trilogy is anti-religious. Baker reads Pullman’s demonic villain, Metatron, as a debased version of the biblical figure of Enoch, the ancestor of Noah featured in the Apocryphal Book of Enoch. According to Baker’s argument, Pullman’s trilogy articulates the author’s opinion that superhuman authority as represented in religion as a recipe for ignorance, repression and slaughter. The essay is interesting, but perhaps ascribes too much significance to what is a relatively minor biblical reference in the trilogy. Tommy Halsdorf and J’Annine Jobling’s essays both struggle with this complex text but in different ways. Jobling’s insistence that the Western and Christian philosophies His Dark Materials engages with have parallels with Buddhism and Eastern philosophy is fascinating but reaches no conclusion. Halsdorf’s essay wanders less interestingly across issues of gender, sexuality, religion and theatre, but has a strong conclusion. His contention that Lyra/Eve is, ultimately, a redemptive figure and that her ‘fall’ is positive, reverses the more usual biblical pattern and is convincingly argued.


  ‘Traditions and Legacies’ is perhaps the most coherent section. Steven Barfield and Martyn Colebrook’s ‘Revitalizing the Old Machines of Neo-Victorian London’ is an innovative exploration of Pullman’s use of steampunk and Victoriana in the narrative construction of the trilogy, most particularly in the representation of London, a location central to both genres of fiction. ‘Revisiting the Colonial: Victorian Orphans and Postcolonial Perspectives’ by Laura Peters, offers a nuanced reading of the orphans in His Dark Materials as ‘powerful metaphor[s] for racial and cultural difference’ (Barfield and Cox, 2011: 95), although the postcolonial theme at times feels strained. Nicola Allen’s ‘Exploring and Challenging the Lapsarian World of Young Adult Literature’ is persuasive in its analysis of the ‘Eve’ figures in the trilogy and forges links between the feminine and social class, but the brief comparisons to J.K. Rowling’s Harry Potter series and Kevin Crossley Holland’s Gatty’s Tale were reductive and felt redundant.


  In ‘Adversaries and Influences’, Phil Cardew’s ‘“When I Grow Up I Want to Be…”: Conceptualization of the Hero Within the Works of C.S. Lewis, J.R.R. Tolkien and Philip Pullman’ ignores Pullman’s stated dislike of being coupled with these other writers, but compensates perhaps by having very little to say about His Dark Materials. The essay is undoubtedly literary, if rather old-fashioned, but lacks engagement with the text central to the collection. Elizabeth Eldridge’s contribution by contrast is less literary and very confused, raising too many ideas and touching on too many theories without fully developing any, while sharing with Cardew’s essay a disregard for Pullman’s distaste for comparisons with Lewis and Tolkien. Eldridge’s piece is also severely marred by numerous typos and misspellings that should have been spotted in the proofs; she is not alone here as this is a recurring issue in the text as a whole.


  Rachel Falconer’s ‘Recasting Milton’s Paradise Lost: Intertextuality, Storytelling and Music’ and Barfield’s ‘Dark Materials to Create More Worlds: Considering His Dark Materials as Science Fiction’ compensate for the weaker essays in this section. Barfield makes an engaging exploration of ‘Christian Science Fiction’ and its development before going on to analyse Pullman’s deconstructive approach to and use of the genre. Falconer’s contribution is a nicely balanced account of the relationship between Milton’s work and Pullman’s fiction, set in the context of the modern child reader, and makes excellent use of the texts in a scholarly yet accessible manner. Overall, however, my high expectations of this collection were, with some notable exceptions, not realised. The unevenness of the contributions, the at times tentative links between essays, and above all the weaknesses in presentation eroded the volume’s integrity, bringing its academic value into question. The collection certainly builds on and enhances existing criticism of Pullman’s trilogy, but I was left feeling it could have done so much more.


  Heather Worthington is Reader in English Literature at Cardiff University, and has research interests in and has published work on children’s literature and crime fiction.


  


  Humor in Contemporary Junior Literature


  by Julie Cross


  New York and Abingdon: Routledge, 2011. 246pp, hardcover. ISBN: 9780415882675


  There is no subject more foggy or elusive, none more full of exceptions and half-rules, nor generally more difficult to analyse, than humour. The basic theories of humour are of long standing: that it is based on the perception of incongruity; or on the ‘relief’ experienced at (for example) the breaking of taboos; or that it arises from the superiority we feel when watching someone else slip on a banana skin (Hobbes’s ‘sudden glory’). All have their adherents, and their longevity suggests that each captures something important to the experience of humour. Nevertheless, each of them floats relatively free of the others, as if they were theories of different things entirely. Physicists search for a unified theory of the universe, but no one has yet found a unified theory of humour.


  Humor in Contemporary Junior Literature does not set out to develop such a theory. Rather, it draws on all these approaches in order to give an account of a particular category of humorous literature, that written for junior children and published in English over the last half-century (some earlier precursors are also covered, in so far as they illuminate the book’s main subject). The book is particularly strong on the ways in which superiority humour becomes refigured in junior texts, where the identification of readers with either the child characters or the narrative voice may determine, for example, whether they are laughing at the children (and, by extension, themselves and the state of childhood) or at the adults in the story. In a strong chapter on ‘Gendered Humor’, Cross demonstrates that texts for girls have been far more liable to find humour at the expense of their protagonists than those for boys, an eloquent example of the way in which literature socialises girls to be self-deprecating.


  Cross’s book draws on many primary texts, and the result is in part a kind of formal taxonomy, which ranges from ‘low’ forms of humour based on scatology or simple wordplay, to more sophisticated types involving such features as metatextuality and irony. Cross does not wish to set up a hierarchy that would value certain styles of humour as intrinsically more worthwhile than others, nor (despite some nods to developmental psychology) do these differences necessarily correlate straightforwardly to different age groups. Humor in Contemporary Junior Literature functions as more than a taxonomy of humour types, however. Cross also has a historical thesis. Central to her book is a sense of humour’s internal development over the period of her study, which she argues shows a tendency towards children’s empowerment both as characters and as readers, and culminates in texts reflecting what she calls (borrowing the phrase from James and Prout) the ‘emergent paradigm’ of childhood. The ‘emergent paradigm’ is identified with a conception of children as active rather than passive participants in the framing of their own world, who are self-conscious and boundary-testing, and whose play is experimentally transgressive. Humour then becomes one tool for finding (or, better, constructing) a place for themselves within society. Cross associates this new conception of childhood with the rise of the children’s rights movement in the 1970s and ’80s. In formal terms, the emergent paradigm is notably eclectic, combining many of the humour types previously found separately. The book culminates with an extended analysis of this paradigm as incarnated in Andy Stanton’s books about Mr Gum, beginning with You’re a Bad Man, Mr Gum! (2006).


  Intriguing as this trajectory is, Cross also sometimes resorts to a cruder kind of historicism. Can the arrival of scatological humour in books for girls be seen as an aspect of ‘laddette’ culture, ‘aping the least admirable codes and values’ of masculinity, for example (p.138)? Was the Surrealist movement a major influence on writers of post-modern nonsense books for children? Did the dark work produced by Mervyn Peake and Edward Gorey result from ‘the deleterious effects of the First World War’ (p.115)? Perhaps – but as presented these are no more than speculations, and not always obviously plausible ones. Gorey, for example, was not born until seven years after the War’s conclusion, and his work did not begin to be published until the 1950s. Even the overall thesis of the book, that the political discourse of children’s rights had a direct effect on the kinds of book that were being written and published for children, would be strengthened if some acknowledgement of this influence were to be cited, whether by authors, publishers or others. But this is a treatment that focuses very tightly on textual criticism, and as a result its extra-textual claims lack sufficient authority.


  Cross’s book is a worthwhile addition to a literature on humour that is itself still in many ways ‘emergent’. At times it seems in too much of a hurry to cover the necessary ground: certainly the book as it stands is at its most successful when it takes the time to consider a particular text or author at some length. I could wish that there were more case studies like the one on Stanton, where Cross gives herself room to develop her readings. The book’s origins as a PhD thesis are rather too apparent; and, as so often with academic work on humour, one longs for more jokes – but Cross has produced a text that makes a serious and useful contribution to the field.


  Catherine Butler teaches English at the University of the West of England, Bristol, and is a writer for children and young adults. Her academic publications include Four British Fantasists (Scarecrow/ChLA 2006), and she is co-editor of the forthcoming New Casebook, Roald Dahl (Palgrave 2012).


  


  History and the Construction of the Child in Early British Children’s Literature


  by Jackie C. Horne


  Farnham and Burlington VT: Ashgate, 2011. 283pp. ISBN: 9781409407881


  I won’t pussyfoot around: this is a brilliant, exemplary work of scholarship; a model for anyone in the field of children’s literature studies who wants to see how to undertake close readings of texts informed by extensive knowledge of the historical period and the various discourses operating. Moreover, Jackie Horne’s writing is a model of clarity. In addition, I hardly spotted a single typo in the whole book (okay, there’s one or two on pp. 25-6).


  The eighteenth century is becoming increasingly enriched as scholars look more closely at this formerly neglected period, previously subject to a rather hasty dismissal. Horne argues that it would be wrong to try to understand children’s literature of this time by using adult literature as the point of comparison, and the novel in particular; rather, she says, we should turn to the writing of history, which was seen as providing far more exemplary models, the novel itself being a rather suspect form. By today’s standards the characters of these early works might appear ‘flat’ but, she suggests, this was deliberate, it being reasoned that the simple, ideal types ‘would provide the sharpest spur to readerly emulation’ (p. 13). However, this notion would shift over the course of the nineteenth century, allowing more rounded and flawed characters to be presented, reflecting the shift towards a more child-centred nurturing, coupled with a belief that children developed through identifiable stages. Horne usefully draws on Deidre Shauna Lynch’s work, too, suggesting that the shift from flat to round characters in adult fiction was something specifically championed by an elite culture, seeking to preserve its distinctiveness. But a desire for deeper characters simultaneously led readers to develop their own sense of having a rich interiority.


  This shift to more rounded characters also reflected a change in the writing of history, where the notion of depicting exemplary figures was superseded by the idea that readers should be able to empathise with people of other times and places. In short, the idea of identifying with characters was born (it is not a universal quality). As Horne makes clear, without being aware of the specific socio-historical context of these works there is a tendency to read them in terms of contemporary ideas, seeing them as deficient, perhaps, because they don’t chime with our more familiar notions of the Victorian, ‘a progressive Romantic ideology of the child’ (p. 19). Horne makes these neglected, transitional texts central to her study: those that ‘struggled to negotiate the often contradictory demands’ between ‘the old exemplar character and the new, emotionally evocative one’ (p. 21).


  We have four meaty chapters discussing these texts, beginning with one that looks at more socially inclusive and emotionally charged versions of the Robinsonade (‘The Emergence of the Ordinary Parents and Children on the Deserted Isle’). She examines two continental versions – Johan David Wyss’s The Family Robinson Crusoe (1814) and Jeanne Sylvie Mallès de Beaulieu’s The Young Robinson, to give it its English title (1825; orig 1818) – and two English versions: Barbara Hofland’s The Young Crusoe (1828) and Ann Fraser Tytler’s Leila, or The Island (1839). Horne credits the latter two with avoiding any simplistic embracing of ‘one end of emotion/authority feminine/masculinity binary [sic]’ (p. 25), calling ‘readers’ attention to contradictions inherent in constructing a discourse of parental authority linked to sympathetic engagement, creating a child subjectivity aware of ambivalences, contradictions, and subtleties’ (p. 26).


  In Chapter 2, ‘Deadly Islands: The Function of Death in the Juvenile Robinsonade’, Horne goes on to examine a ‘sub-genre’ of this form where a major character dies. She considers Frederick Marryat’s Masterman Ready (1841-2) and Jefferys Taylor’s The Young Islanders (1841), setting these against competing discourses about the nature of the child: ‘the inherently sinful child of Evangelical discourse, and the inherently innocent child’ (p. 26). Chapter 3, ‘Engaging Histories: Fictionalized History for Children’ looks more directly at history, and at how notions of the exemplary figure feature across time, looking at works by Jefferys Taylor again, and by Agnes Strickland and Harriet Martineau. She notes a general shift towards an ‘identification with “ordinary” figures’, an engagement with the lives and feelings of these historical figures and ‘a newfound awareness of the radical alterity of the past’, creating, in the process, a new hybrid form that Horne terms ‘fictionalized history’ (p. 26).


  Finally, Chapter 4, ‘“Men in Petticoats” and Girls in Pants: The Construction of Femininity in Early Historical Romance and Fiction for Girls’ looks at ‘gender anachronism’ (Miriam Burstein’s term): ‘a new late eighteenth-century awareness that women in different times and in different societies may have been subject to different moral and social standards than contemporary women, standards which may have shaped their behavior accordingly’ (p. 27). Again, this shift shows a move away from notions of women having a timeless essence, as the exemplary model had formerly suggested. But Horne cleverly modifies Burstein’s concept, speaking instead of ‘gender chronism’, which ‘suggests that certain actions, thoughts, and beliefs considered to be outside the realm of the feminine could in fact exist in a woman – but only at a specific moment and a specific place in historical time’ (p. 28). Here Horne looks at the anonymous The Beautiful Page (1802), Barbara Hofland’s Adelaide, or, The Intrepid Daughter (1823) and Agnes Strickland’s amazing Alda, or the British Captive (1841). As Horne argues, Hofland’s novel, a book least comfortable with gender transgression, was the most popular, whilst Strickland’s Alda, which is truly transgressive in all sorts of ways, ‘was greeted by lackluster sales’ (p. 28). Strickland’s novel is certainly one that it would be worthwhile searching out – and, if not exactly boosting its sales, at least increasing its visibility and readership.


  I particularly like the way that Horne gives each of these novels the necessary space, allowing her to move away from the tired verities about the shift from instruction to amusement that short summaries tend to rehearse. As she puts it,


  Many of these novels may appear strange, deficient, even unworthy of such detailed attention, especially when read with current-day aesthetic standards in mind. Yet only when we look at such texts in detail, and set them in relation to the cultural, historical, and aesthetic standards of the times in which they were written, can we begin to recognize their innovativeness, their attempts to intervene in cultural and intellectual debates of the period, and the impact they had on later writing for children (p. 28).


  The richness of Horne’s text, based not just on in-depth scholarship but also on a genuine enthusiasm for her subject matter, certainly gives us with the necessary tools to take her studies further. This is a most instructive read (I might even say ‘exemplary’), even if one is not an eighteenth-century specialist.


  David Rudd is Professor of Children’s Literature at the University of Bolton.


  


  Children’s Literature in Context


  by Fiona McCulloch


  London and New York: Continuum, 2011. 172pp. ISBN: 9781847064868 (hbk); 9781847064875 (pbk)


  This book is part of a series, ‘Texts and Contexts’, which offers not only ‘contemporary responses to selected texts’ but also, it states, ‘“Review, Reading and Research” sections at the end of each chapter’ (p. viii). Well, no, it doesn’t. Only the second of five chapters does the latter. Two other chapters offer ‘Reading and Research’, but the two remaining offer none of these ‘three Rs’. While I don’t like beginning a review with the negatives, there is something seriously wrong with the editing of this book – and I hope that the blame can be shifted onto the publishers rather than the author (some of it, in fact, a result of a complete lack of copy-editing). But the result is a book that, because of its extensive errors, I could not possibly recommend to students, let alone fellow academics. It does not just mirror bad practice; it is also, more straightforwardly, unreliable.


  For a start, it is repetitive, often recycling information, such as informing us on p. 105 that ‘Lord Voldemort [is] (an anagram of his real name, Tom Marvolo Riddle)’, then again five pages later: ‘Tom Marvolo Riddle is an anagram of I am Lord Voldemort’ (p. 110). However, the worst example comes when the repetition occurs on the very same page, where we read of Julie Bertagna’s Exodus that, ‘as a futuristic eco-novel, it is set in a dystopian Glasgow that is now submerged due to the flooding caused by accelerated climate change’, only later in the same paragraph to be told that it is ‘a futuristic eco-novel set in a dystopian Glasgow, now submerged due to the destruction caused by accelerated climate change …’ (p. 130). At other times, this book simply reads like a first draft, making errors that someone should have picked up on; e.g. Carroll’s Alice books1‘are two of the most prominent new Victorian fairy tales. Others included Edward Lear’s A Book of Nonsense (1846) …’! This sentence then forgets where it is going (perhaps Lear’s fault), for it ends up stating, as if in afterthought, that ‘Oscar Wilde turned his hand to writing fairy tales’ (p. 36).


  Then again, sometimes the book is just plain wrong. We are told that ‘childhood divinity was represented in the iconography of paintings by, for instance, John Ruskin and Kate Greenaway’ (p. 15). Well, Ruskin was himself once represented as a child (in James Northcote’s famous portrait), but is not known as a child painter himself, and though he did once ask Greenaway to have her children wear fewer clothes (if not appear déshabillé), hers could hardly be described as divine beings, unlike, say, those of some other artists (Blake’s or Thomas Gotch’s). Getting back to the facts, McCulloch also quotes Marx’s famous passage about religion being the opium of the masses, but fudges the rhetorical contrast: ‘the sentiment of a heartless world and the soul of soulless conditions’ (pp. 119-20), rather than ‘the heart of a heartless world’, of course. Discussing The Wonderful Wizard of Oz, McCulloch speaks of ‘the storm … that transports her to the other side of the rainbow’ (p. 77) – an image that she not only recycles (‘her name is Dorothy Gale and she rages with the same torrent that transports her over the rainbow’: p. 78), but seems to forget that the book has no rainbow, let alone a torrent: it is a cyclone that strikes in this dusty place; moreover, the name ‘Gale’ only appears in later books of the Oz series.


  Beyond this, there are just too many errors that seem to have slipped an editorial eye: ‘Hans Christian Anderson’, ‘Newberry’ (p. 36), ‘Derrida’s concept of Difference’ and ‘logocentricism’ (p. 55), ‘Wordsworth’s Preludes’ (p. 13), etc. In ‘Pullman’s dialectic trilogy’ (p.119) – whatever that is – the daemons shift from ‘daemone’ to ‘demon’ in the course of a few lines (p. 123); ‘Charles Perrault is one of these earliest morally didactic fairy tales’ (p. 36), we are told elsewhere; and ‘Alice is obsessed with an orality impulse’ (p. 52). Some of these errors are simply down to proofing (or its lack), e.g.: ‘drawing as on John Milton’s Paradise Lost’ (p. 112), ‘the possible of alternative worlds’ (p. 124), ‘the citizens … are negated of a communal story’ (p.136), and ‘it is privileges realism’ (pp. 141-2) – to give just a smattering; but how anyone missed the oversize font on p. 128, is perplexing at the least; and then there’s the tautologies: ‘a superficial veneer’ (p. 100), ‘surface veneer’ (p. 134), and ‘a palimpsest overwritten’ (p. 114), again, to give a selection only. Indented quotations of characters’ direct speech seem to have been systematically stripped of quotation marks (e.g. pp. 111, 123, 124) – and, lastly, don’t rely on the index.


  All this is such a shame. I came to this book full of hope, having enjoyed Fiona’s previous monograph (The Fictional Role of Childhood in Victorian and Early Twentieth Century Children’s Literature, Lewiston: Edwin Mellen, 2004), which seems to have suffered critical neglect. And I have to admit to being initially engaged by this volume when I noted my own name in a section heading, along with those of James Kincaid, John Stephens, Perry Nodelman and Hugh Cunningham – and I am, indeed, honoured to be there. But even this section is misleading. It discusses these critics, certainly, but then continues with what should obviously be a separate section about fantasy (discussing Todorov, Jackson, and Armitt).


  The shame is that, for a reader who knows what to trust in this book, there’s some sound material, but not so for the novice. McCulloch begins by looking at how the concept of childhood has developed over the centuries (in ‘Social and Cultural Context’). There are some dangerously loose statements – for example, the claim that it is ‘generally agreed that the concept of childhood was introduced around the eighteenth century’ (p. 3) – but errors and typos aside, there’s also much of value. The second chapter then looks at the ‘Literary Context’, which, after discussing early children’s literature, discerns three ‘golden ages’, the third emerging in the new millennium. McCulloch should perhaps have framed this as a question, as she refers to ‘prolific publishing’ causing ‘critics to ponder whether we are now in a new golden age of children’s fiction’ (p. 42). Unfortunately, though, no critics are named, and quantity alone does not gold thereby make. McCulloch also defines ‘crossover fiction’ at this point, though it has been mentioned, undefined, earlier (p. 25), and is defined for us again later (p. 126). This completes the ‘Contexts’ part of the book, with ‘Texts’ being treated over the rest of the volume. There is an imbalance here, however, with chapter 3 (itself called ‘Texts’) running for ninety pages, leaving fifteen pages for chapter 4 (‘Critical Contexts’) and a mere three for the final chapter, ‘Afterlives and Adaptations’, only half of which (i.e. one-and-a-half pages) comprises main text.


  ‘Texts’ examines Carroll’s Alice books, Stevenson’s Treasure Island, Baum’s Wizard of Oz, Burnett’s Secret Garden, Lewis’s Lion, the Witch and the Wardrobe, Rowling’s Harry Potter, Pullman’s His Dark Materials and the first two parts of Julie Bertagna’s trilogy: ‘Just finished being written, it is absolutely contemporary: as young-adult fiction, Exodus shows a growth in childhood developed within children’s literature…’ (p. 124). About each text, McCulloch makes some insightful comments – not easy with such picked-over volumes – but the writing, and the attempt to cover such a lot of ground, also makes for some unfortunate statements. Lacan, for instance, is not renowned for claiming that ‘we go through life trying to plug the hole in our soul’ (p. 53), and I don’t think Kristeva would like the topographical (if not missionary!) implications of McCulloch’s claim that ‘the semiotic exists underneath the symbolic order’ (p. 98), rather than seeing the two as inevitably conjoined and interpenetrating. In drawing on theoretical work like this, McCulloch is not averse to stretching her readers; however, at other times, one feels a sense of being talked down to. In discussing Pullman’s trilogy, for example, we are informed that ‘Milton’s poem …is a commentary upon the politics of the historical period in which he is writing, so it is a political allegory’ (p. 114).


  Finally, in the chapter ‘Critical Contexts’ (the one following this is the three-page chapter), we have the views of those mentioned earlier, but also those of some other ‘academics who specialize and publish in the area, including Jacqueline Rose …’ (p. 141). I’m not sure that Rose would designate herself in this way, though she might enjoy seeing her one contribution to the area being described as a ‘bestseller’. Kimberley Reynolds and Peter Hunt are also discussed, as is Jack Zipes (and in her earlier, somewhat selective list, I see that McCulloch is also mentioned). But I’ll finish by noting McCulloch’s criticism of Hunt, who supposedly sees adult readers as never being addressed in children’s fiction: ‘This seems to give rise to the naïve suggestion that any academic textual deconstruction would by unworthy or perhaps over reading since it would be done by someone unreal’ [sic] (p. 147). Er, what can I say but, ‘Discuss’!


  Note


  1 Unfortunately, Carroll’s Through the Looking-Glass is repeatedly dated 1872, not 1871; granted, Carroll’s sequel did appear in December, and Macmillan gave it the following year’s date, but most reference books manage to have it correctly.


  David Rudd is Professor of Children’s Literature at the University of Bolton.


  


  Making the Italians: Poetics and Politics of Italian Children’s Fantasy


  by Lindsay Myers


  Bern: Peter Lang, 2012. 263pp. ISBN: 9783039113613


  Ask the average generally well-informed student of children’s literature about Italian fantasy and you’ll be sure to get the title Pinocchio and possibly the name of its author, Carlo Collodi (Lorenzini). This would almost invariably be followed by a long silence during which the person questioned would try unsuccessfully to think of any others. In fact, as Lindsay Myers points out, the majority of Anglophone studies of fantasy for children have concentrated on books written in English, to the extent that knowledge of authors writing children’s fantasy in other languages scarcely goes beyond Collodi, Antoine de Saint-Exupéry and more recently Michael Ende. As a result, our understanding of the complex relationship between the creation of fantasy and the cultural and socio-political climate is inevitably limited. Myers’ highly informative, readable and cogently-argued study goes some way to remedying this deficiency, at least as far as Italian children’s literature is concerned.


  Prefacing her analysis by a brief survey of some of the approaches to the criticism of children’s fantasy, she proceeds to categorise the Italian fantasy works to be discussed in terms that relate to their cultural and socio-political context. Each of the nine ‘structural sub-genres’ she identifies between 1870 and 2010 is associated with a specific historical period and illustrated by detailed analysis of three or four chosen texts.


  Myers begins her study with what she terms the ‘Memoir Fantasy’ (1870-1896), a category which, for reasons she explains later, does not include Pinocchio despite its publication (1883) during this period. Claiming that the books concerned always use a biography/autobiography format, she examines texts about a family of white mice (Baccini), a chicken (Cattermole), and two about porcelain dolls (Cattermole and Gentile),1 relating their popularity both to contemporary anthropomorphic works such as Black Beauty and to the historical situation in Italy. She suggests that to some extent the analogy between the non-human protagonists and children enables the writers to express contemporary concerns about child welfare, even to the extent of the treatment of a female doll being very nearly ‘akin to rape’ (p.32). What seems particularly significant, however, within this period of the Unification of Italy, is the way in which these texts reflect the increased awareness among the middle classes of the need to be charitable towards the poor, and to prevent social disorder by convincing the lower classes of the ‘inherent validity of class structures’ (p. 35).


  Succeeding this, Myers sees ‘Monello’ or ‘rogue’ fantasy (1897-1908) as a development from Pinocchio, regarding its earlier publication as an instance of how ‘texts which occupy a seminal position in the children’s canon are almost always ones that break generic conventions’ (p. 49). Collodi blended the Bildungsroman structure of the ‘memoir’ fantasy with the fairytale (he had recently translated the work of Perrault and other French writers) and the moralising fable tradition. Additionally he appears to have been inspired by the adventure novel, and by his own work as a political satirist, though Pinocchio itself transcended any of these influences and inevitably had a profound effect on contemporary Italian writing for children. Myers suggests that the authors of the three books discussed under this heading, Novelli, Bertinetti and Ghiselli, were all particularly concerned about the limitations of contemporary Italian education, though they also addressed the failings of the legal system, generally expanding on the motifs of Collodi’s classic and relating them to the mechanics of industrial capitalism.


  The novels in the next category, the ‘Microcosmic’ fantasy (1908-15), all use the device of miniaturised human figures who, because of their size, view the world from an alternative perspective. This enables their authors, Fanciulli, Gianelli and Carrara, to comment on human society from their own very disparate viewpoints in a period of warfare and political crisis.


  The ‘Quest’ fantasies (1915-18) were published during the first world war, a period which saw ‘the end to over forty years of liberal rule and pave[d] the way for the emergence of fascism’ (p. 85). The protagonists, one of whom is female, of the chosen texts by Térésah, Rossato and Novelli, all set out on journeys directly related to the war effort but behind the battle lines. Myers suggests that these fantasies, which seem to derive from the domestic story, ‘aim to give their readers “virtual” rather than realistic experiences of war’ (p. 99).


  Myers applies the term ‘Surreal’ fantasy (1919-29) to novels by Vivanti, Rubino and Bontemelli that all ‘begin in the everyday world before proceeding to transport their protagonists to magical realms’ (p. 118). She claims that the previous sub-genres influenced these novels less than did English fantasy, notably the Alice books of which there had been recent translations. More significant, however, is the fact that the novels all ‘engage directly with contemporary Italian culture … [notably] the Italian avant-garde’ (p. 130). All have disturbing atmospheres and unresolved endings, which she suggests may reflect the unease with which the artistic community came to regard the rise of fascism during this period. The novels can be seen as ‘early attempts to assert the artistic freedom of the individual in the face of burgeoning state control’ (p. 143).


  The emergence of the ensuing category, the ‘Superhero’ fantasy (1930-1939), is inevitably linked with the way in which Mussolini was seen throughout Italy at this time though it may also reflect the popularity in Italy of several American superhero books, featuring for instance Popeye and Flash Gordon. The protagonists of the novels by Gorta, Bertinetti and Roghi are all champion sportsmen, but this does not preclude Bertinetti’s subtle inclusion of subversive anti-fascist views.


  After the war, the Community fantasy (1945-50), represented by books by Rodari, Buzzati and Gentile, set in familiar ‘real-world’ locations, all have anthropomorphised protagonists who are seeking for an idyllic, democratic, society to replace the defective one which preceded it. All the novels stress that ‘the transformation of society can only be achieved through a gradual process of civil reform’ (p. 180), so that the link with contemporary social conditions is easy to trace.


  The rapid development of Italy during the period 1950-1980, from being devastated by war towards a prosperous industrial society, is reflected in the way in which children’s writers during this period adapted the mode of ‘Pinocchioesque’ fantasy to express their concerns about some of the social problems being experienced. The novels by Argilli, Ponchiroli, Parca and Rodari analysed by Myers also reveal how aspects of Collodi’s classic work formed the basis for post-modern experimentation with form.


  Finally, Myers gives the title of ‘Compensatory’ fantasy to works by Ziliotto, Tamaro and Gandolfi published between 1980 and 2010. Their protagonists are all human children who have adventures in secondary worlds which are distinguished from the primary world by being ‘warm, spiritual spaces with distinct Christian overtones’ (p. 213), reflecting the concern which the authors feel about the replacement of such values by consumerism and materialism.


  In her Conclusion, Myers admits that her taxonomy has its limitations, though readers unfamiliar with the literature described will inevitably be ill-equipped to challenge any of her categories. At the very least, the book certainly justifies her contention that Italy has ‘a well-established fantasy tradition’ (p. 225) and supports her aim to ‘facilitate dialogue between two bodies of literature and two critical traditions’ (p. 226).


  This book is set to become an indispensable secondary text for Anglophone students of Italian children’s literature. It is to be hoped that Myers’ boldness in presenting her taxonomy will encourage other scholars to amplify and perhaps challenge her classification. The book is extremely fully annotated and has detailed bibliographies. One minor criticism however is that it is not always easy to ascertain the original dates of publication from the bibliography; they can of course be discovered from the text but that can be time-consuming, and in view of the historical nature of the argument, a quicker mode of reference would be useful. I can understand that the author would not want to give the impression that she had consulted first editions where this was not the case, but it would have been helpful to have appended that date in addition to that of the text actually cited. But this is a very small point by comparison with the wealth of material that is opened up, both in relation to children’s literature and concerning the changes in Italian society.


  Note


  1 In this review I have included the shortened names of the writers whose work she analyses, as on the one hand I want to further the attempt to create greater familiarity with these writers, while to give the Italian (and translated!) titles of all the twenty-nine texts analysed would be irksome for the reader.


  Pat Pinsent is Senior Research Fellow at Roehampton University.


  


  Innocence, Heterosexuality, and the Queerness of Children’s Literature


  by Tison Pugh


  New York: Routledge, 2010. 206pp. ISBN: 97801415886338


  It is perhaps no accident that an investigation into childhood innocence of sexuality in literature, and into the inherent contradiction of ideal childness that children cannot retain their innocence of sexuality while learning about normative heterosexuality (p. 1), almost entirely relies for its analysis on fantasy fiction. If innocence of sexuality can’t possibly exist, if it is impossible to create an appropriately socialised adult for heteronormative society without corrupting the (non-existent) innocent child, where else but in magical lands it is appropriate to explore this conflict? In Innocence, Heterosexuality, and the Queerness of Children’s Literature, Tison Pugh investigates this paradox, tracking sexuality as it appears in eight books and series marketed to children and young adults over the last century. While the title of Pugh’s work implies an emphasis on the purported innocence of young childhood, the choice of texts leans older, pushing this analysis towards characters with emergent sexuality.


  Pugh’s choice of texts is telling: five fantasy series (Oz, Harry Potter, His Dark Materials, Artemis Fowl, and Twilight), one historical fiction series written in the early twentieth century about the nineteenth (Little House), the absurdist fiction comprising A Series of Unfortunate Events, and David Levithan’s utopian Boy Meets Boy. Boy Meets Boy is the closest this collection ever comes to examining contemporary or even late twentieth-century realistic fiction for young readers. The analysis thus ignores the explicit concern with sexuality – and how to identify sexuality as desirable, healthy, and hopefully normative – which has been present in young adult realism since its inception as a marketing category. The analysis perforce also ignores the explicit concern with queerness which has been at least sparsely present in YA for forty years, since John Donovan published I’ll Get There, It Better Be Worth the Trip in 1969.


  Science fiction is also missing from this analysis. While science fiction does not have YA realism’s half-century of explicit interrogation of sexuality, contemporary young adult science fiction – replete with love triangles and dystopian government control of teen sexuality – certainly provides fodder for investigation. From Scott Westerfeld’s Uglies series with its homosocial friendships and government-mandated gender presentation, to Allie Condie’s Matched series with mandated (heterosexual) partnerships, to Gemma Malley’s Declaration series and its banned reproduction, to the normativised sexual assault of Julia Karr’s XVI, YA science fiction is chock-full of concerns about adolescent desire and its relationship to societal norms and mandates. In 1985, Perry Nodelman, in ‘Out There in Children’s Science Fiction: Forward into the Past’, identified the oddly conservative leanings of much of the science fiction for children and young adults. Seen through this lens, YA science fiction’s concerns with innocence and sexuality, are ripe for further investigation.


  But the narrow focus of Pugh’s investigation, focusing on a more or less historical progression through these eight works, makes for a stronger analysis than a focus on children’s literature writ large. Perhaps larger conclusions about literature for children and young adults and their ‘fetishized belief in innocence’ (p. 166) shouldn’t be drawn from analysis of fictions drawn from a narrow genre pool, but Pugh’s reading certainly holds for these texts – and perhaps for fantastic and nostalgic fiction as a whole.


  Pugh finds many kinds of non-normative sexuality developing in the young adult protagonists. Oz’s characters combine asexuality with the romantic desire for Frankensteinian and transgendered bodies, Little House’s Laura Ingalls maps her sexuality onto horses, His Dark Materials’ Will Parry feels incestuous desires for his mother, Twilight’s Bella Swan has an erotic obsession with death, and Artemis Fowl’s eponymous hero sexualises elimination. Pugh deconstructs the subversion of the Baudelaire children’s gender roles in A Series of Unfortunate Events, in light of narrator Lemony Snicket’s constant attempts to reinforce his role as the masculine creator in relationship to dead, beloved, allegorical Beatrice. He investigates homosocial and homoerotic desires in the Harry Potter novels in light of the extratextual authorial affirmation of Dumbledore’s homosexuality. Throughout, Pugh investigates the pressures on the characters forcing them towards heteronormative desire, while the non-normative erotic desires are, with varying degrees of success, suppressed or redirected. It is not until his epilogue, with the investigation of Boy Meets Boys queer utopia, that Pugh find a positive interpretation of non-normative sexuality and gender identity. In this idealised American suburb, Pugh find the text that ‘paradoxically retains an air of joyful innocence’ (p. 165) while denying an innocence defined by sexual ignorance.


  Pugh’s underlying hypothesis is that innocence is a perversion of heterosexuality, that heterosexuality is a perversion of innocence, the queerness metaphorically constructs childhood, and that the call for children’s innocence regulates adult sexuality (p. 18). He argues that the supposed didacticism of literature for young readers inherently breaks down under the pressures of these combined paradoxes. It may be an overreach to claim, as he does, that ‘much of children’s literature is not suitable for children if adults want to preserve their young ones’ innocence’ (p. 18). No matter how much his careful, close, against-the-text reading convinces, that by no means guarantees that such child readers – those with the mystical young ones’ innocence – defined by Pugh as ignorance of sexuality – will discover, even unconsciously, the same queer subversiveness in Laura Ingalls’s love of horses or Artemis Fowl’s fart jokes. Nonetheless, Pugh’s investigation of the conflict between supposed innocence and the reality of childhood desire is compelling, and almost begs for another, broader investigation. As the inherent conflicts between innocence, heteronormativity, and queerness break down under further investigation (as examined in the essays in Steven Bruhm and Natasha Hurley’s 2004 Curiouser: on the Queerness of Children), Pugh’s analysis provides an interesting lens on that breakdown in theoretically didactic literature.


  Deborah Kaplan is the Digital Resources Archivist at Digital Collections Archive at Tufts University.


  


  Language, Gender and Children’s Fiction


  by Jane Sunderland


  London and New York: Continuum, 2010. 268pp. ISBN 9780826446138


  In this book, Sunderland explores how gender and ideas about gender are portrayed through language in children’s fiction. She does not explore, for example, plot or characterisation except in terms of the words used. The adjectives employed to describe a particular character are relevant, where what that character might be wearing is less so.


  Sunderland makes it very clear that she looks at fiction as fiction. She does not explore what characters might do or feel or how that might affect readers. Instead, she focuses on the text and what it seems to be saying, through the mouthpieces that are the characters. While one can understand her need for a limitation on her research, one could also consider it somewhat problematic, because if fiction is ‘just fiction’, then it cannot say anything about larger issues. In other words, if the fictional world is not the ‘real’ world and if the fictional world is not even thought to reflect the real world or to affect readers, then how can analysing it tell us anything about the real world it supposedly doesn’t relate to. So, then, one could ask, what is the point of analysing it? On the other hand, one could also simply say that this book starts a conversation and that further research will take it to additional and deeper levels.


  Her approach, then, is to explore what is said/written and how, which is to say that she starts from the standpoint of linguistics. As she puts it, ‘most of this book…is about the textual representation/construal…of female and male characters, through written text and visuals’ (p.6, emphasis original). The book begins with some background on topics such as other work on gender in children’s literature, language, discourse (and gendered discourse in particular), content analysis and language analysis. She then moves on to explore topics as varied as marriage arrangements in fairy tales, where she discusses who makes the proposals and arrangements as a way of understanding female versus male power, and reading schemes, where she looks at how many male and female characters there are and what activities they perform. Some of her most interesting comments, in my own view, were in the chapter co-written with Mark McGlashan on two-mum and two-dad families. One of the analyses she carries out there is to look at the visual representations in picture books in order to see how much physical contact is portrayed. While this is arguably not about linguistics in and of itself, she then links it to the words used in the texts to describe the contact. As Sunderland points out, there has not been much linguistic work done on children’s literature (pp. 79-87), so her analyses often make good contributions to the field.


  While I found much of what Sunderland had to say interesting, I question the somewhat random-seeming selection of texts and topics. She ranges, as already discussed, from fairy tales to reading schemes, from books with two mothers or two fathers to, inevitably, Harry Potter. This does not make a coherent whole book; instead, it feels as though she had a number of articles on these topics and then pulled them together into one text. So while the individual chapters are of interest, the book does not really work as, well, a book.


  In sum, then, Sunderland’s work is a worthwhile read for those interested in language and/or gender in children’s literature, even if it could have been better thought out and designed as a book. As she writes, ‘I hope I have shown that marginalization of and discrimination against women and girls, and less-than-optimal gender relations more broadly, can be construed in a myriad of often complex ways’ (p.215). She does do this and hopefully others will continue to build on her work.


  B.J. Epstein is Lecturer in Literature and Translation in the School of Literature, Drama and Creative Writing, University of East Anglia


  


  Language, Gender and Children’s Fiction


  by Jane Sunderland


  London: Continuum, 2011. 268pp. ISBN: 9780826446138


  It’s a relief to know that Stylistics is alive and well and living in Lancaster. Thirty years ago many students of literature and children’s literature routinely began their readings by looking at what was actually, objectively, on the page – the structures and mechanics of the language – rather than what might subjectively be drawn from it. It was a necessary discipline in an age of (often autocratic) impressionism. Then the wave of theory and deconstruction swept over us, and (to be faintly reductive) a text could mean anything, regardless of (or in spite of) what was on the page. Jane Sunderland’s refreshing Language, Gender and Children’s Fiction re-introduces a certain – a particular – discipline, most befitting this post-theory age. It is now taken, as it were, as read, that the meaning generated by any reader is derived from a combination of what the text supplies and what the reader brings, and Stylistics is a key to what the text supplies. The text is not an infinitely malleable mass: the structures of language control meaning to a certain extent: there are probable and less probable interpretations of texts. To interpret ‘Charlie was given the chocolate factory’ as ‘Charlie was not given the chocolate factory’, for example, perhaps shifts the burden of meaning-making a little too far towards the interpreter. But focalisation does matter; the proportion of direct as opposed to indirect speech forms attributed to a character does matter; the fact (and note that it is a fact) that Matilda’s father never uses her name to address her, whereas she frequently calls him ‘Daddy’ (p. 85) does influence our readings of texts.


  Language, Gender and Children’s Fiction, then, is not like 98% of books about children’s books: it is ‘about children’s texts rather than the “consumption” of those texts (i.e. how they are read and interpreted)’ (p. 14). We are back in the land of the revered Mick Short and Geoffrey Leech (Style in Fiction, 1981/2007) whose ideas were taken forward most brilliantly into children’s literature by John Stephens (Language and Ideology in Children’s Literature, 1992). But whereas the earlier school of stylisticians tended towards a cautious neutrality, Jane Sunderland presents stylistics with attitude, in the manner of Sara Mills’s seminal Feminist Stylistics (1995). Here she sets out to explore not merely the fact that gender bias of one kind or another is endemic in children’s literature – after all, we knew that – but the rather more interesting question: exactly how did we know that?


  Dr Sunderland begins with a (suitably spiky) primer on gender studies and (especially) feminism; then, for the benefit of a generation to whom this is not obvious, sketches in the principles of stylistic analysis and the ways in which it can provide a firm foundation for content analysis and interpretation. Having supplied the tools, she then applies them to gender in fairy tales, reading schemes, books featuring (what she perhaps regrettably calls) ‘two-mum and two-dad’ families, intertextuality (in Sachar’s Holes and Park’s A Single Shard), ending with a detailed analysis of Hermione’s role in the Harry Potter books.


  Enviably thorough, remarkably wide-ranging (almost worth buying for the bibliography), this is a consistently fascinating book. The next adjective in my pantheon of praise is ‘accessible’ – and this book is readable – but a qualification is needed. I may be maligning them, but I suspect that a good many contemporary graduates and undergraduates with English and humanities degrees may not be used to handling tables of speech acts, or comparative lists of modes of speech-representation – or even a column-chart/graph of three textual strategies of representing single-sex parenting in gender-progressive children’s books. But this is close-reading which really is close – and it requires a meta-language. There is no way around this – and Dr Sunderland’s chapter on ‘Language and Linguistic Analysis’ is as noble an attempt to supply one as you could wish to find.


  A lot has been written about the Harry Potter series – and the gender roles therein – but not much, or any, which bases its deductions on the numbers and types of directives in the dialogue of the characters, the percentages of transactivity, semiotic, reaction and material processes associated with Harry, Ron, and Hermione (or Hermione, Ron, and Harry) or codification of mutual incomprehension markers between genders. You might argue that we are simply replacing the notoriously pretentious jargon of critical theory with another: I would argue that clearly-defined descriptive terms are essential – as anyone who has tried to describe language (as teachers are increasingly required to do) to an audience unfamiliar with terms such as ‘noun’ and ‘verb’ will agree.


  This is my book of the year (so far): but I suspect that it is so far out of the mainstream that it is unlikely to win any awards. And that would be a pity: this is a book that children’s literature criticism needs.


  Peter Hunt is Professor Emeritus in Children’s Literature at Cardiff University.
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  Editorial


  I am his Highness dog at Kew;


  Pray tell me, Sir, whose dog are you?


  Alexander Pope: Epigram Engraved on the Collar


  of a Dog which I gave to his Royal Highness (1738)


  Following hard on the heels of the Journal of Children’s Literature Studies special issue on Philip Pullman’s His Dark Materials, we have another which results largely from a suggestion made by readers.


  In November 2011 we were contacted by writers who had an initial agreement with Palgrave Macmillan to collaborate on a book about representations of class in children’s literature. Unfortunately the publisher eventually decided not to go ahead with the book, and the Journal of Children’s Literature Studies was offered the chance to publish these papers, once written. In the event not all the papers emerged, but in 9.3 we offer several which have, supplemented by other papers which were not intended for the original book but which touch on aspects of class in literature for children. More papers originally destined for the book will appear in future issues, and, as ever, we would welcome further submissions on this, or any other subject relevant to children’s literature.


  The topic of class holds a perennial fascination for us all, and if we consider the epigram from Alexander Pope which is quoted above, we could argue that through the centuries it has pervaded society in some way or other from top to bottom. Pope’s lines typically understate, and we can read far more into the couplet than the fifteen words themselves represent. In the same way, books intended for children have clothed their messages in many different ways, implicit and explicit, their messages and the means by which they are delivered varying through the centuries but always focussing on encouraging their readers to think and act in a manner appropriate to the needs of the times.


  Our contributors look at literature written for young people in the late eighteenth, nineteenth and twentieth centuries, examining texts which all exhibit class-consciousness and class-related expectations for the characters therein, and for the child reader. Mel Gibson, who had tendered her proposal to the initial book for Palgrave Macmillan, discusses girls’ comics, revealing the attitudes that were both embedded and challenged in this popular genre in the early to mid-twentieth-century, concentrating on the construction of class and girlhood in Girl, Princess and Bunty. Amanda Bryan offers an interesting reading of perhaps the best-known children’s book of all, published a century earlier: Alice’s Adventures in Wonderland (1862). In Bryan’s interpretation of the text she sees Carroll challenging Imperialist attitudes. Anna Remmets’ paper about L.M. Montgomery examines the Emily trilogy (1923-27), a less familiar set of texts than the Anne stories, which had commenced more than a decade earlier. Remmets asserts that through her characterisation of Emily, Montgomery presents a novel about female emancipation, as well as a study of the development of a mature writing style.


  Altogether these papers give us a fascinating insight into the introduction which young people over three centuries have had into class and class-consciousness, through the literature written for them. Will we ever cease to be concerned with class because it no longer exists?


  Bridget Carrington


  


  Something for the Girls? Constructions of Class and Girlhood in Girl, Princess and Bunty


  Mel Gibson (Northumbria University)


  Abstract


  This article focuses on three comics which emerged in Britain in the 1950s and 1960s targeting girls and young women as readers: Girl, first published by Hulton Press in 1951, which continued publication until 1964, Princess, published by Fleetway from 1960-1967 and Bunty, published by DC Thomson from 1958-2001. It will explore how the publishers envisaged their readers in relation to social class, showing how each title incorporated stories and activities they considered appropriate and class-specific; analysing, in effect, their social construction of girlhood. Like the earlier publications for girls that Penny Tinkler (2000) analyses, they are implicated ‘in the construction of the “girl”’ (p. 99). This article can be seen as rooted in the work of Allison James & Alan Prout (1990) whose new paradigm of the social construction of childhood argued that childhood can never be divorced from variables such as class, gender and ethnicity.


  Introduction


  These comics, like most British ones, were compilations. Each issue contained, as Mel Gibson (2008a) describes, ‘a number of narratives, each lasting around fourteen weeks. Each weekly episode was between one to three pages in length and featured a consistent cast of characters (p. 154). In addition, these three titles for girls were part of a much larger genre, not isolated examples. Comics were, between the 1950s and 1980s, a major form of entertainment for girls. As Paul Gravett and Peter Stanbury state (2006), there were over fifty titles specifically created for girls during this period and sales reached up to 1,000,000 per week for the most popular of these titles. However, this flowering of a comic culture for girls faded in the 1980s, to be replaced by magazines with similar content to those aimed at women.


  I begin by setting these titles in a context of a history of publishing for girls and women, before moving on to discuss the way in which the comic medium intersected with notions of girlhood and turning to the selected publications. Girl was chosen because it was seen as ground-breaking within the genre of British girls’ comics. The article indicates some of the ways in which it may be seen as cross-cutting gender, childhood and social class, before comparing its approach to that of Bunty and Princess. The analysis illustrates how the latter emulated Girl and attempted to attract an audience specified by age, gender and class, whilst the former offered a different, yet still class specific, construction through both format and content.


  Inevitably, the titles changed over time, particularly in the case of Bunty which ran for over forty years, so they cannot be seen as ideological monoliths providing a single unchanging view of girlhood. Rather, these titles can be seen as creating what Patricia Holland (2004) calls ‘resonant images’ (pp. 3-4). Shirley J. Pressler (2010) summarises Holland’s argument, saying that a resonant image is,


  a key public image reflected repeatedly through different pictures, creating a typology and meaning in the collective public consciousness. [They are] dependent on socio-cultural and historical factors, so changes in images can reveal changes in social thinking and vice versa (p. 16).


  This article extends this work, looking at a range of images to demonstrate how they are indicative of class and historical context, but also illustrating that format and non-image based content contributed to the creation of resonant images of girlhood.


  Class and Constructions of Girlhood in British Publications for Girls before the Comic


  British girls’ comics developed from the periodicals of the nineteenth century, such as the evangelistic and self-consciously wholesome Girl’s Own Paper. Mary Cadogan and Patricia Craig (1986) argue that Girl’s Own Paper depicts the concerns of the adult and child as identical for much of the period of publication. The reader is constructed as an avid consumer of school stories and biographies of the great and of items on housekeeping and fashion suggesting that both schoolchildren and married women running their own homes qualified as ‘girls’, so offering no separate notion of girlhood.


  Cadogan and Craig’s analysis is largely confirmed by Penny Tinkler (1995, 2000) whose research covers the period from the 1920s to the 1950s, although Tinkler uses adverts as evidence as well as narratives. Tinkler (2000) sees the Girl’s Own Paper in this period as a middle-class monthly for readers aged up to twenty. By the 1920s, Tinkler (2000) argues, unlike nineteenth-century editions of the magazine, there is clear evidence of a construction of the ‘girl’, a definition increasingly focused on the unmarried female under twenty. She also identifies an increasing division between periodicals aimed at schoolgirls (10/11-15 years old) and the ‘working’ or ‘modern’ girl (15-20 years old).


  An indication of how conceptions of girlhood can alter is apparent from the way in which the Girl’s Own Paper became aimed at younger readers in the 1930s, but then reverted to a model including both schoolgirl stories and material about home and family in the mid-1940s, possibly in relation to war-time paper shortages. As Cadogan and Craig (1986) explain:


  [From] 1931 to 1945 …someone at the Religious Tract Society had the sense to make the distinction by bringing out two separate journals: their Woman’s Magazine then catered for adult readers whose main interests were considered to be home, family and fashion; and the “G.O.P”, at a time when schoolgirl fiction was in its heyday, for a short time lived up to its name (p. 73).


  This reversion implies that the category ‘girl’ was seen by the publishers as fairly easily subsumed into an overall category of womanhood (and that this would be acceptable to readers). This suggests that girlhood was not accepted or implemented as a notion consistently.


  As outlined by Cadogan and Craig (1986), the girls’ magazine shifts constantly between elements they identify as regressive, or conservative, with regard to women and girls, and those they see as progressive, encouraging female education, independence and activity. They associate positive change with the development of separate periodicals for girls and women, seeing these as giving girls the opportunity to explore possibilities beyond the home and traditional femininity.


  Class increasingly became a factor in niche marketing of publications. For instance, the Girl’s Own Paper came to be predominantly concerned with the life of the middle-class girl, although earlier it had, as Cadogan and Craig (1986) state, ‘addressed itself to both mistresses and servants’ (p. 74). The various changes in the Girl’s Own Paper indicate some of the ways in which girlhood developed, or was assumed to be developing, in relation to class, in the late nineteenth century and the first half of the twentieth century.


  Tinkler (2000), building on this research, identifies shifts in notions in girlhood in the pre-1950 schoolgirl papers, especially their division into two types, one for the elementary schoolgirl and another for the secondary; the former contained mostly fiction set in schools, and was principally aimed at working-class readers. In addition, working girl papers before 1945, according to Tinkler, can be divided into three types. One was aimed at ‘business girls’ (seen by publishers as working and lower-middle-class), whilst ‘millgirl papers’ (whose themes of struggling girls alone were to re-emerge in comics of the 1950s) were wholly aimed at working-class readers in their late teens and early twenties including Amalgamated Press (AP) titles Girls’ Friend, Girls’ Reader and Girls’ Home. Many of these publications were intended to be entertaining, unlike the Girl’s Own Paper, which saw itself as educational. The final category was ‘monthly’ titles aimed at upper-working-class and middle-class readers.


  These various class-related categories are inherited and modified by publishers in comics, having an impact upon both content and physical aspects of the titles discussed. Earlier resonant images of girlhood then, have an impact upon the latter ones discussed below.


  Comparing Perceptions of Comics and of Magazines


  Where the comics discussed here differ from girls’ magazines of earlier eras is primarily in the way that perceptions of the comic as a medium have an impact upon how these titles might be understood. The comic has often been characterised as addressing a male audience, even early in the development of the medium. For instance, the subtitle of Ally Sloper’s Half Holiday ran ‘For the benefit of old boys, young boys, odd boys generally and even girls’. This grudging acknowledgement neatly describes what has typically been the status of the female reader within the British comic book industry. However, the comic was also often seen as having a negative effect upon readers, particularly boys. As Gibson (2008a) states, ‘Comics have historically been seen in Britain as ephemera for younger readers, or as a threat to literacy and morality, both addictive and corrupting, rather than as a medium that can address any theme or audience’ (p. 151).


  Girl’s periodicals, in contrast, are seen as modifying behaviour in very different ways, that is, typically, as a potentially positive influence. The contradiction between the comic as ‘bad’ medium and periodicals for girls as ‘good’ means that comics for girls may act to undermine, or destabilise traditional ideals of femininity and act as a flash point in relations between adults and children, even when the content appears conformist. The medium, combined with the content serves to create an internal tension in the resonant images of girlhood the titles offer. The absorption of the girls’ comic back into a magazine format in the 1980s to some extent represents a solution to that contradiction.


  Adults, then, are not simply reacting to the social conditions of girlhood in relation to publications for girls. It is, rather, adult concerns about girlhood which are revealed within these texts through the way that they construct subjectivities for the reader. What the comics, and other periodicals, offer the readers are resonant images of girlhood, associated with a range of behaviours, attitudes and activities determined by the publishers and policed by other interested adults such as parents and teachers.


  Any limitations of the images of girlhood offered to girls by comics and their sister texts may tell us more about adult desires to control the female child than about girls themselves. Tensions with regard to these publications tend to occur when adult commentators see the content as stepping beyond the bounds of ‘appropriate’ or ‘respectable’ behaviour and attitudes in girls. Tinkler (1995) writes that an ‘ideology of innate gender differences underpinned all aspects of girls’ magazines supported by traditional ideals of femininity as domestic and nurturant…’ (p. 71). Perceptions of girlhood, responses to the comic and attitudes to class can also be similarly bound together in these later titles.


  The adult clash of interests outlined above omits another interested group, girls themselves. These texts must also, obviously, engage the reader (or they are unlikely to be profitable for the publisher). Thus, publishers attempted to attract readers by offering, for instance, adventure stories like ‘Robbie of Red Hall’ from Girl (Fig. 1), which featured images of physically active girls investigating mysteries. However, this activity is counter-balanced by other aspects of the strip. For instance, reading the text (Fig. 1), the term ‘losh’ is used instead of ‘gosh’ because of the origin of the latter as a variation of ‘God’. This gives an indication of how producers attempted to balance the interests of young readers, adult stakeholders and the ideology of the company, mediating the interests of children and adults, to gain consent from both groups and so succeed.


  [image: Figure 1]


  Figure 1


  Why Girl is Significant in Relation to Comic Publishing and Class


  The girls’ comic itself appears in the 1950s as part of an expansion of publishing that followed the post-war relaxation of paper rationing regulations. The shift to comic strip format was often a slow conversion, although School Friend (AP) was re-launched as a comic in 1950 having previously been a text-only periodical (Gifford, 1975, p. 141). Kidson (2000) argues that although there was continuity with the earlier magazines, innovation was also present, in that:


  major prose series concerned children attending the new state grammar schools as day pupils, which meant that family life became a new ingredient in the comics. Ballet stories were also highly popular – there had been a boom in interest in ballet during the 1930s and 1940s – and ice skating also replaced Girl Guides as fashionable subject matter (p. 5).


  Such shifts in stories and interests, some superficial, but some, particularly those reflecting changes in education, actually fundamental, also indicated the growth of the middle-classes and emphasise the dominance of resonant images of middle-class girlhood.


  The new publications proved very popular, with School Friend, for instance, achieving a circulation of around one million in the early 1950s (Tinkler, 1995, p. 60). However, in the development of titles aimed at the girl audience, it is Girl rather than School Friend that is seen by comic historians as most significant, partly due to high production values. Girl was printed on glossy, high quality paper in four-colour rotogravure and was comparatively expensive. The tactile quality of the paper and the quality of the printing can be seen as having a class connotation, as does the broadsheet format in which Girl was produced. Sister to the Eagle, Girl was followed by two more ‘companion papers’, as they were known, Robin and Swift, aimed at younger readers. It is significant that these are described as ‘companion papers’ rather than comics, as this represents an attempt to separate these titles from a medium depicted as problematic. It is also important that whilst the other titles are bird’s names, Girl is marked as other by both title and by the logo, a girl’s head, setting it to one side of the others in the group (Fig. 2). Girls, then, are different. This group of titles was important, for Hulton Press had, in creating a group of age specific comics, invented a new approach to targeting the child audience.


  Girl was also seen as a watershed because the editor, Marcus Morris, was a clergyman. Hulton publications had a high moral tone and more parental approval than was typical for publications incorporating comic strips. The tone of these publications was also, in part, a response to other British comic publishing and to concerns about American comics. In the 1940s and onward there were various, largely successful, campaigns by some teachers, parents and others to ban or modify what was seen as the problematic subject matter of the comic in Britain and elsewhere. Martin Barker (1984) for instance, focuses upon the British horror comics campaign, which actually had an impact upon all forms of comic in Britain, not just a single genre.


  The intention of Girl’s producers was to create a middle-class comic which combined adventure narratives with sound Christian values. They initially attempted to offer a very wide range of images of girl and womanhood. For instance, the cover story of the first edition in 1951 featured a pilot, ‘Kitty Hawke and her All-Girl Crew’. However, these stories were replaced within two years by school-girl investigator stories like ‘Wendy and Jinx’. The change was motivated by the findings of a reader survey which led to Morris concluding that adventure stories did not translate directly from boys to girls’ comics. In their biography of the publisher, Sally Morris and Jan Hallwood (1998) report that Morris said of these changes that,


  [w]e had received reports that quite a number of girls were reading Eagle and drew the wrong conclusion; we had made Girl too masculine. We therefore made it more romantic in its approach, more feminine (p. 164).


  The change of style meant that female protagonists were given personal reasons to act, including a construction of the girl as caring and protective of younger children. In contrast, male protagonists in Eagle would be depicted as responding to more abstract motivations, like national pride.


  Girl’s middle-class ideology could be seen in many aspects of the comic. For example, this was reflected in stories focused on professions for girls. A typical edition (Vol. 8, No. 42, Dec. 1959) begins with the ongoing cover story, ‘Susan of St. Bride’s’ about a nurse (Fig. 2). The edition also includes ‘Tessa of Television’, a secretary, and ‘Angela, Air Hostess’ each introducing the working life of the central character. These stories also focused on what training the characters had or were undergoing. A working life for women is proposed as ‘natural’, making this a significant title in relation to the changing role of middle-class women. With their focus on what were seen as exciting and attractive jobs, the stories are aspirational, yet also ‘appropriate’ in focusing on nurturing and caring roles, as explored by Gibson (2008b) in relation to nursing in comics.
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  Figure 2


  Alongside these career-focused characters are stories of private, all-girl schools inherited from the earlier text-based periodicals. In this particular edition of Girl, there are two examples of this type, ‘Wendy and Jinx’ and ‘Lettice Leaf’, the former mystery and the latter comedy. The continuation of these narratives indicates how girlhood and genre can be seen as intertwined. Publishers seemingly associate certain story types, particularly school stories, with publications for girls. The emergence of ballet as a theme also reinforced the centrality of school stories in offering images of schools devoted to dance. In the sample 1959 edition, the private school stories are accompanied by a ballet school story, ‘Belle of the Ballet’.


  The importance of ballet was further reinforced by Girl’s Ballet Scholarship Scheme which began in 1955 in association with the Royal Academy of Dancing and Sadler’s Wells School. By 1957, 150 scholars got free tuition from the RAD and two were full time at Sadler’s Wells (Morris and Hallwood, 1998). The 1959 edition also features an advertisement for a Girl ballet outfit. This reflects a shift in understandings of dance from being seen as a problematic display of female bodies to being seen as promoting gracefulness. Other features are a text story about horse-riding and a photo-story about a reader’s interest in athletics. There is also an advert for a Hulton Press sponsored table-tennis championship for both boys and girls. Both fictional and true-life stories are thus concerned with physical activity and the riding and ballet themes emphasise what were seen as predominantly middle-class leisure activities.


  Whilst the comic strip was adapted to suit a female audience, other aspects of the girls’ comic were derived directly from the women’s magazine. For instance, Girl introduced the first fashion page in a comic in 1958 and also developed a problem page, ‘What’s Your Worry?’ which began in response to unsolicited letters received from readers (Morris and Hallwood, 1998). In addition, the 1959 edition has a beauty query column and an accompanying advert for products that one might choose to use, or buy for others, including bath salts and nail varnish. It also incorporates a cookery comic strip.


  In an engagement with the growth of teenage culture, Girl included pin-ups in the mid-1950s, the first Tommy Steele and the second Harry Belafonte (images of the royal family were also included in other editions). However, there were limits to who was considered an appropriate subject given the underlying ideology of the publication, which argued that pin-ups should be either native or colonial British.


  A further significant aspect of Girl was the intention to educate through the inclusion of a number of non-fiction comic strips such as biographies of significant women, for instance, ‘Marie Curie’. Bible based comic strips also appeared frequently, as did adaptations of classic fiction. The comic format is used to make such material more accessible to a younger readership, again, showing both perceptions of the medium and constructions of the reader.


  What is also apparent from reading Girl is that the reader is directed towards what might be seen as suitable or improving activities, again linking leisure and constructions of girlhood and class. The 1959 sample edition, for instance, includes a Christmas sampler and embroidery competition. Overall, this range of stories and activities suggests that Girl may have acted as schooling in femininity which reflected notions of a middle-class Christian ideal.


  Nonetheless, certain elements of Girl suggest different constructions and understandings of girlhood, from the pin-up with its association with the growing teenage culture, to the narratives about working lives and the assumption that paid work outside the home is appropriate for girls, to ‘What’s Your Worry?’, which often addressed dramatically different issues from the rest of the comic. These elements expose tensions and shifts regarding resonant images of girlhood and class.


  The letters received by Girl in the 1950s, for example, featured cases of sexual abuse and requests for information about sex and childbirth as well as fashion and beauty (Morris and Hallwood, 1998). The editors attempted to offer answers, even if it had to be under a general comment to protect anonymity. Those dealing with the letters were well aware of the differences between the idealised middle-class girlhood of aspects of the comic and the actual lives of some of the letter writers.


  The sample edition suggests some of the tensions around the publishers’ attempt to balance their perception of the needs and desires of readers against those of adults. Parents directly or indirectly paid for comics, particularly the case with a title as expensive as Girl. Consequently, the need for comics to have parental approval could make the content more conservative. Readers, in contrast, may, although as the Girl readership survey suggested, not necessarily, push the content in a different direction, as ‘What’s Your Worry?’ suggests.


  To conclude, Girl’s significance was such that it became the model adapted by publishers attempting to draw in middle-class girls into reading comics. Whilst the actual readership was across class, the construction of the girl it portrayed was very much middle-class. The title could, then, be seen as offering an aspirational ideal and an influential resonant image of girlhood.


  Further, the additional elements, such as text stories and activities, meant that Girl came to have an increasingly mixed format. This model came to be closely associated with British girls’ comics, with few other types nationally or internationally following a similar pattern, except for some individual titles incorporating non-fiction like Look and Learn (IPC/Fleetway, 1962-1982).


  Princess and Bunty: Class, Format and Content


  Both Princess and Bunty emerged during a burst of publishing aimed at pre-teens in the late 1950s and early 1960s. The changes in publishing for younger readers were initiated by the Dundee-based D.C. Thomson whose Bunty became the market leader, longest-lived of the genre, and the first title to exploit Girl’s model of niche publishing for different age groups and genders. Competitor, Fleetway, who had taken over from AP, responded with Princess for pre-teens and younger teenagers.


  For D.C. Thomson, launching a comic for girls was a new initiative. Ron Smith, an illustrator for the comic, in a BBC Radio 4 interview for programme On These Days in 1998, described their lack of experience of publishing for girls:


  The problem was that no-one at Thomson’s amongst the journalists, writers and illustrators had produced a girls’ comic. This was, for them, the first, so the managing editor obviously had to scout around the various papers within the company and pull out illustrators from Wizard [D.C. Thomson, 1922-1978] [and others]… someone who was probably adaptable, and would draw girls.


  The use of the phrase ‘would draw girls’ suggests that many of the staff were unenthusiastic about the prospect of working on a girls’ comic. In drawing staff from the part of the company that produced comics, D.C. Thomson’s periodicals for younger girls were separate from the teenage titles produced by the woman’s magazine department and the staff was very much male-dominated. This had an impact upon content. In a typical edition of Bunty (No. 832, Dec 1973), only four of the thirty-two pages do not contain comic strips. This is a huge contrast with Girl where, as described above, the content is in a wider range of forms. The only pages not containing comics are the title page featuring the ‘Bunty’ picture story (Fig. 3) where there are captions, but no speech balloons, ‘Cosy Corner’ which features letters on a range of topics from readers, advertisements for other D.C. Thomson products, a game, and a cut out doll (Fig. 4).
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  Figure 3


  At its launch in the 1950s Bunty was aimed at readers mainly under fourteen, an age that now indicates someone in their mid-teens but in the 1950s identified one as a child, given Mark Abrams’ (1959) research on consumption and the young in which he defined the teenager as an unmarried 15-24 year old. Kidson (2000) argues that Bunty, ‘[had] enough about it that was new and original to transform girls’ comics radically’ (p. 6). Format and material suggest one aspect of that transformation, in that in publishing Bunty D.C. Thomson were attempting to appeal to working class readers, so creating new markets by further differentiating the audience. Notions of class can be seen in the materials used to produce the comic. Unlike the glossy paper of Girl and Princess, Bunty was produced on cheap newsprint, giving it a soft, fuzzy feel and the majority of the strips were in black and white (or as shown in ‘The Four Marys’, Fig. 5) a spot colour. Typically only the front and back covers were in colour (Figs. 3 & 4). Further, it was tabloid rather than broadsheet in format, again potentially encapsulating perspectives on class in the very form of the comic, given the way that many tabloid publications were seen as addressing working-class readers.
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  Figure 4


  Whilst the introduction of Bunty in the late 1950s might seem without precedent in terms of stories, it built on the tradition of the early twentieth mill-girl papers mentioned above, which were also aimed at working-class readers. Mill-girl papers typically featured stories about put upon Cinderella figures working in laundries or shops, telling stories, as Cadogan and Craig (1986) describe it, ‘from the viewpoint of the skivvies, shop-girls and factory hands’ (p. 127). Comics such as Bunty incorporated similar motifs to those titles, and so owed much of its approach to papers aimed at older readers who had been defined as girls in an earlier period, showing shifts in girlhood and publishing for girls over time and in relation to age.
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  Figure 5


  There was also a great deal of continuity between comics like Bunty and the narrative themes of the periodicals of the 1930s. In particular, there was a continued focus on the figure of the schoolgirl, most notably through ‘The Four Marys’ in Bunty (Fig. 5), which remained the most popular strip in the whole life of the comic. Such stories, part of both middle and working-class girls’ papers, can also be firmly linked to changes in education during the twentieth century. Bunty and others reworked the schoolgirl stories in response to a changing experience of school in the 1950s, by, for instance, making one ‘Mary’ a working-class scholarship pupil. Bunty also had an increased focus on state schools and home life as well as private and boarding schools. Such was its influence that even Princess adopted some of the narratives D.C. Thomson initiated, as in the case of the series ‘The Happy Days’ which focused on family life (Fig. 6).
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  Figure 6


  Where Bunty differed from earlier publications and those aimed predominantly at middle-class readers was that many of the school stories focused on the problems of being a working-class outsider. The stories tended to be concerned with the struggle of such outsiders to deal with the snobbery of, and bullying by, both staff and pupils in private schools. This theme continued into the 1970s with examples such as ‘Outcast of the Pony School’, where Laurel Clark wins a free place at a boarding school that specialises in riding and is bullied because of her status. In this, as in similar stories, there is a form of ‘justice’ in that the bully is finally exposed and fails to defeat the heroine. This theme of the outsider/victim heroine and the bully is rather double-edged, making the reader aware of the possibility of private education, positioning it as aspirational, whilst presenting it as a nightmare should one participate. These particular stories often potentially undermine the aspirational intentions of the publications through their dark view of the world (increasingly the case in the 1970s). In addition, as Cadogan and Craig (1986) suggest; ‘It is possible that many working-class girls did not think of themselves as ‘council-school’ pupils until the authors of popular fiction hammered home the difference between their environment and that of more wealthy families’ (p. 251).


  Like school stories, ballet stories were incorporated in Bunty and similar titles, adapted from the middle-class papers like Girl, as well as from the earlier story papers. Again, the heroines were often disadvantaged. In the story ‘Moira Kent’, the focus is on an orphan’s desire to become a ballerina despite overwhelming obstacles. Another common theme was the victim-heroine, trapped, misunderstood and exploited; a victim of predominantly female bullies, gossips and swots (as well as wicked stepmothers). Thus, the comics of the late 1950s and early 1960s expanded upon the older titles in that, as Roger Sabin (1996) describes, ‘[They] hit upon an entirely new formula, typically involving a child alone in the world, away from fondly remembered parents, trying earnestly to do the right thing’ (p. 82). Such formulae were usually combined with moral intent in the publications of the strictly Scottish Presbyterian D.C. Thomson and became, with various twists, a dominant mode of storytelling in titles aimed at the pre-teen reader.


  Fleetway’s Princess for pre-teens and younger teenagers, in contrast, was a deliberate attempt to court what was perceived as Girl’s middle-class market. In terms of subject matter, Princess was both similar to and different from comics like Bunty. Inevitably, it too focused on ballet, but not through stories. Instead, a sample edition of Princess from 9 July 1966 contains photographs of productions and performers. It also incorporated a wide range of other non-fiction text and photograph based items rather than stories. Thus, the dominance of non-fiction here could be seen as carrying class connotations. Like Girl, Princess laid heavy emphasis on factual items, whilst Bunty was more focused on fiction. The former publications target a middle-class audience, the latter working-class (so fiction, working-class and entertainment, is set up a binary within gender against non-fiction, middle-class and education). The non-fiction in the 9 July 1966 sample edition includes a feature on keeping a camel as a pet, an article on giving horse-riding lessons, a ‘pop pictures’ page featuring Cilla Black, The Seekers and Herman’s Hermits, a nature column on lapwings, knitting patterns, a pet feature on the Bedlington Terrier and the Princess Club page (events, activities and opportunities to find pen-pals). In addition to being focused on non-fiction the majority of features, are, like those of Girl, locked into a notion of feminine propriety rather than engaged with popular culture.


  The final section of the paper is devoted to ‘My Magazine’, a six-page supplement consisting mostly of contributions from readers, a responsiveness to readers uncommon in girls’ comics. Here the subjects are even wider in scope with items on dolphins, going on a school coach trip to Italy, stories written by readers, poems, art and photographs, some of which are accompanied by the editor’s comments. There is also a question page predominantly focused on factual and homework queries (rather than advice about private life). As with Girl, many of the items are clearly linked to middle-class models of ‘appropriate’ feminine interests, with ponies, ballet and pets at the forefront, although for a slightly younger age range, as the focus on pets rather than beauty might suggest. The readership was also envisaged as having access to cameras, or the funds to buy them, as the adverts and reader-generated photo-items suggest.


  In the main body of the magazine, there are also four serial text stories, one about knights, one about an American pioneer family, and two about family life. Another serial, more heavily illustrated than the others although not a comic strip, has a science fiction theme and there is a short fantasy story about a wizard. In comparison to titles like Bunty there are few comic strip based pages, totalling eight out of thirty two in this particular edition. Most are one page long, with only ‘The Happy Days’, written by Jenny Butterworth, being longer (Fig. 6). Of these strips, several are humour based, including ‘Lettice Leaf’ (the only school story) which had first appeared in Girl. There are also three mystery stories, one featuring an actress under threat from a sinister director, one about a nurse who uncovers a case of blackmail, and one about a swimming teacher involved in solving a murder. Careers, mystery and girls as investigators dominate over school stories, suggesting a deliberate attempt to move away from that genre’s dominance whilst maintaining links with the Girl approach. In addition, there is an adventure story about two girls involved in a plane crash in the jungle making their way back to ‘civilisation’.


  Even the cover offered a dramatic contrast in that it had a full-page image, not a comic strip, making it look even more like a woman’s magazine. Princess also followed the format of Girl, in being broadsheet. The cover of the sample edition shows a photograph of a girl model reading a collection of Sue Day stories from the series ‘The Happy Days’. It also mimicked the format of women’s magazines by using full colour on glossy paper for at least some of the contents, in contrast with Bunty. Another statement of the publisher’s intent was that the annual was instead called a ‘Gift Book’, a term associated with middle-class women’s publications.


  Thus, format is clearly marked by the producers as being related to class, with the magazine being associated with a middle-class audience and aspirations. Princess’s magazine format signalled who the intended audience was and offered a resonant image of middle-class girlhood consistent with that of Girl (with the introduction of the family life story being the one exception). In contrast, Bunty, dominated by comic strips, was deemed more appropriate in addressing a working-class audience. The comic format came to connote, I would argue (to producers, parents and readers) working-class-ness and childhood (particularly boyhood) whilst the magazine came to be associated with adulthood (especially womanhood) and sophistication. Princess was clearly intended as a challenge to comics like Bunty. The success of Princess implied that even at a point where girls’ comics were the more dominant of the two formats it was the magazine that would become central to girls’ culture.


  Conclusion


  Despite a degree of consistency in what is seen as appropriately ‘girlish’ throughout the history of publishing for girls there are shifts across time and specific inflections in texts depending on the age and class of the reader. From their origins in the nineteenth century onwards, publications for girls offer a perspective on how girlhood was seen and defined by adults, especially through what was deemed appropriate to girlhood in terms of both entertainment and education. In addition, as Tinkler (2000) suggests, periodical publishers were, ‘amongst the first to recognize the commercial possibilities of ‘girls’ as distinct from “children” or “women”’ (p. 98). The emergence of girlhood as a cultural construct has, then, as the content of these titles suggests, economic and ideological determinants.


  Girl, Bunty and Princess offer some continuity of the attitudes, ideologies and subject matter found in the earlier publications for girls that Tinkler, and Cadogan and Craig, analyze. Simply the title of Princess, for instance, has connotations of traditional femininity that are partially supported within the text. However, in containing a number of comic strips they break radically with the previous, largely text-dominated magazines.


  They offer a shifting range of resonant images of girlhood, responding and contributing to a number of gradual transformations in the target audience (and the social definition of girlhood) regarding, for instance, education and the growth of consumer culture. The comic for girls, like the text-based periodicals before and after it, is, then, a sensitive medium reflecting variations over time.


  It is also possible to conclude that publications for girls may have served partly to recuperate the reputation of the comic in the 1950s and onwards. The younger female market was largely unexploited in the mid-1950s and so developing a wider range of comics for girls of various ages made economic sense. In addition, the constructions of girlhood they contained meant that such titles were generally considered to be innocuous. Arguably, then, the girl’s comic acted as good publicity for the comic in general, reinforcing the ‘niceness’ of British material.


  Both the magazine and comic became seen in Britain, before the shifts of understanding brought about by the emergence of the graphic novel in the 1980s, as texts which were class-related. The comic form became increasingly associated with boys and working-class-ness, magazines with girls and middle-class-ness. By the early 1980s the vast majority of the girls’ comic titles had disappeared or been re-created as magazines, further entrenching notions of gender and medium. This may be seen as reflecting Tinkler’s (1995) argument that girlhood is, ‘a cultural construct, one which embodies the cross cutting of gender by age’ (p. 183). Concerns about how to both mould and appeal to girls make the girls’ comic a tool in the management of change around gender and class.
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  Comic Bibliography (Title, publisher, period of publication)


  Ally Sloper’s Half Holiday (W.J. Sinkins/Dalziel/ The Sloperies/Milford 1884-1914 & revived 1922-1923)


  Bunty (D.C. Thomson, 1958-2001)


  Eagle (Hulton Press, 1950-1969)


  Girl (Hulton Press, 1951-1964)


  Girls’ Friend (AP, 1899-1931)


  Girls’ Home (AP, 1910-1915)


  Girl’s Own Paper (Religious Tract Society, 1880-1956)


  Girls’ Reader (AP, 1908-1915)


  Princess (Fleetway, 1960-1967)


  Robin (Hulton Press, 1953-1969)


  School Friend (AP, 1919-1929, story paper and 1950-1965, comic)


  Swift (Hulton Press, 1954-1962)


  Specific Stories & Characters


  Gives title or character name, followed by comic in which they first appeared, for how long and any other details (where known).


  ‘Angela, Air Hostess’. Girl (Hulton, 1958). By Betty Roland & Dudley Pout.


  ‘Belle of the Ballet’. Girl (Hulton, 1952-64) and Princess (AP, 1964-67). By George Beardmore, Terry Stanford & John Worsley. Drawn by Harry Lindfield from 1962 onwards.


  ‘The Four Marys’. Bunty (D.C. Thomson, 1958-2001). Initially by Bill Holroyd. Fig. 5 from Bunty, 832, Dec. 22 1973, p. 16.


  ‘The Happy Days’. Princess (AP, 1960-1967), Princess Tina (Fleetway/IPC, 1967-1972), Pixie (IPC, 1972-1973). By Andrew Wilson & Jenny Butterworth. Fig. 6 from Princess, July 9 1966, p. 4.


  ‘Kitty Hawke and her All-Girl Aircrew’. Girl (Hulton, 1951-1952). By Ray Bailey.


  ‘Lettice Leaf: The Greenest Girl in the School’. Girl (Hulton, 1951-1964), Princess (AP, 1964-1967). By John Ryan.


  ‘Marie Curie’. Girl (Hulton, 1959). By Chad Varah & Gerald Haylock.


  ‘Moira Kent’. Bunty (DC Thomson, 1958-1964). By Ron Smith.


  ‘Outcast of the Pony School’. Bunty (D.C. Thomson, 1973).


  ‘Robbie of Red Hall’. Girl (Hulton, 1952-1956). By George Beardmore & Roy Newby. Fig. 1, from Girl Annual 4, 1955, p. 149.


  ‘Susan of St. Bride’s’. Girl (Hulton, 1955-1962). Initially by Peter Kay. Fig. 2 from Girl, 8 (42), Dec. 5 1959, p. 1. By Ruth Adam, Ray Bailey & Philip Townsend.


  ‘Tessa of Television’. Girl (Hulton, 1958-1959). By Diana Potter and Leo Davy.


  ‘Vanity Fair’. Girl (Hulton, 1959). By Sarah Peters & Leo Davy.


  ‘Wendy and Jinx’. Girl (Hulton, 1952-1964.) Initially by Ray Bailey.


  


  Alice’s Struggle with Imperialism: Undermining the British Empire through Lewis Carroll’s Alice’s Adventures in Wonderland


  Amanda Bryan (North Carolina State University)


  Abstract


  In Charles Dodgson/Lewis Carroll’s Alice’s Adventures in Wonderland, Alice, and other characters, could be seen as resembling the colonial ‘other’ in her relation to the authority figures in Wonderland, and the majority of the creatures in Wonderland can be read as embodying colonial attitudes about British subjects in its colonies. The ridiculous adult authority figures Alice encounters, the Mock Turtle and the Duchess, the Queen of Hearts and the Mad Hatter, whose values and rules make no sense, resemble the British imperial enterprise and its attitudes. Their ridiculousness eventually enables Alice to rebel, and we might therefore read Alice not merely as a children’s story but also as a political discourse, detailing the perils of imperial attitudes and colonial practices.


  Introduction


  British imperialism was a popular topic in nineteenth-century literature, even children’s literature. This is not surprising. As M. Daphne Kutzer (2000) asserts in Empire’s Children: Empire and Imperialism in Classic British Children’s Books, many prevailing cultural attitudes are found in children’s literature. Even ‘overtly political values…appear, in coded form, in children’s fiction’; and, though perhaps without intention, imperialism was the ‘accepted truth that seep[ed] into children’s fiction’ (Kutzer, 2000, p. xv). Kutzer points out that overwhelmingly ‘the role of children’s texts…is to help acculturate children into society and to teach them to behave and believe in acceptable ways,’ therefore ‘children’s fiction rarely…question[s] the reigning cultural code of behavior’ (2000, p. xv). However, in 1862, under the pseudonym Lewis Carroll, Charles Lutwidge Dodgson published Alice’s Adventures in Wonderland and did just that. Previous scholarship, such as Daniel Bivona’s (1986) ‘Alice the Child-Imperialist and the Games of Wonderland’, view Alice as a figure for the British and Alice’s Adventures in Wonderland overall as supporting imperialism; however, in Bivona’s (1986) article, Alice is automatically placed on the side of the British with no thought that the contrary may be true. If Alice is viewed as a figure for the colonised then instead of celebrating imperialistic values and sensibilities as did the majority of Victorian children’s literature, Dodgson’s story uses the coded form of narrative often found in children’s fiction to illustrate the negative side of imperialism. While Kutzer (2000) states that this questioning of the prevailing cultural values and practices is rare, Dodgson may be one of these atypical examples. In Alice’s Adventures in Wonderland, Alice, and a few other characters, can be seen as resembling the colonial ‘other’ in her relation to the authority figures in Wonderland, and the majority of the creatures in Wonderland embody colonial attitudes about British subjects in its colonies. The ridiculous adult authority figures Alice encounters, whose values and rules make no sense, resemble the British imperial enterprise and its attitudes. Their ridiculousness eventually enables Alice to rebel.


  Dodgson and Imperialism


  Although Dodgson’s anti-imperialistic viewpoints are not recorded in his diary or letters, he was an eccentric bachelor who did not fit into mainstream Victorian society. Jackie Wullschlager comments in Inventing Wonderland: The Lives and Fantasies of Lewis Carroll, Edward Lear, J.M. Barrie, Kenneth Grahame and A.A. Milne that ‘through nonsense, Carroll responded in Alice’s Adventures in Wonderland and Through the Looking-Glass to the turbulent and changing Victorian world’ (1995, pp. 43-4). In Alice’s Adventures in Wonderland, Carroll critiqued certain aspects of Victorian life, including law, education, and colonialism. In Through the Looking-Glass, Carroll commented on evolution, capitalism, and new technologies. ‘Fantasy was [Carroll’s] escape, a means of self-expression, a chance to reduce to chaos some of the establishment values… which publicly he upheld’ (Wullschlager 1995, pp. 46-7). As it was too late to convince otherwise or reeducate England’s adult population, who steadfastly accepted imperialism, children’s fantasy was a perfect outlet for such iconoclastic views. In the imperial context, Carroll’s story can be read as subtly critiquing British colonialism. Each of Alice’s chapters can be viewed as providing compelling adventures and imagery illuminating negative dimensions of imperialistic and/or colonial sensibilities and attitudes. In this vein, the Queen of Hearts would be synonymous with Queen Victoria; Alice becomes a surrogate for indigenous populations residing in English colonies; and the Mad Tea Party mirrors the British East India Company. Children’s fantasy and seeming ‘nonsense’ provided Carroll a vehicle for delivering his critiques. Alice’s Adventures in Wonderland could secretly and inventively teach an alternative view of colonisation and imply what few British citizens could plainly say.


  Imperialism and colonialism are closely related and both were practised by the British Empire during Dodgson’s time. Imperialism, for my purposes, will be defined as the political domination of one country over another including economic policy and the exploitation of a people’s land and/or resources. In comparison, colonialism refers to the cultural domination of one country over another including the replacement of indigenous languages, education practices, and religions. Colonialism can be viewed as providing the possible justification behind imperialism. Alice’s Adventures in Wonderland can be seen as critiquing both imperialistic and colonial attitudes.


  Carroll’s Hidden Parables


  Charles Dodgson/Lewis Carroll, whether intentionally or not, has embedded parables about the destructive realities of imperialism and colonialism in his fantastical novel through many narrative strategies. Most obviously, he frequently employs imagery where characters in Alice’s Adventures in Wonderland mirror British imperialism. Many of the novel’s characters embody a particular type of English citizen or major flaw in English beliefs about colonialism. Alice, based on two real-life girls, Alice Liddell and Mary Hilton Badcock, is pictured as a Caucasian girl with blond hair and blue eyes. Alice’s appearance may make her most obviously a figure for the imperialist as Bivona assumed. When considering that the norms for appearance of the social dominant are entirely different in Wonderland, this assumption becomes problematic. Alice becomes the colonial ‘Other’ when placed amidst strange animal characters and talking playing cards. Alice thus becomes analogous to indigenous colonial subjects. Instead of viewing Alice as the coloniser, Alice’s adventures more closely resemble those of colonised people. Alice is never seeking to take over Wonderland or the people inhabiting it. Instead, the characters of Wonderland often try to conquer Alice by ordering her about and expecting her to conform to their ways. Her experiences are the exact opposite of traditional late nineteenth/early twentieth-century British children’s books such as Missee Lee by Arthur Ransome and E. Nesbit’s Bastable series, where the hero is often portrayed as trying to conquer savagery – a commonly held goal of British imperialism. Alice never intentionally travels to Wonderland, but instead innocently falls down a rabbit-hole out of boredom and curiosity about a white rabbit who wore a waistcoat and a pocket watch.


  Alice demonstrates other characteristics in common with the subjugated indigenous people. She embodies at least two of Edward Said’s (1978) aspects of orientalist discourse targeted at the non-western Other. Her ‘inherent inferiority’ to the other characters in Wonderland is most recognisable in Alice’s relationship to the adult characters. It is also apparent in Alice’s inability to understand Wonderland’s logic and language during her conversations with the Cheshire Cat and most inhabitants in Wonderland. The second aspect of Alice’s so-called ‘inferiority’ exhibits Orientalism’s notion that all Orientals have an ‘inherent femaleness’ (Said, 1978). Alice’s femininity encompasses fewer stereotypical female characteristics than many other nineteenth-century protagonists. She demonstrates both feminine and masculine traits. Alice is polite, yet outspoken at times. She cries when she gets upset, but also fights back. She participates in races instead of observing. Her adventures are outside rather than in the domesticated female realm. She enjoys her lessons and does not seem to have any desire to give them up to make way for domestic duties. Alice thus personifies concepts of Orientalism and feminine behaviour far beyond the realm of the typical Victorian little girl.


  Carroll also complicates the conventional children’s quest story about boys. ‘The story of empire is often presented as a kind of fairy tale, in which the valiant but unrecognised hero travels to strange realms, overcomes obstacles and villains, all in order to reach the pot of gold (or ivory, or spices, or oil, or rubber, or diamonds) at the end’ (Kutzer, 2000, p. 1). While Alice’s Adventures in Wonderland is certainly a fairy tale where the protagonist finds herself in a strange realm, Alice is always seeking a way out of the strangeness and a way back to her familiar life or to familiar places as in her desire to see the garden. Her ultimate goal is not to take anything over but to go back to her own life. Moreover, Wonderland is not some far-off realm, but underneath a local field which has been reconfigured into Wonderland. This is similar to how the British Empire often renamed indigenous places with English names and defamiliarised the colonial space to fit their own needs.


  While Alice demonstrates some rebellion during her time in Wonderland, her desire to return to normalcy throughout Alice is a more accurate reflection of the colonial mentality. The opening scene of Alice mimics the colonial subjects’ initial uncertainty and feeling of losing control. Alice falls and falls wondering ‘would the fall never come to an end?’ (p. 2). As Alice continues to fall into the Queen’s Empire, she ‘wonders what was going to happen next’ (p. 2). And when finally landing in a dark hall, Alice longs to get out. A similar journey of doubt, uncertainty, darkness, and longing has been endured by many indigenous people whose fall from innocence to the experience of English colonial rule does not stop when the rabbit-hole ends.


  Alice remains uncertain as her environment continues to change until nothing seems too fantastic. For Alice, the impossible becomes possible, and anything can happen, and often does. Babies turn into pigs without anyone taking notice. Cats vanish leaving behind only grins. Carroll’s fantastical plot mirrors the ridiculousness of British colonialism and imperialism. Under British rule, tens of millions of Indians died of starvation: explorer Winwood Reade coined the phrase, ‘The law of murder is the law of growth’ (cited in Brendon, 2007). Again, anything can happen. The morphing of babies and the disappearance of cats in Alice are ridiculous thoughts to children – yet it is possible to imagine such things even if a Wonderland turns out to be required to in order to do so. Lewis Carroll’s use of the ridiculous exemplifies how much more unimaginable and absurd the actual actions of imperialists, like explorer Reade, are when they embrace the oppression, exploitation, and murder of a population en masse.


  Alice’s uncertainty about whether she will become so small that she will end in ‘going out all together’ snuffed out ‘like a candle’ (p. 6) could refer to the disappearance of indigenous people and their cultures. Although Alice is never reduced to nothingness, she perceives that ‘things are worse than ever, for I never was so small as this before, never!’ (p. 11). Alice by shrinking has lost more of herself than just her height; she has lost her whole identity. The demolition of her culture and of the fundamental rules and laws of physics renders Alice unsure of who she is in contrast to her self-confidence upon entering Wonderland (p. 32). Alice repeatedly comments on her identity as her physical size fluctuates. The fact that Alice equates her physical appearance with her identity and personal worth can be seen as a satire of colonial attitudes about skin colour and other physical attributes as essential marks of inferiority. While getting ‘Advice from a Caterpillar’, Alice blatantly states that she is not herself (p. 32). However, when asked about her identity Alice cannot answer the next logical question: ‘If I’m not the same [person]… Who in the world am I?’ Like Alice, native inhabitants under English rule could no longer answer the questions of who they were. According to Albert Memmi (1991), colonialism removed the colonised person from history, language, government, and community, in essence facilitating the erasure of his or her personhood. After having lost everything they knew to be true and with everything they were familiar with replaced by the foreign, the indigenous peoples of British colonies were left without a stable identity.


  Royal References


  Other important examples of anti-imperialistic perspectives are the Queen and King of Hearts who can be read as analogous to Queen Victoria and Prince Albert. Queen Victoria, a strong commanding woman, controlled most of the globe at one time just as Queen of Hearts controls all of Wonderland. Prince Albert, a quiet man fighting chronic illness during the 1850s and 1860s, influenced Queen Victoria’s policies heavily early in her reign while still deferring to her decisions as he held no official title equal to hers. His own ambitions were suppressed in the interest of the Queen. This is similar to how the King of Hearts defers to his spouse’s decisions; his personal desires do not take precedence over the Queen’s. Although he holds the title of King, the King of Hearts vocalises his power only during the episode of ‘Who Stole the Tarts?’ where he plays the role of judge. However, Alice remarks how uncomfortable he looks taking on this role of authority. The Queen of Hearts’ roles in the trial – those of accuser and enforce – are more imperial and commanding, as is evident when she puts on her spectacles to stare at the Mad Hatter who turns pale and begins to fidget under her gaze (p. 44). Even Queen Victoria recognised these similarities. Wullschlager points out that in Stanley Weintraub’s biography of Queen Victoria, which takes as an epigraph the Queen of Hearts’s statement, ‘I don’t know what you mean by your way. All the ways round here belong to me,’ he personifies Victoria’s autocratic and fanciful behaviour (1995, pp. 45-6). By taking a line spoken by the Queen of Hearts as her own, Queen Victoria not only recognises but seems to accept her resemblance to the Queen of Hearts.


  The Queen of Hearts’ croquet game illustrates another obvious connection between the two monarchs. The croquet game provides insight into the Queen of Hearts’ ruling techniques that even children can observe are unjust. The Queen of Hearts loses her temper because a simple party game does not go her way, and in response she places all the other participants of the croquet game, one by one, under sentences of execution as she exclaims, ‘Off with their heads!’ (p. 63). Bivona (1986, p. 144) observes that Wonderland is ‘organized by game-like social structures in which mastery of the game promises mastery of others.’ With all of her adversaries jailed and awaiting death, the Queen of Hearts inevitably would win the croquet game and is clearly the master of all. Conversely, Queen Victoria became master of all as her military powers took over country after country by forceful, primitive means. In addition to the violence, genocide, and exploitation being committed in her name, Queen Victoria was certainly aware and involved in negative aspects of British imperialism. In a telling example, Piers Brendon, a British historian, explains the extent of looting: ‘Prize items of pillage, incidentally, were sent to Windsor Castle… Least among the treasures Queen Victoria received from Emperor Hien-Feng’s Summer Palace was a Pekinese dog, which she called Looty’ (Brendon, 2007, p. 47). Queen Victoria, like the Queen of Hearts, cared little for the losses of indigenous peoples and concentrated more on her own gain – even if her gain comprised the theft of an emperor’s pet.


  The British East India Company: Reflected in Carroll’s Tea Party?


  In the imperial context, which surrounded Carroll, some situations in Alice’s Adventures in Wonderland may also be less than deliberate critiques of imperialism. For example, the Mad Tea Party that Alice attends with the March Hare, the Hatter, and the Dormouse could be a metaphor for the British East India Company who traded in many commodities, including tea. According to Vinay Lal (2009), the British East India Company was in business for 282 years. Likewise the Mad Tea Party is never ending for the guests as time is perpetually stuck at six o’clock in the evening – tea time in Wonderland (53). Since tea time never ends, the place settings are never washed until the only option is to move one place to the right where there is another place setting. Unfortunately, this movement only improves one person’s position: the Mad Hatter’s – or in the case of India, the benefactor of all movement was the British East India Company. Indigenous peoples in English colonies had to make do with diminished resources, while in Alice the other characters had to eat off of dirty dishes. The Mad Tea Party episode also comments on how the British East India Company took advantage of India and its resources through military force. As Kutzer affirms, ‘This uneasy mix of British commercial and quasi-governmental control prior to 1857 contributed to a number of internal problems in India (increasing unrest among certain native groups, growing gaps between the rich British and the increasingly poor Indians…)’ (2000, p. 13). In Alice, this unrest can be seen in Alice’s indignation towards the Mad Hatter and the Dormouse’s begrudging compliance. The gap in wealth can be seen as the Mad Hatter’s continuing betterment of resources and everyone else’s deterioration.


  As the relationship between England and India shows, the colonising efforts to transform the education and religious practices of indigenous people, regardless of the vast amount of time and energy spent on these measures, were never the primary goals of England’s imperialistic nature. Instead the goal of British imperialism was economic – benefiting from others’ lands and labours – using the natural resources of the colonies to their own advantage. Profitability is the reason why imperialism lasted so long. Imperialism continued not because of some benevolent ideals of helping one’s fellow man but because of avarice. British economist J.A. Hobson argues that idealistic motives for imperialism were merely excuses and that the Empire’s real desire was always one of capitalistic greed for ‘cheap raw materials, advantageous markets, good investments, and fresh fields of exploitation’ (cited in Thomson, 1966), mirror what Lewis Carroll may have implied: imperialism had nothing to do with civilising foreign countries and everything to do with power and the exploitation of their resources.


  Colonialism Ad Absurdum


  In much the same way as indigenous people had to deal with exploitation, Alice endures sacrifices of her own such as the loss of control and of her possessions. She is forced to give prizes for a race she had no hand in orchestrating. Everyone who participated in the race was given one of Alice’s possessions. This strips her further of her resources and identity, symbolically shrinking Alice’s stature and importance. Alice is forced to participate in the race, made to hand over her last remaining possession, a thimble, which subsequently is solemnly and with much ado presented back to Alice as her prize for participating in the race (p. 17).


  Alice may be seen as asserting that British imperialism worked in an equally absurd way. Raw materials and other resources were swiftly harvested from lands through the backbreaking labour of indigenous people. Valuable components were then shipped to Europe for processing and consumption. These actions continually siphoned away profits that rightfully belonged to the natives; however, contrary to Alice, nothing was given in return to the very people who were forced to supply all the labour. Historians Donald Kagan, Steven Ozment, and Frank M. Turner maintain that by controlling economic production, as well as technology and advancements in military weapons, the British Empire ‘was able to impose their wills on people many times their numbers’ (2005, p. 594). Consequently, English supremacy reigned. England rationalised these behaviours by seeing themselves as superior. The British believed that the native people could not understand the value held in their lands because so few took advantage of them through activities such as mining, refining, and exportation. Carroll’s Alice implicitly ridiculed England’s notions of superiority.


  Since Lewis Carroll was writing a children’s book, England’s arrogant and erroneous views of indigenous inferiority can be seen as being filtered through Alice who repeatedly tolerates being directed about in everything she does. The White Rabbit orders her to retrieve the Duchess’s gloves and fan. The Queen of Hearts orders her to join the croquet game. The Mock Turtle and Gryphon order Alice about continually, telling her to be quiet on numerous occasions. In exasperation she finally announces, ‘I never was so ordered about before, in all my life, never!’ (p. 71). Alice’s consistent tolerance of the demands placed on her by the weird creatures of Wonderland and her empathy towards them is the antithesis of colonial officials in new territories. Prior to her fall down the rabbit’s hole, after a few hours given over to lessons, Alice relaxed in lazy summer afternoons in whatever manner she wished. Whether she read or made daisy chains to fill her day was inconsequential (p. 1). Due to her native common sense, compassion, and empathy, Alice has fared well by herself, thus Alice does not need to be ordered about. She is not inferior as the creatures of Wonderland believes her to be because she is different, just as the indigenous people of the British colonies were not inferior even though England believed them to be. Ironically, Lewis Carroll can be seen as mocking England’s colonial arrogance by making the characters that order Alice about frogs, fish, rabbits, fake turtles, and other simple creatures – in essence, mostly pests and varmints. Alice is thought to be inferior by creatures that in reality are intellectually and biologically inferior to her.


  Similar to Lewis Carroll’s imagery of imperialism, other characters in Alice can be seen as illustrating the problems in colonialism – specifically the Duchess and the Mock Turtle. Alice is faced with many different demands and criticisms throughout her travels in Wonderland; however, the most telling illustration of the ludicrousness of English dominance appears as the Mock Turtle states that Alice lacked intelligence because her school failed to teach washing though she had already studied poetry, music and French (p. 73). According to the Mock Turtle’s ridiculous argument, Alice certainly was not taught what she should have learned since she cannot yet perform her domestic duty of washing. The Mock Turtle can be read as asserting his dominance as he lists the regular subjects he had been taught in school, but the puns mock them instead: Reeling, Writhing, and the different branches of Arithmetic – Ambition, Distraction, Uglification, and Derision (p. 74). Anytime Alice logically questions the Mock Turtle’s history, he labels her a simpleton until she wants ‘to sink into the earth’ from embarrassment (p. 73). The Mock Turtle successfully dominates and, thus, intimidates Alice by ridiculing her intelligence. Although Alice, and the indigenous people who were being colonised by Britain, had no reason for feeling deficient either in culture or intelligence, they often did. This feat was perhaps the preeminent victory of British colonialism: making the inhabitants of the countries they conquered falsely believe that they were inferior to the English.


  Like the characters in Alice’s Adventures in Wonderland, some English people scoffed at their colonial subjects for not understanding and appreciating English ‘culture’, equated in the novel with inconsequential things such as proper attire and mannerisms. English citizens who maintained such attitudes can be read as embodied in Lewis Carroll’s character of the Duchess, an example of a type of colonial governor. The Duchess declares to Alice, ‘You don’t know much and that’s a fact’ (p. 43). She makes this assumption after having barely met Alice – at a time when the Duchess did not know whether Alice knew anything or not. England’s colonial governors too frequently assumed the natives knew nothing and, therefore, needed England’s help, similar to the Duchess’s belief that Alice needed to be ordered about. Yet, even when Alice proves a modest proficiency in common sense by stating that mustard is not a mineral, the Duchess still does not change her opinion. She brusquely states that Alice has ‘as much right to think as pigs have to fly’, an ironic phrase as the Duchess’s baby had only twenty-three pages earlier turned into a pig (p. 69). The Duchess is myopic, like English colonialism. She is unable to see the broader picture of what is happening to the citizens of Wonderland all around her. She contributes to the chaos and attempts to be superior to all those around her until she is confronted by the Queen of Hearts and literally trembles and runs away in fear of her life like everyone else in Wonderland.


  Representations of Colonised Subjects


  Carroll can also be seen as using characters to demonstrate the intelligence of British colonial subjects. For instance, Carroll may suggest parallels between the character of the Caterpillar and the Indian people. When Alice meets the Caterpillar in chapter four, he sits ‘quietly smoking a long hookah’ (p. 31). A hookah is a tobacco or hashish pipe popular in smoking houses throughout India. This stereotypical image of India suggests the connection between India and the Caterpillar. The Caterpillar is thus presented as ‘Oriental’ and is representative of the ‘Other’. However, the Caterpillar challenges colonial expectations because he exhibits wisdom when giving sage advice to Alice about the importance of doing what she wants and what she thinks is best for her instead of being led about in life by others.


  The Dormouse can be regarded as another example of the colonised subjects in the British Empire who seemed to passively accept their unmerited subjugation and suffering. When Alice meets the Dormouse he is being used by both the March Hare and the Mad Hatter as an elbow cushion while he sleeps. ‘“Very uncomfortable for the Dormouse,” thought Alice; “only, as it’s asleep, I suppose it doesn’t mind”’ (p. 51). However, the reader suspects that the Dormouse is unhappy even though he is not actively fighting against the March Hare and Mad Hatter. Trapped between his two oppressors, who are physically holding him down, he cannot move or participate in the tea party. The Dormouse is merely at the tea party for the comfort and amusement of the March Hare and Mad Hatter. He cannot even sleep as he wishes for as soon as they want a story told, the Dormouse is pinched repeatedly on both sides until he complies. Even when the Mad Hatter decides everyone is going to move places, the Dormouse obediently follows even though it leaves him in a worse situation. Like the Indian sepoys who were used by the British military to fight overseas and repress Indian rebellions, the Dormouse is complacent and even turns against Alice (his co-indigenous representative) when she begins growing again during the knave’s trial. Afterwards, he is blamed for some unspoken wrongdoing by the Mad Hatter and, in the end, is turned out of the courtroom for correcting the cook. He is threatened with being pinched, having his whiskers cut off, and, above all, beheading.


  The Brutality of Colonialism


  England, in order to enforce its superiority, often turned to such intimidation and to violence, especially during Queen Victoria’s reign. Brendon (2007) has labelled this colonial violence ‘the red stream’ of the British Empire: a flowing river of blood and dead bodies careening throughout the British Empire. Tales of such violence were rampant in most of the countries once taken over by the British Empire. The inhabitants of Bengal, India, as a case in point, were ravaged by war. Year after year, they experienced near-continuous famines and their land was considered “an abyss of torment” (Brendon, 2007, p. 46). In Australia, the aboriginal people were slain for little or no reason by British soldiers and settlers alike. In southern Sudan, re-colonisation efforts ended with a bloody battle characterised by most as a massacre. In Ceylon, the English shot and hanged more than 1% of the entire population. A sixth of the Boer population in South Africa died, mostly children, in concentration camps. Tasmania. Afghanistan. Kabul. Iraq. Jamaica. Burma. Kenya. All suffered atrocious, unspeakable horrors (Brendon, 2007). Although there is no actual bloodshed in Alice, there is always the threat of violence and consequent intimidation.


  In the imperial context, it is possible that Carroll’s unconscious meanings were to attribute to the Queen of Hearts the same brutality that Queen Victoria sanctioned. The main difference lies in the Queen of Hearts’ more open involvement with brutality through her constant declaration of ‘Off with their heads!’ (p. 63). As in England’s newly colonised lands, people were sentenced to execution for little or no reason. For instance, the seven of spades is to be beheaded for the simple error of handing the chef tulip bulbs instead of onions (p. 58). The playing cards fear for their lives, for if the Queen ever noticed the mistaken white rose bush that was hurriedly painted red, ‘[they] should all have [their] heads cut off’ (p. 58). While watching the croquet game, Alice remarks that in Wonderland the ‘great wonder is that there’s anyone left alive’ because ‘the Queen had only one way of settling all difficulties, great or small’ (pp. 63-4). Wholesale butchery – at least threatened if not in fact.


  While the Queen of Hearts certainly displays the greatest amount of cruelty, she is not the only violent one. Just as Queen Victoria was supported by a cast of generals and a vast military, so is the Queen of Hearts. Wullschlager points out that ‘the random violence… builds up a picture of a mindless world whose only certainty is death’ (1995, p. 50). The White Rabbit wants to take Alice’s arm off (pp. 25-6). The puppy that Alice finds in the woods is very likely to eat her in spite of any amount of niceness and coaxing (p. 29). Additionally, the Duchess nearly kills her own child through neglect and promotes the Queen’s idea of beheading Alice with an axe (pp. 44-5). So violent is Wonderland that Alice turns to verbal violence. However, this verbal violence differs greatly from the real violence performed or threatened by the characters of Wonderland. Alice’s struggle culminates once she finally grasps how impossible it is to appease, or even understand, the demands of Wonderland.


  During the testimony stage of the knave’s trial, Alice finally realises the absurdity of the evidence given. She puzzles over how Wonderland can place such an extraordinary amount of importance on actions and logic that mean nothing. Alice loudly proclaims that the verses which are provided as proof of guilt ‘have not an atom of meaning in it’ (p. 94). Like many rebellious subjects around the world, Alice finally comprehends her need for independence and correctly discerns that the only way to achieve freedom is to refuse to remain silent. This realisation is in direct opposition to what many of Wonderland’s characters have been demanding. For the crime of speaking out against the established power structure of Wonderland, the Queen of Hearts places Alice on trial along with the knave. Yet, no matter the consequences, Alice has struck her first proverbial blow for freedom. The knave’s – as well as Alice’s – trial concludes when Alice fights off an assault from the Queen of Hearts and the rest of the playing cards, shouting, ‘Who cares for you? You’re nothing but a pack of cards!’ (p. 95). As Elaine Ostry points out, ‘Alice rebels against her fantastical authorities and is rewarded with growth and the return home’ (2003, p. 35). Finally, Alice, like many of England’s colonies, triumphs through the realisation that the colonisers were ridiculous, not superior. Alice’s common sense and her verbal rebellion determine her fate and her return to the aboveground world. She is able to say what she perceives and that becomes her power, thus challenging the imperial doctrine of conquest and domination through physical force. Alice’s battle for freedom was fought through words. Her power and her success mock civilised England’s use of physical force. Verbal intelligence supersedes physical force.


  Conclusion


  Lewis Carroll’s Alice successfully gains her independence from the Queen of Hearts and Wonderland. Her struggles with imperialism end. Carroll passed away before he could witness the decline of the British Empire. However, even though Carroll did not live to see the end of imperialism, his novel, intentionally or not, helped deconstruct the colonial mentality on which the British Empire was based. Alexander Mackenzie, Prime Minister of Canada from 1873 to 1878, explained the rationale behind British imperialism when he said, ‘English supremacy should last until the end of time, because it means universal freedom, universal liberty, emancipation from everything ‘degrading’ (cited in Walsh, 2008). Mackenzie focused on its ideals rather than its practical effects. England saw it as a duty and burden to change what they viewed as conform to the model of instruction imported from England. Moreover, according to Ofori-Attah (2006), the 1882 Education Ordinance, passed by the British government, mandated that the only medium of colonial instruction was English and limited the topics available to study. The study of plants found in Europe, music in Europe, and the works of authors such as Shakespeare and Dickens replaced traditional African learning. The goal of such subjects was the transformation of African peoples to better serve the needs of a colonial government (Ofori-Attah, 2006). Transformation was exactly what happened to Alice over and over again as her original knowledge is repeatedly questioned by absurd new ideas.


  With Alice’s transformations, uncertainties, and desires for normalcy, she can be seen as the colonial ‘other’ in her relations to those in Wonderland. The creatures in Wonderland, especially the Mock Turtle and the Duchess, personify colonial attitudes about British subjects in its colonies. The ridiculous characters of the Queen of Hearts and the Mad Hatter, whose values and rules make no sense, resemble British imperialism. Their ridiculousness and absurdity eventually empower Alice to rebel and overcome their violence with intelligence. This critique is submerged by nonsensical stories of playing cards and tea parties. Through these nonsensical stories, Lewis Carroll was able to capture the imaginations of children; and once children have connected with his novel, the lively characters, such as a hurried white rabbit, a grinning Cheshire cat, and a wise caterpillar, turn into memorable, beloved ones. Carroll endeared Alice to readers throughout their lives to be read over and again. However, perhaps, Alice’s Adventures in Wonderland is not merely a children’s story but is, in fact, a political discourse, that can be read as detailing the perils of imperialist attitudes and colonial practices.
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  The Need to Write: L.M. Montgomery’s Emily Trilogy as Künstlerromane


  Anna Remmets


  Abstract


  In this article I argue that the Emily Trilogy by L.M Montgomery should be read as Künstlerromane: novels that have the protagonist’s development into an artist (in this case an author) as their primary focus. The difference between the Emily Trilogy and Montgomery’s earlier and more famous work Anne of Green Gables, I argue, is that while Anne likes writing stories and has a lively imagination, it does not constitute her as a character in the same way as Emily’s creativity constitutes her very being. My aim is to show how her story is a story about female emancipation as well as a story about learning how to balance the Romantic, spontaneous flow of words with a more conscious and restricted approach to literary creativity and by doing so become a mature writer.


  Introduction: The Emily Trilogy


  Lucy Maud Montgomery’s trilogy, Emily of New Moon, Emily Climbs and Emily’s Quest was published between 1923 and 1927. These books remain considerably less well- known than the Anne books (starting with Anne of Green Gables, 1908) by the same author. Part of the reason for this difference is most likely because the lively character of Anne Shirley held a great deal of novelty when the book first came out, and that the Emily Trilogy at first glance seems to follow almost the exact same concept. The Emily Trilogy, as well as the Anne books, revolves around an orphan girl trying to find her place in a quite rigid society among stern and (at least at first) unloving adults. Like Anne, Emily is an outspoken child with a very vivid imagination, something which is a constant source for conflicts between her and her stern and old-fashioned Aunt Elizabeth who has taken her in after the death of her beloved but poor journalist father. The Emily books can thus be seen as a less successful attempt to revive the enormous success Montgomery achieved with the Anne books. But they can also be seen as works written in a different mode entirely even though the author employs some of the same themes and plots. If we choose to look at the differences we will soon discover that they are more significant than might be supposed at first glance. First of all, the Emily Trilogy is a much darker story than the Anne books in every aspect. While Anne has never met her biological parents, which is of course a sad thing in itself, Emily of New Moon actually begins with Emily’s encounter with death when she finds out that her beloved father is about to die from consumption. Even if the loss of Matthew in the end of Anne of Green Gables is painful and heartbreaking, it doesn’t shake the ground of Anne’s existence in the same way as the loss of her father does Emily’s. By the time of Matthew’s death Anne has already found her place in society and has a foster mother who loves her. When Emily loses her father she also loses the only person in the world who loves her and whom she loves. The feeling of loss and of being unloved is only emphasised by the fact that while the people who will take charge of Emily’s upbringing are her blood relatives, her mother’s siblings, most of whom show no signs whatsoever of genuinely caring for the child. On the contrary, they don’t hesitate to articulate every flaw they find in her and clearly show that they see her as a burden. Mrs Rachel Lynde in Anne of Green Gables may seem mean at first, but she is not Anne’s family and the conflict they have is resolved more or less immediately in a humorous way. The conflicts that Emily, on the other hand, has with the cold and sometimes even cruel Aunt Elizabeth who is her primary care giver goes much deeper, are more bitter and span years. The mood in the Emily books is thus both darker and more mature. Not only are the conflicts deeper and the adult world colder, but even Emily herself is in a way a darker and more complex character than Anne. She is proud and doesn’t open up easily. But the most important difference is perhaps that while Anne does have a lively imagination and is good at writing stories, Emily’s love of writing is something that constitutes her whole character, which is a subject that I will return to further on.


  Emily’s imagination is sometimes more than just imagination, and here is where the supernatural comes in. The supernatural in the Emily trilogy is manifested mostly in visions and dreams that reveal hidden truths and secrets. The first truly supernatural episode takes place in Emily of New Moon where Emily, ill with a high fever, in one of her dreams sees what really happened to her best friend’s mother who everyone (including her husband) thinks escaped with a lover, leaving her child and husband behind. In uncovering the truth (that she really fell down a well and died) Emily makes it possible for her friend’s father to stop hating women and to finally start loving his daughter. Then in Emily Climbs Emily has a similar dream, this time without having a fever. The dream reveals the whereabouts of a child who is missing and believed to be dead.


  The final significant supernatural event occurs in the final book of the trilogy, Emily’s Quest. Emily is about to marry an older man, Dean Priest, whom she doesn’t really love and who will most likely smother her free spirit with his jealousy. When sitting in their future house she has a dream (or a vision) where she saves her childhood sweetheart Teddy from travelling on a ship that is destined to sink. After this she realises that with such a connection of souls it’s impossible for her to marry Dean. Later Teddy writes her a letter where he tells her that he really did see her and he followed her, which prevented him from taking the ship that did in fact sink.


  But it is not only the presence of the supernatural that makes the Emily Trilogy seem less realistic than the Anne books. The characters themselves are constructed in a way that in some aspects make them seem to be almost pure manifestations of some strong characteristic. Unlike Anne, who gets to live with the stern but sympathetic Marilla, Emily has two female guardians, her aunts Elizabeth and Laura who are each other’s opposites. While Marilla is stern, Elizabeth’s actions towards Emily in the first book border on cruel. With her tall, thin appearance and dark clothes she is described as an almost menacing, threatening figure while her sister Laura with her blue eyes and blonde hair seems like an angel. Even though this picture is very much revised as the story unfolds (Elizabeth is perhaps the character with most dynamic growth in the whole trilogy) this way of portraying characters in an almost gothic way is used throughout the trilogy. Elizabeth’s and Laura’s cousin Jimmy, who is slightly mentally disabled since a childhood accident caused by Elizabeth, is portrayed as mostly charming, but sometimes as a slightly frightening stereotype of the ‘wise fool’.


  Beside Emily’s guardians, the books are populated with supporting characters that to an even greater extent seem to have been taken from a gothic tale. There is the mother of Emily’s childhood sweetheart and future husband who loves her son with a jealous, all consuming love that allows no competition (which is what she sees in Emily); this woman has a huge scar on her face and a dark secret. Then there is ‘Mad Mr Morrison’, an old, insane man, who chases Emily when she is locked up in a church in a scene with gothic overtones that has little in common with Anne’s humorous walk through a supposedly haunted place where she is chased by very imaginary ghosts. The supernatural elements in the books along with the generally much darker mood and the way the characters are constructed are thus things that set the trilogy apart from the Anne books, which perhaps best should be described as ‘domestic novels’.


  What, then, is the Emily Trilogy if we were to seek a suitable label, or perhaps just terms to describe this kind of fiction as accurately as possible? It is sometimes tempting to see ‘exaggerated’ characters such as Mrs Kent and Mr Morrison and supernatural scenes as less sophisticated storytelling, as a somewhat vulgar and melodramatic way of achieving effects. But I would like to suggest that we will understand the text before us better if we look upon it as a text mainly written in a Romantic, sometimes gothic mode. I’ve already mentioned the use of gothic character types like Mad Mr Morrison and Mrs Kent, but the gothic and Romantic can also be found in the descriptions of nature and of Emily’s surroundings. Here the uncanny, mystical and the painstakingly beautiful are often depicted side by side. At New Moon we have a big, dark intimidating house (New Moon itself) where the intimidating Aunt Elizabeth rules, with a beautiful garden (which belongs to the almost gnome-like Cousin Jimmy) and a wild surrounding forest and even a family graveyard that is both uncanny and beautiful. All these places are seen through the eyes of Emily, whose vivid imagination and love of the beauty of nature render the natural environment that spiritual, sometimes sublime quality that is so important in Romantic literature. This means that both characters and environment are seen through Romantic, sometimes gothic lenses rather than the more idyllic nature scenes and ‘realistic’ character portraits that tend to be dominant in domestic novels.


  The Künstlerroman


  One of the most important aspects, however, of the Emily Trilogy is that the books are written as Künstlerromane, as artist’s novels, and that the Romantic and gothic themes serve to emphasise this, as the Künstlerroman originally is a Romantic genre. There are of course different definitions of the term Künstlerroman. For the purpose of this article, however, I will use as a starting point the definition that describes the Künstlerroman as ‘A genre that can be traced to pre-Romantic Germany and whose main feature is that it has the development of the protagonist’s artistic creativity at its centre’ (Fjelkestam, 2010, p. 40). Furthermore, the Romantic view on the artist as a ‘genius’ dominates the discourse of most Künstlerromane. Pursuing an artistic career is thus seen as something like a heroic quest rather than a profession among others. The genre evolved during a time when women who wrote were rare. It also, as previously stated, evolved around the cult of the ‘genius’, and genius was viewed by most as something that only men could possess. In her book Det sublimas politik: emancipatorisk estetik i 1800-talets konstnärsromaner (The Politics of the Sublime: The Aesthetics of Emancipation in Nineteenth-Century Artist Novels: my translation), Swedish author Kristina Fjelkestam shows how the notions of Immanuel Kant and others notion that the sublime only could be experienced and re-created by men led to the conclusion that only men could be true artists and authors (p. 21).


  Despite this there were Künstlerromane written by women during the Romantic period, such as those by Madame de Staël and Elizabeth Barrett Browning.


  Since the so-called female Künstlerroman has evolved in a context that didn’t recognise women as subjects with the ability to create art, there have naturally been attempts to examine in what ways the female Künstlerroman might differ from the male that had been the norm. In her book The Poetics of the Künstlerinroman and the Aesthetics of the Sublime Evy Varsamopoulou argues that the significant features of the female Künstlerroman (Künstlerinroman) is not that they are stories about female artists written by female authors, but that they focus on the sublime and that the meta-literary elements are prominent (Varsamopoulou, 2001, p. xv), a view that is shared by Fjelkestam (Fjelkestam, 2010, pp. 28-44). ‘Meta-literary’ in this sense does not only refer to the kind of intertextuality that consists of explicit references to other literary works. Even more important, according to Varsamopoulou, is that the Künstlerinromane are literary works about literature, but also about language itself. One explanation for this might be that the right to be looked upon as subjects with the capacity to create art and literature was something that had to be addressed by female authors. They had, in other words, to claim the authority to use language as a tool to create literature.


  In this article I will also use the theories of French-Bulgarian linguist and psychoanalyst Julia Kristeva, which do not concern the genre of the Künstlerroman per se but which offer some interesting views on language, subjectivity, gender and literary creation. These ideas are explored in some of her essays collected in the book Stabat Mater och andra texter (Stabat Mater and Other Texts), edited by Ebba Witt-Brattström. ‘The feminine’ is here associated with the ‘pre-linguistic’, that is, the rhythms and sounds that come before language. Poetry, though created within language, is the form of literature (and language) that is closest to this pre-linguistic, or as Kristeva calls it semiotic, state. The masculine on the other hand stands for a structured use of language, religion and order. This is what Kristeva calls the ‘symbolic’. It is important to note that Kristeva’s theories don’t necessarily have to be interpreted as advocating an essentialist view on the differences between sexes. What she calls ‘feminine’ and ‘masculine’ respectively do not have to correspond with the biological sex. For our purpose it is more interesting to see what these theories make of the positions that men and women take on within the patriarchal order and how those positions are linked to the process of creating literature. According to Kristeva, all individuals are within the ‘semiotic’ sphere before they have realised that their bodies are not a part of their mothers’ (a pre-oedipal state of existence) and before they develop a language. Then both male and female children enter the symbolic order in various degrees. There are however some who remain closer to the original semiotic (and symbiotic) condition, and among them are poets, since poetry as a form is the language that stays closest to the semiotic. This is a view on ‘the poet’ that corresponds closely to the Romantic era that saw poets as individuals more closely connected with nature than others.


  The Emily Trilogy as Künstlerromane


  As mentioned earlier, writing is not just something that Emily likes to do. It’s something she has to do, it is a big part of who she is. When Aunt Elizabeth tries to forbid her to write stories we learn that, for Emily, it would be the same as asking her to stop breathing (Montgomery, 1923, p. 307). As mentioned in the introduction, there is a big difference between Emily and Anne of Anne of Green Gables in that regard. In the beginning of Anne of Green Gables it seems that Anne imagines things to make the real world seem less dull and harsh. Once she finds her place in a family and within society this need to imagine another reality seems to gradually go away or, at least, lessen. As she grows up, writing stories is something that she enjoys, not something that is a part of her very being. For Emily, on the other hand, writing is as necessary as oxygen. This way of describing creativity as something that is part of a person’s essence, something which constitutes who that person is, as has been discussed earlier, is perhaps one of the most important features of the Romantic Künstlerroman. Here the artist is seen as a genius that is in touch with a ‘higher’ reality, a higher truth. This connection to something almost divine can be seen in what Emily calls ‘The Flash’. ‘The Flash’ is described in the very first chapter of Emily of New Moon:


  It had always seemed to Emily, ever since she could remember, that she was very, very near to a world of wonderful beauty. Between it and herself hung only a thin curtain; she could never draw the curtain aside- but sometimes, just for a moment, a wind fluttered it and then it was as if she caught a glimpse of the enchanting realm beyond – only a glimpse – and heard a note of unearthly music (Montgomery, 1923, p. 7).


  In the passages where the supernatural is present it, too, is described as if another world makes itself known, only in those instances its presence is much stronger as if ‘the curtain’ was fully open instead of just briefly moved. The chapter in which Emily has one of her most important visions is in fact called ‘When the curtain lifted’. The ‘visions’ and the flash thus seem to come from one and the same source, namely that dimension of the world which we can’t see but which renders it much of its (sublime) beauty. It would seem that Emily, being born an author of poetry and novels has more access to that which is beyond the curtain than other people. It’s a source that she can consciously tap from when writing, but it’s also a door that can suddenly blow wide open as when she has her visions and dreams. And while the final supernatural episode where she saves her love Teddy is strongly reminiscent of the telepathic communication that that Jane and Mr Rochester have in Jane Eyre that serves to show how strong their bond is, the other supernatural passages in Emily are much more closely connected with Emily as an individual and seem to be constructed to illustrate that she is a special person, a person in touch with what is on the other side of the ‘curtain’. And Montgomery makes it clear, true to the Romantic discourse on the artist, that it is that kind of access that Emily draws upon when she creates literature. The titles of the books in the trilogy serve to further emphasise that this is a story about the making of an artist. While the titles of the Anne books (Anne of Green Gables, Anne of the Island, Anne of Avonlea and Anne’s House of Dreams to mention some of them) signal how she finds her place first in a new home and then in the society of Avonlea until finally she marries and takes possession of her very own home (‘House of Dreams’ which also refers to her dream about a happy life and a family etc), the titles of the Emily Trilogy signal both a movement forward, a quest and a focus on individual goals and dreams rather than an aim to have family and find one’s place within society. The first book, Emily of New Moon, is named after the same pattern as Anne of Green Gables, but the two following have another ring to them entirely. Emily Climbs signals struggle, movement forward and determination, and the title Emily’s Quest suggests traditionally male focused adventure stories where the hero takes on different quests. In her book Deconstructing the Hero Margery Hourihan writes about the traditionally male hero:


  The refusal to be diverted from his quest is a glamorized image of adolescent egocentricity. His courage and prowess are projections of adolescent fantasies of invincibility… (Hourihan, 1997, p. 74).


  As mentioned earlier in this article, this way of describing the pursuit of an artistic career almost as a heroic quest corresponds with the Romantic (and post-Romantic) view of the artist. What then, can we make of the end of Emily’s Quest where focus seems to be shifted from Emily’s artistic ambitions (she has at this point had her first novel published) to her relationship with Teddy? It is no doubt disappointing and somewhat ironic that Emily’s grand Quest should end in a way that almost seems to suggest that it was a quest for love all along. It can be speculated whether this ending is a result of editorial interference or the expectations of the reading public, but any such guesses would lead us to an analyses of biographical facts rather than the text itself. Nevertheless, I think, that despite the ending, the overall construction of the Emily Trilogy is that of the Künstlerroman, mainly because Emily being an author (even before she actually becomes one, maybe even more so then considering the ending) is what constitutes her as a character and what sets her apart from other people. While the Anne books are about a highly imaginative girl the Emily Trilogy is about an artist. Reading the Emily Trilogy mainly as a Künstlerroman written in a Romantic mode offers some interesting way of interpret both the story and the characters in it.


  The Emily Trilogy and the Meta-Literary


  In The Poetics of the Künstlerinroman and the Aesthetics of the Sublime, Varsamopoulou suggests that the use of meta-literary elements in a broad sense is one the most important features of the so-called Künstlerinroman. This is something that can be observed in the Emily Trilogy. The books tell the story of a girl who wants to become an author. Literature and books are constantly being discussed and referred to, especially when Emily in her letters to her dead father or in her journal accounts for what she is currently reading and what she (and her disapproving Aunt Elizabeth) thinks of those books. Naturally she often uses the books she reads as stepping-stones for discussions about what kind of author she herself wants to become. The Emily Trilogy also contains intertextual references like the one in Emily of New Moon where Elizabeth locks Emily up in a room where family members traditionally are taken when they are dying. In this very gothic scene the reference to the ‘Red Room scene’ in Charlotte Brontë’s Jane Eyre (the scene where Jane’s step mother locks her up in a room so frightening that it almost drives her mad) are very obvious even though it’s here told in a much more humorous manner that is typical of Montgomery’s style. The passage where Emily’s and Teddy’s strong bond is showed through supernatural communication can be seen as another such reference to Brontë. There are also several references to the much earlier Ann Radcliffe, probably because of that author’s position as being one of the earliest female writers of gothic novels. The many references to gothic, Romantic and Victorian authors are important for our understanding of what kind of books the Emily Trilogy are and also what kind of literary artistry they advocate through the author Emily. As in the scene that refers to Brontë’s ‘Red Room Scene’ the grand gestures of the Romantic/Victorian period are often treated with humorous distance. At the same time, much of the Emily Trilogy itself is written in a similar mode. And as an author, it is clear that Emily rejects the more radical forms of realism, or maybe naturalism. After reading a book that from her description seems to contain social realism or maybe naturalism á la Emile Zola, Emily’s reaction is strong to say the least:


  […] it was just like a pig sty. Dean gave that one to me by mistake. He was very angry with himself when he found it out – angry and distressed. […] It was so ugly. I have not been so happy since I read it. I feel as if my hands were soiled somehow and I couldn’t wash them clean (Montgomery, 1925, pp. 29-30).


  Her literary mentor Mr Carpenter voices the same opinion when on his death bed; despite being the cynic that he is, he says to Emily as a final piece of advice for her writing: ‘Remember – pinewoods are just as real as – pigsties […]’ (p. 24). One may of course reflect upon the fact that both Mr Carpenter and Dean Priest (the man who she is later engaged to but from whose love she is finally freed by her supernatural vision of Teddy) are two older men who are strongly against Emily’s reading this kind of realist books. Maybe this is because they want to keep her innocence because they think it is more becoming for a young woman to lack the same awareness of the world that they have. Still, Emily makes her own conscious decision as an author to stay away from pure realism and certainly from naturalism. And maybe this is logical since she is herself constructed as Romantic artist character that belongs to a tradition that has no place in more purely realist literature. The intertextual elements that refer to literary predecessors and genres are thus a vital part of the books if we are to understand the mode in which the Emily Trilogy is written.


  Then there is the kind of meta-literary content, perhaps the most interesting kind, that manifests itself in the way the characters themselves are constructed. In this context Kristeva’s theories about how subjectivity is connected to, and also constructed through, the way we use language and literature are highly relevant. Those theories offer an interesting view on how the use of language (spoken as well as written) has a crucial part in the way the female as well as male characters of the books navigate within the patriarchal society. According to Kristeva, as discussed earlier, all subjects are formed by the entrance into the symbolic sphere though the semiotic remains associated with the ‘feminine’, and also with the artist.


  When Emily as a young child still lives with her beloved father she hasn’t yet reflected upon the thought that she wants to become an author or poet. Yet, her life (as shown in the Romantic description of the almost sublime nature scenes she experiences during the evening walk she takes right before she gets the news of her father’s impending death) is filled with poetic experience that goes beyond (or maybe comes before) words. Emily, at this point in her life seems to be in touch with the poetic qualities of the world itself rather than consciously thinking about the act of creating literature or poetry. This kind of existence, where the poetic experience hasn’t yet been formulated in words and is therefore, in a sense, more free of limits, can be seen as an existence very close to the semiotic even though Emily of course at this point is old enough to already be conscious subject with a language of her own. Something worth mentioning is that the almost symbiotic relationship she has with her father is the kind of relationship traditionally associated with mother and child, but Douglas Starr is, as we shall see later, only one of several characters who don’t act according to the expectations on his or her gender. Elizabeth Murray is another example of this.


  Emily’s painful separation from her father and the arrival at her new and (at first) hostile home at New Moon can in fact be seen as an entering into the symbolic sphere where laws and religion rather than feeling rule. This law, patriarchal in its essence, is most visibly upheld by a woman, Aunt Elizabeth. Despite being a woman herself, and one that is head of the farm and the family, the rules to which she subjects Emily are rules that threaten to smother her freedom as a girl and later as a woman. Elizabeth is, for example strongly against higher education for women and is against women working outside the home. She also considers Emily’s mother a ‘fallen woman’ because she married Emily’s father without the family’s permission, which makes her feel that she need to guard Emily’s sexuality and thereby smother her freedom even more. What seems to be most devastating to Emily though, considering her ambition, is that Aunt Elizabeth wants to control her words. That means controlling what she says (some words that are considered ‘unladylike’ are forbidden ) and what she reads (since Aunt Elizabeth considers most literature sinful). At the heart of the conflict lies the fact that she at first even tries to keep Emily from what means most in the world to her: writing. The act of writing, in Elizabeth’s mind, is threatening both because it can be considered a profession and because it is sinful. The sinful nature of literature is also clearly connected with the fear of Emily turning out to be a ‘fallen’ woman like her mother. In the patriarchal order Elizabeth represents, controlling women’s use of language, their words, is equally important as controlling their sexuality. According to Kristeva, the poetic language with its source in the symbiotic connection with the mother is strongly connected to female sexuality and therefore threatening to the symbolic order. If we read Elizabeth in this light, it seems that her Victorian fear of female sexuality has made her reject the semiotic completely and internalise the symbolic (the patriarchal) to the extreme. Her fear of uncensored words is the same as her fear of sexuality. In Emily she sees both her own sister (Emily’s mother), the fallen woman, and the potentially subversive and uncontrollable poet/writer. Elizabeth can thus, as Mary Rubio points out in her article ‘Subverting the Trite’, be seen as a ‘female clad-patriarch’ (Rubio, 1992, p. 24), a woman that has internalised the symbolic order to the extent that she herself has become an embodiment of the same. Not surprisingly she is one of the biggest obstacles that has to be overcome in this female Künstlerroman.


  Elizabeth’s cousin Jimmy is on the other end of the spectrum. A stereotype of the ‘wise fool’ of the Romantic period, he is both an eternal child and a poet, his connection with nature further emphasised by the fact that he is the one who grows the lovely garden of New Moon. Jimmy is also one of Emily’s most unquestioning supporters, supplying her with books to write in and allying with her against Elizabeth in almost everything. Jimmy can be seen as someone remaining outside the symbolic order, outside the reach of patriarchal power but instead in touch with the semiotic and therefore with the poetic language. But since he doesn’t write his poetry down, he can never be an author like Emily, but is doomed to stay a ‘wise fool’. Emily, on the other hand, who unlike Jimmy does grow up, learns that to become a true author she has to draw upon the pre-linguistic connection to the poetic rhythms (to which the mystical ‘Flash’ belongs), while at the same time learning how to navigate within the symbolic order. That process includes learning how to restrain the flow of words somewhat. This she learns through her literary mentor Mr Carpenter, but also when Elizabeth forbids her to write stories as a condition of letting her continue her studies. That experience, though heart breaking at first, teaches Emily to write without the excess of effects of her old style. It may also be that Emily, as she matures, seems to write more prose and less poetry since prose can be seen as more located more closely to the symbolic sphere. And in this development, the obstacles that Elizabeth, with her fear of words and of sexuality, places in Emily’s way are just as important as all the encouragement she receives from Jimmy. Elizabeth and Jimmy both have positions within the patriarchal order that doesn’t correspond to the expectations of their biological sexes. In a Künstlerroman where the process of becoming an artist is so closely linked to that of growing up, it is interesting to see what kind of roles these two characters play in Emily’s quest towards becoming an artist. The two of them are examples of characters that, because their respective characteristics are so prominent, can be seen as less realistic than Anne’s guardians Marilla and Matthew, if we overlook the fact that the books in the Emily Trilogy, being Künstlerromane, have a meta-literary context where each character’s function can be placed. Within this context Emily, as an author in the making, must navigate. She starts out with a freely flowing imagination, but also with an actual access to what seems to be the source for literary creation: the ‘world beyond’ that she sees through her ‘Flash’. Becoming an artist means for her to learn how to draw upon that source in a more conscious way, to reign in and tame the constant flow of words and impressions that run through her mind. It also means that she, on her ‘quest’, must overcome the obstacles that are embodied in characters such as Aunt Elizabeth. Throughout the three books Emily navigates between being the nature given artist of the Romantic discourse and a conscious, professional writer (for it is only by being professional that she can achieve the independence that her Aunt Elizabeth thinks that women shouldn’t have). She remains, however, essentially a Romantic artist in novels with a Romantic discourse on the artist and on the creation of literature.


  Conclusion


  In this article I argue that the Emily Trilogy by L.M Montgomery should be read as Künstlerromane: novels that have the protagonist’s development into an artist (in this case an author) as their primary focus. The difference between the Emily Trilogy and Montgomery’s earlier and more famous work Anne of Green Gables, I have argued, is that while Anne likes writing stories and has a lively imagination, it does not constitute her as a character in the same way as Emily’s creativity constitutes her very being. And while the Anne books do have some features that can be described as heritage from the Romantic and Victorian literary periods, those features are much more frequent and prominent in the Emily Trilogy, not least in their many gothic or even supernatural sequences.


  I suggest that, if we read the Emily Trilogy as Künstlerromane instead of domestic novels, the less realistic aspects of the trilogy can be understood in a new light, since the Künstlerroman is so closely connected with the Romantic period. Meta-literacy, Evy Varsamopoulou and Kristina Fjelkestam argue, is another prominent feature of the Künstlerroman, and therefore I have also suggested that analysing the characters’ meta-literary functions is more rewarding than to trying to understand them in purely realistic terms. For this purpose I have used Julia Kristeva’s theories about language and gender within the patriarchal order. What both Fjelkestam and Kristeva show us is how, in a patriarchal society, both women and artists have been looked upon as norm breakers. The problem is that only male artists have been seen as norm breakers in an intellectual and conscious sense since tradition has granted only them the status of geniuses. To be, like Emily, a girl, a Romantic child of nature and an artistic genius is thus not an unproblematic position. In this article my aim has been to show how her story is a story about female emancipation as well as a story about learning how to balance the Romantic, spontaneous flow of words with a more conscious and restricted approach to literary creativity and by doing so become a mature writer.
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  Children’s Literature Studies: A Research Handbook


  ed. M.O. Grenby and Kimberley Reynolds


  Basingstoke: Palgrave Macmillan, 2011. 272pp. ISBN: 9780230525542


  I began my postgraduate studies in children’s literature ten years prior to the publication of Children’s Literature Studies: A Research Handbook – had it been available then, I would have immersed myself in it before embarking on a Master’s course in Children’s Literature. The research handbook is a multi-authored introductory guide to children’s literature studies which will be particularly beneficial to students and researchers from a non-literature background, or those with little or no recent experience of children’s literature. The work is practically divided into six sections, with further subsections, to gently guide the reader through preparation of a research proposal, gaining access to archives and special collections, the study and analysis of visual texts and historical research; there is an extensive section on research and theory, and finally children’s literature in other forms, including adaptation. The subdivided sections are written by scholars in the relevant fields offering practical advice from how to contact closed access archives and collections, to the consideration of ethical issues regarding the use of child readers as study subjects.


  Kimberley Reynolds’s introduction gives an overview of the study of children’s literature: its genres, formats, history and place in the field of academia, as well as the successful integration of the study of children’s texts with other disciplines and other media such as film and television. She identifies the challenges associated with the study of children’s literature, such as its inferior status historically as an academic field of study, and the difficulty in involving children themselves in the process, but she offers a positive defence of its validity as do the other contributors when offering methods of overcoming such challenges: ‘[I]t should be remembered that often the challenges that make it useful to have a special book about children’s literature research are part of what makes it such an exciting area in which to research’ (p. 8).


  Section 1 ‘Basic Children’s Literature Research Skills’ offers methods of researching children’s literature and the pragmatic considerations according to the approach taken – should child readers be included in the research and if so what are the ethical considerations? What critical approaches should be employed, e.g. textual or visual analysis, ethnography etc.? There is plenty of terminology supplied and defined with a glossary of technical and literary terms in the appendices, with relevant words highlighted in bold within the text throughout the book to indicate their listing in the glossary. Detailed samples of MA and PhD proposals are provided in this section to assist students and researchers in producing a credible document for their institution.


  Section 2 ‘Children’s Literature Archives, Collections and Resources’ gives advice on the locations of archives and special collections internationally and how to access them, including the availability of funding, where appropriate, to visit these sites. There are case studies of the British Library in London by Alison Bailey, and the Seven Stories archive in Newcastle-upon-Tyne by Nolan Dalrymple.


  Section 3 ‘Visual Texts’ looks at illustrated texts, with suggestions on approaches on analysis and two case studies – ‘Little Red Riding Hood’ (Sandra Beckett), and the picturebook The Island by Armin Greder (Rosemary Ross Johnston, with illustrations). There is also advice on copyright issues when reproducing illustrations for an academic work.


  In Section 4 ‘Historical Research’, Matthew Grenby and David Rudd discuss the history, politics and study approaches to research in historical children’s texts. This ties in well with Section 2, as accessing pre-twentieth-century century children’s literature that does not have classic status but might be more ephemeral (e.g. chapbooks) may necessitate a visit to an archive or special collection, or an online academic resource.


  Section 5, ‘Research and Theory’, is an introduction to, or revision of, the major critical and theoretical approaches used to study children’s books, from traditional psychoanalytical theory to the more current trends in postmodernism and postcolonialism. The author of each subsection provides an extensive overview of the ideological, literary or cultural approach in detail, giving a sound introduction to the novice. This section in particular recognises the multidisciplinary nature of children’s literature studies and its integration into politics, sociology, psychology and cultural studies.


  Section 6 ‘Changing Forms and Formats’ examines changing formats of children’s literature, especially adaptation and abridgement. Andrew O’Malley uses Robinson Crusoe as an ur-text for island fiction and the ‘robinsonade’ to illustrate the way in which that text has been kept alive in our consciousness; Charles Butler discusses adaptations of Frances Hodgson Burnett’s The Secret Garden for film and television, aptly highlighting the altering social and political influences on the transference of that text to the screen.


  Aside from the texts used as case studies, the book does not concentrate too much on individual texts but looks at children’s literature as an entire discourse, only mentioning specific texts to illustrate a particular methodology or critical theory. The texts tend to come from the Western canon of literature but the principles could be applied to literature from any country (e.g. postcolonialism in Section 5).


  Children’s Literature Studies: A Research Handbook operates as a valuable interactive workbook with useful exercises at the end of each section and helpful information retrieval devices such as the glossary, index and bibliography of secondary reading. I felt that the appendices might benefit from a list of current international journals and special collections, but I suspect that such lists might require a handbook of their own and affect this one’s longevity if contact or publication details should change. It is a valuable resource for any student considering postgraduate study in children’s literature, whether taught or by research. I would recommend this guide as an introduction to the prospective children’s literature researcher alongside Peter Hunt’s An Introduction to Children’s Literature (Oxford: Oxford University Press, 1994).


  Phyllis Ramage was formerly a children’s librarian, and is now an alumna of the MA in Children’s Literature at Roehampton University (2003), and an associate lecturer at The Open University teaching Children’s Literature.


  


  Translating Expressive Language in Children’s Literature: Problems and Solutions


  by B.J. Epstein


  Bern, Switzerland: Peter Lang, 2012. 296pp. ISBN: 9783034307963


  Translating Expressive Language in Children’s Literature: Problems and Solutions (from here on referred to as Translating Expressive Language) was written by B.J. Epstein who is a literature and translation scholar as well as a writer, editor and a Swedish-to-English translator. The book is divided into eight chapters and includes tables, glossaries and a comprehensive index. In her book, whose origin lies in her doctoral dissertation, Epstein addresses the difficulties of translating expressive language in children’s literature. She defines expressive language as linguistic features, which function on the literal and figurative planes of texts that have multiple levels of meaning. Epstein focuses on neologisms, names, idioms, allusions and intertextuality, wordplay and puns, and dialects. The premise of the study is that when expressive language undergoes a translation process, the translator must take into consideration its function and its intended effect.


  The introduction serves as a review of what children’s literature is and what sets of obstacles it brings with itself in terms of translation. It addresses the on-going problem of defining children’s literature and the on-going debate of what child readers might and might not understand in texts that are created for their readership. The introduction is where Epstein reveals her mail goal, which is to establish – or at least suggest – a global strategy for translating expressive language.


  Each following chapter tackles one of the categories of expressive language. Thus, chapter 2 looks at neologisms, how they are created by authors, the ways in which they function in texts, and how they might be translated. Every chapter is arranged in the same fashion. Epstein addresses her chosen category, provides examples, and offers translatorial strategies (‘translatorial’ is the term used in the book). The examples used come primarily from English-language books, including works by Lewis Carroll, Roald Dahl, Lemony Snicket and Mark Twain.


  The strength of Translating Expressive Language is the evident interest in and a strong desire towards helping translation scholars deal with one of the most difficult aspects of translating children’s books. Epstein painstakingly fills each category of expressive language with illustrative cases, informative discussion, and a number of suggestions on how to approach various types of linguistic features. For example, she provides a process – something that resembles a step-by-step procedure – for analysing wordplay, idioms and allusions, just to name a few. One of the arguments that Epstein makes is that for a successful translation to occur a translator must fully analyse the function of a given category of expression, consider its role, look at previous translations, and choose a translatorial strategy that works best with the available linguistic tools of a target language. The translatorial strategies which she recommends involve retention, literal translation, adaptation, replacement, deletion, explanation and compensation.


  The most interesting chapter in Epstein’s book is ‘You’s My Only Fren: Translating Dialects’. As a translator, Epstein is aware of the difficulty which rendering dialects poses, and she attacks this problem with confidence and useful case studies. Using The Adventures of Huckleberry Finn as the main point of discussion, she addresses the notion of linguistic prestige, social class and power expressed through various registers, and stresses the importance of conveying and preserving source-language dialects in the target language translations. She makes her position transparent by summing it up in the following way: ‘If the dialect was so important to the author, it ought also be important to the translator’ (p. 212).


  Although the book works well as a whole, some might find Epstein’s suggestions overtly ambitious given that she invites each translator to examine source texts from every possible angle, which includes original authors’ intentions and desired effects towards their audiences. This is not always possible, both in theory and practice. One of the recommended translatorial strategies – that translators look at existing translations of whatever they are translating – might be met with some resistance. This particular strategy needs further investigation as it carries with it the concern of ‘voice’ and ‘ownership’, something that Epstein does not fully attend to. However, the book offers productive and easily applicable ways to deal with expressive language. The strategies are not new to any seasoned translator, but they are presented in a well-organised, well-expressed manner that will be helpful to students of Translation Studies and new translators. On a final note, in this reviewer’s opinion, Translating Expressive Language could serve as a textbook for students specialising in Translation Studies. Each chapter concludes with further readings, questions for discussion and exercises that are thought-provoking and invite further dialogue on the topic of translation of children’s literature. It is learner friendly and therefore recommended.


  Dr Anna Chilewska is at Maskwacis Cultural College, Hobbema, in Alberta, Canada


  


  Heroism in the Harry Potter Series


  ed. Katrin Berndt and Lena Steveker


  Farnham and Burlington: Ashgate, 2011. 248pp. ISBN: 9781409412441


  Katrin Berndt and Lena Steveker have brought together a range of thoughtful and insightful essays that cumulatively explore the subject of heroism and specifically, how it is addressed in the Harry Potter series by J.K. Rowling. As they rightly highlight in the short but nevertheless effective introduction, the concept of ‘traditional’ heroism has become contentious due in part to its gendered nature, which has been challenged by feminism and the changing understandings of masculinity prevalent in the latter decades of the twentieth century. It has been further destabilised by a postmodern landscape where certainties about how we live and interpret our place in the world have been fragmented and become uncertain, leading to the possibility for eclectic, multiple interpretations. This diversity is evident in contemporary fictional writing, including children’s literature.


  Berndt and Steveker suggest that the Harry Potter novels offer such a model through their sundry collection of examples of the heroic, at once traditional yet innovative, not only in relation to Harry himself, but also through the other characters portrayed in the novels and this assertion is effectively demonstrated through the range of essays which make up the volume. The book is divided into three sections which explore respectively: issues relating to genre; the character of Harry Potter and his development as a hero; other characters in the series who can be described as heroic. Within each of these sections there are a range of essays that present different interpretations of their respective subject. Examples in relation to genre include Mary Pharr’s consideration of how the novels can simultaneously be understood as both epic and post modern while Rita Singer explores the subject of psychomachia which she suggests has made a return to secular fiction, exemplified through Rowling’s work. In relation to Harry as a hero, Julia Boll presents his journey in terms of the archetypal while Jennifer Schutz considers Harry’s development as a hero on the screen. The other characters that make up the series are also explored through the lens of the heroic, including the girl as hero, discussed by Katrin Berndt through the character of Hermione Granger; a similar theme is analysed by Karley Adney who takes on the subject of gender in more general terms. In considering the role of adults in the series, Maria Nikolajeva examines their potential as role models and why they can be interpreted as heroic.


  It is challenging to take on a series of novels which have become so embedded in popular culture and consequently are very familiar and still be able to offer the reader new avenues to explore. However Berndt and Steveker have succeeded in their challenge: the reconsideration of the nature of heroism per se acts as a strong framework for the thought-provoking range of essays which they have chosen to illustrate their argument. This results in a very effective collection that contributes positively to the ever growing body of academic work relating to J.K. Rowling’s novels while also representing another example of excellent scholarship in the ever impressive ‘Ashgate Studies in Childhood’ series.


  Michele Gill is Reader Services Librarian at the London Library.


  


  Here Comes the Bogeyman: Exploring Contemporary Issues in Writing for Children


  by Andrew Melrose


  London & New York: Taylor & Francis/Routledge, 2011. 152pp. ISBN: 9780415617536


  In introducing this work, Andrew Melrose explains that he is developing and expanding on a number of ideas which he has explored before, but which have received little critical attention because they were originally to be found in a guide to writing for children rather than a critical study of the same. This work was ten years in the making, he explains, not because it took him so long to write it but because he couldn’t find a pencil. There is an irreverence to Melrose’s writing style that is consistent throughout the work and may be found in his use of jokes, comments placed inside parentheses and exclamation marks – rather as if the children’s writer inside the academic cannot help but make a regular contribution.


  Melrose sets himself a challenging and dual-focused task, which is to consider the contemporary issues raised when writing for children from both an academic and a children’s writer’s point of view. In attempting to make connections with western society’s problematised cult and culture of the child and childhood, the related scholarship and his own ideas on writing, Melrose promises to be both ‘critically creative and creatively critical’. Among the questions he sets out to answer are whether it is possible to bridge the gap between the child reader and the adult author, and what considerations we must take when writing for children. The text, therefore, is in two distinct parts: Part One contextualises the recent and current cultural discourses and attempts to offer a new creative perspective to the debate, whilst Part Two, aimed more directly at the children’s writer than the scholar, concentrates more on the writing process and the potential creative and critical strategies that may be involved. Readers should not be perturbed by the apparently slight number of pages, as Melrose, who is both Professor of Children’s Writing at the University of Winchester and also author of numerous children’s fiction books, packs his ideas very densely.


  As a starting point, Melrose takes Jack Zipes’ suggestion that ‘children’s literature does not exist’ (Zipes, 2002, p. 40) and Jacqueline Rose’s notion of ‘the impossibility of children’s literature’ (Rose, 1984, p. 1). His concern is always to attempt to bridge the perceived chasm between the adult writer and the younger recipients of literature written for children. A key concept, therefore, which Melrose introduces in the first chapter, is that of ‘the hidden child’ in works of fiction for children, as opposed to the ‘hidden adult’, which has been the subject of much academic focus. Crucial to Melrose’s work is the notion of children’s literature as an adult, but child-centred, discourse.


  In Chapter Two, Melrose collates some of the scholarship and ideas from the last thirty years on the cult and culture of child and childhood, drawing further upon the work of Jack Zipes, Maria Nikolajeva, Pierre Bourdieu and several others. These others include children’s authors, such as Philip Pullman, as well as academics. This approach also enables Melrose to highlight the sometime conflict between the writer for children and others involved in the industry, with further reference to Zipes’ notion of the commodification of children/childhood. In particular, Melrose interrogates Jacqueline Rose’s assertions about the child as a construct of the adult and of the ‘silencing’ of the child, countering with the idea of ‘joint activity’ between the experienced and the less so. Stories, he suggests, may mitigate the disparity between children’s understanding and their ability to articulate.


  Chapters Three and Four are reassuring for the concerned writer of fiction for children, for it is here that Melrose further explores his strategic solutions to some of the fraught issues raised by academics in the field. His key point is that the children’s book, whilst it is written by an adult, is not there to ‘seduce’ or ‘solicit’ the child, as Rose suggests, but to engage with him or her. If there is a gap between the adult and the child, it is related to experience, and here the primary text becomes important. Children prefer to ‘read up’, seeking literature about that which they have not yet experienced. The story, suggests Melrose, can allow for dialogue between the two. So rather than a scenario in which the adult affirms their superiority over the child, or allows participation by the child only under the adult’s dictated normative rules, there is a ‘third way’, in which writers and practitioners work in such a manner that the young reader will see a new approach to issues, aesthetics and ideas. For Melrose, discourse is about making connections and if, as Rose suggests, there is a ‘space in between’ the adult writer and the piece of fiction for children, then it is the story which allows that gap to be bridged. The desired outcome must be a culturally relevant exploration; Melrose cites Philip Pullman’s His Dark Materials trilogy as an exemplar, and also reminds the writer of the dangers of thinking of children as a static group.


  Throughout the work, Melrose uses the Icarus story as a leitmotif, and in the final chapter of Part One, he explores this more fully to demonstrate elements of storytelling. Whereas this first section sums up the critical problems of writing for children and makes the reader more aware of the academic discourse, Part Two is more about the practice of writing itself. Some of the ideas have already been propounded in Melrose’s earlier Write for Children (2002). It is in this section that the writer of fiction for children is given more practical instruction and writing strategies, which may be linked to and contextualised by the scholarship explored in Part One. For example, using the fairy tale of Little Red Riding Hood, Melrose looks at the story-making elements of balance, disharmony, the inciting incident, problem, resolution and outcome. Voice, point of view, surprise and dialogue are also explored. Further chapters in this second half of the book examine the ranges and conventions of groupings such as early years, middle years and pre-teens. It should be mentioned that there is also a sister book to this work, Monsters Under the Bed: Critically Investigating Early Years Writing (Melrose, 2012), which specifically discusses the picture book. Issues around the notion of the implied reader and the current debate amongst authors and publishers on age banding for books are also to be found in this section. The final page of text contains a tantalising reference to Kimberley Reynolds’ work on fiction written by children (2007, pp. 180-83), which is surely an area that will need more attention as it develops.


  I had two small issues with this book. In my copy, there were several typographic errors which I trust will be corrected by a proof-reader for later editions. Secondly, there is a factual error which is repeated more than once: Harry Potter was not, as stated, aged ‘nine and three quarters’ when J.K. Rowling’s series started. As any young Potter fan will be happy to tell you, Harry was aged almost 11 at the start of the first book, a detail which is relevant, as Melrose’s point concerns the way readers ‘grow up’ alongside J.K. Rowling’s characters. ‘Nine and three quarters’ is the railway platform from which Harry’s train leaves for Hogwarts.


  The book ends, however, optimistically and in opposition to Jack Zipes, with the assertion that children’s literature does exist, as an ‘adult-given, child-centred discourse’. Melrose’s engaging writing style and useful marriage of scholarship and creativity mean that both the student of children’s literature and the aspiring writer of children’s fiction will be relieved that Melrose did, eventually, find a pencil.
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  Irish Children’s Literature and Culture: New Perspectives on Contemporary Writing


  ed. Valerie Coghlan and Keith O’Sullivan


  New York and London: Routledge, 2011. 213pp. ISBN: 9780415877893


  This review should be accompanied by the sound of me eating my own words. When the volume was no more than an idea I, surfeiting from the many guides, companions, introductions, handbooks and encyclopedias of children’s literature that have appeared over the last decade, suggested that, since it would focus on writing in English, little would be added to the general understanding of children’s literature from yet another, even from an Irish, perspective. I was wrong, though I am glad to say that this volume is also rather different from what I originally understood was being proposed. It is not a reference book but a series of thirteen strong essays. Together these provide an overview of the development of contemporary Irish (including that from Northern Ireland) children’s literature; consider specifically Irish debates, themes and topics; identify an unofficial canon of Irish children’s books and writers (although the editors would deny this), and look specifically at what Emer O’Sullivan describes as the ‘strong sense of local colour and cultural rootedness in setting, language, theme, and humour’ (p. 184) in contemporary Irish children’s books. As O’Sullivan goes on to note, however, the most successful recent writers and illustrators (John Boyne, Eoin Colfer, P.J. Lynch, Oliver Jeffers, Niamh Sharkey and Kate Thompson among them) have been taken up by multinational publishing houses and so have been required to lose much of what was specifically Irish in their work.


  With the exception of myths, legends and folktales, the history of publishing for children in Ireland is relatively brief. Although individual essays look back into the nineteenth century, the focus of the volume is on the years 1980–2010, decades that saw the rise and fall of the ‘Celtic Tiger’, an economic phenomenon that more or less coincided with the expansion and contraction of an indigenous publishing industry. Several of the contributors reflect on the relationship between the two, suggesting that the rapid change and economic development of Ireland in the final decades of the twentieth century shared characteristics and attitudes with stories for and about children’s and adolescents’ development towards adulthood, making children’s literature a particularly relevant area of culture for the time. For instance, Anne Markey proposes that ‘the current predilection for Gothic tropes in novels by Irish writers about the vicissitudes of growing up’ speaks to Ireland’s ‘coming of age as an independent state’ (p. 130). But children’s literature provides more than a series of metaphors about the condition of Ireland. It is also an area where topical concerns are examined in a serious way. Indeed, Jarlath Killeen’s essay on ‘Evil Innocence: the Child and the Adult in Fiction’ argues that one of the most important and troubling issues in Irish culture – the abuse of children by those in Catholic institutions – receives a more balanced and sophisticated level of analysis in writing for children than in ‘organs of respectable public opinion’ (p. 118).


  Like many other contributors to the volume Killeen uses the work of the late Siobhan Dowd to support and illustrate his claims. Dowd, who lived and wrote outside Ireland, is one of the writers whose work is discussed in several chapters. Although this can give the impression that the Irish children’s publishing scene is smaller than it is, it works to create links between the various discussions and build familiarity with the figures who have dominated contemporary writing and illustration for children over the last three decades. It is typical of the high level of continuity and coherence across the volume, one of several signs of careful editing and planning that has not always characterised books in this Routledge series in recent years. The organisation is particularly effective. It moves from a wide-ranging discussion of traditional tales through themes, genres and areas such as place, religion, the family, YA fiction, gothic, science fiction, poetry and picturebooks to Emer O’Sullivan’s concluding essay on the dialogue between global and local in the marketplace. Read from cover to cover it builds knowledge about Ireland and Irish history alongside that specifically relating to publications for children.


  I wasn’t entirely wrong about the extent to which the history of Irish children’s literature maps onto that of English-language publishing for children, however. The large Irish diaspora has meant that some of the largest and most committed groups who want their children to read about Ireland live outside that country, as do some contemporary writers and illustrators. More importantly, economic survival requires all those involved in publishing for children in Ireland to take account of international trends and tastes. There is nothing new about this: writing in English for Irish children has always been dominated by British and American publishers, meaning that Irish ideas about childhood and literature were as influenced by trends outside Ireland in the past as they are today. It is notable how often contributors to this volume refer to Blake, Wordsworth and Rousseau, and how ideas about Irish children’s literature are shaped by criticism that has often paid it little heed. These are further justifications for a book that uses predominantly Irish examples; indeed, if I have a criticism of the essays as a whole, it is the fact that writers are sometimes too willing to move outside Irish issues and contexts and to think internationally. One of the most telling moments is Jarlath Killeen’s discussion of how the problematic figure of Patrick Pearse is dealt with in Morgan Llywelyn’s The Young Rebels (2006). The essay’s strength comes from the extent to which it is grounded in Irish history, politics and publishing. Perhaps particularly for those who have not studied Irish history, his profiling of Pearse is illuminating. I was surprised to discover that Pearse had, ‘reimagined [English children’s literature of the Golden Age] for an Irish audience,’ for instance, mingling the characters of Peter Pan and the boy warrior Cuchulain from Irish mythology (p. 116).


  There is much to be learned from this volume for all those interested in children’s literature, whether or not Irish children’s literature is currently a specific interest. If it is not, having read these discussions it will be. There is sufficient substance here, and a discrete enough body of literature, to develop courses on the subject – good for the Irish publishing industry and an interesting moment in which to do it since, as Emer O’Sullivan observes at the end of her essay, there will soon be new Irish voices made up of those whose parents came to Ireland in the legendary time of the Celtic Tiger.


  Kimberley Reynolds is Professor of Children’s Literature in the School of English Literature, Language and Linguistics, Newcastle University


  


  Arthur Ransome’s Long-lost Study of Robert Louis Stevenson


  ed. Kirsty Nichol Findlay


  Woodbridge: Boydell, 2011. 214pp. ISBN: 9781843836728


  The publication of Arthur Ransome’s Critical Study of Robert Louis Stevenson is a cause for celebration. For anyone familiar with Arthur Ransome’s Peter Duck (1932) – Ransome’s homage to Robert Louis Stevenson’s Treasure Island – it is both unsurprising and exciting to learn that Ransome had planned to write a study of Stevenson’s work. This is of course the ‘Long-lost Study’ to which Kirsty Nichol Findlay’s long title refers. Ransome’s unpublished study of Stevenson was originally commissioned by Martin Secker in 1910 as part of a series of ‘Critical Studies’. Secker had published Ransome’s earlier critical studies, Edgar Allan Poe: A Critical Study, in 1910 and, with some amount of notoriety, Oscar Wilde: A Critical Study, in 1912. However, disagreements between Ransome and Secker led a parting of ways, with Ransome continuing to work on the manuscript for Methuen. This manuscript, from which this book is formed, has never been accessible to the public, until now. A combination of factors conspired to ensure that Ransome’s manuscript was left unfinished and unpublished. He was beaten to the punch by Frank Swinnerton’s study of Stevenson in 1914, commissioned by Secker. Added to this, the pressures of his failing marriage to Ivy Walker, and his subsequent escape to Russia, distracted him from finishing the work. According to Findlay, some evidence suggests that Ransome still considered his study a ‘work in progress’ until around 1917 when he was released from his contract with Methuen and it was hereafter considered as ‘work abandoned’ (p. 42).The manuscript essentially disappeared until it was discovered in the strong room of solicitors, Linklater and Paine of London in 1990 and deposited in the Arthur Ransome archive, at Leeds University’s Brotherton Library.


  The painstaking and time-consuming process of turning Ransome’s manuscript into a readable text is well described by Findlay. This was clearly a labour of love for both Findlay and Ransome’s literary executors. Spread across a manuscript, exercise book and many loose manuscript sheets, some of which only contained ‘fragmentary one-line jottings’ this published version, although incomplete, is a genuinely impressive feat of editorship (p. 47). This editorship extends, not only to the reconstruction of Ransome’s Critical Study but also to the inclusion of all Ransome’s extant work on Stevenson. This includes the short story ‘The Desert Island’, written as a child, and articles on Stevenson contemporary with the manuscript. The Critical Study itself is also well annotated, sustaining a fine balance of useful information on both Ransome and Stevenson.


  Ransome’s critical prose is a pleasure to read and this publication is a pertinent reminder of Ransome’s successful career as a critic, which preceded his well-known ‘Swallows and Amazons’ novels. As Findlay rightly says, the Critical Study contains the ‘voice of the young, exuberant, talkative Ransome’, the young Bohemian who spent money on books rather than food; who walked through the night with Edward Thomas and immersed himself in literary London (p. 33). It is the work of a young writer and the result, to use Findlay’s phrase, is a piece of ‘immediate personal response’ (p. 35). Not only is there a clear sense of enthusiasm for Stevenson’s work, but there is an obvious sense of Ransome’s pleasure in writing itself. Take for example Ransome’s comments on Stevenson’s Catriona (1893) and St Ives (1897), unfinished at the time of Stevenson’s death. He writes:


  There is a curious lack of meat upon these shapely skeletons. David Balfour is always doing, always in exciting surroundings, but his escapes, his difficulties do not concern us as humane adventures, but rather a series of coincidences, of circumstances which, ultimately, do not matter. When I put down Catriona I feel as if I have been listening to a light overture, sketching the motives of the ensuing drama, and that the curtain has been rung down before the beginning of the play (p. 144).


  It is impossible to imagine a work of modern criticism written with such unabashed idiosyncrasy but this is not intended as a criticism of Ransome’s work. Rather, the publication of Ransome’s Critical Study provides the opportunity to reconsider what is understood by the term and to assess how this has changed over time. Findlay usefully draws attention to Ransome’s other critical works, such as A History of Story-Telling in the Development of Narrative (1909), Edgar Allan Poe (1910), and the essay ‘Kinetic and Potential Speech’, published in 1911 in The Oxford and Cambridge Review. She decisively claims that Ransome ‘was often ahead of his time as a literary critic’ and that his argument in ‘Kinetic and Potential Speech’ prefigures that of Roland Barthes and the concept of the ‘death of the author’ (p. 31). This is an intriguing idea but it is not convincingly established here, and further study and debate is needed to elucidate what promises to be a fascinating subject.


  While the excellence of Findlay’s editorship is not in question, her detailed and interesting introduction raises a number of concerns. Much of the information it contains, for example concerning Ransome’s early days in London, his move to Russia and his complicated relationship with his first wife Ivy, have been dealt with elsewhere, namely in Hugh Brogan’s The Life of Arthur Ransome (1984) and Ransome’s own Autobiography of Arthur Ransome (1976). However, there is new material here, no doubt the result of Findlay’s extensive research at both the Brotherton Library and Abbot Hall in Kendal. The decision not to footnote the introduction was perhaps due to the use of extensive notes accompanying Ransome’s Critical Study, in conjunction with the extended appendices. This has the unfortunate consequence of making some of Findlay’s comments assertive. For example, her reference to Ransome’s ‘deep love for his daughter’ is far too simplistic given Ransome’s decision to leave Tabitha with her mother, a woman whom he felt to be unbalanced (p. 17). Further, anyone familiar with Arthur Ransome’s published letters surely cannot fail to remember the bitterness with which Ransome responded to Tabitha’s criticisms of Swallows and Amazons (Brogan, 1997, p. 186). Ransome’s relationship with his daughter was far more complex than Findlay allows for here. Perhaps Findlay has read unpublished material that supports her claims about Ransome’s ‘deep love’, but no evidence is provided here.


  The introduction is also marked by an occasional tendency towards speculation. This is most evident when Findlay posits a hypothesis as to how the manuscript came to be left with Linklater and Paine. She writes that it ‘seems likely’ that Ivy Walker ‘perhaps on the evening of [Ransome’s] departure’ for Russia, ‘gathered together some of Ransome’s papers along with the manuscript.’ This was ‘probably without [Ransome’s knowledge]’ and that Ivy had ‘taken control of them’ even though she had ‘no right to sequester them’ and ‘would give them back when [Ransome] was in a more congenial frame of mind.’ (pp. 2-3). This seems a reasonable reenaction of likely events; however, when combined with the lack of footnotes discussed above, it creates a sense of uncertainty and unreliability about some aspects of Findlay’s introduction.


  Putting these misgivings aside, Arthur Ransome’s Long-lost Study of Robert Louis Stevenson is an excellent book. This is in large part due to Ransome’s affinity with Stevenson, as both a man and as a writer. Ransome writes:


  In life [Stevenson] looked for romance, and made of his own a romantic adventure: in art he was preoccupied with technique so largely that all he did seems now to have been by way of experiment during a prolonged adventure in the discovery of technical perfection. He will not be remembered as a great man of action; he will not, except by a few enthusiasts of special temper, be counted among the greater writers: but, even by men who are impatient of all his finished achievements, he will be counted as one of the greatest exponents of the objects and the methods of literature (p. 87).


  It should be clear that Ransome’s affinity illuminates not only our understanding of Stevenson but also of Ransome, and the kind of writer he strove to be. Findlay is to be credited for making this fascinating manuscript available for the first time. It serves to broaden understanding of both Ransome and Stevenson as writers and opens the floor to further debate on Ransome’s early critical works.
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  Reading The Adolescent Romance Sweet Valley High and the Popular Young Adult Romance Novel


  by Amy S. Pattee


  New York & London: Routledge, 2011. 202pp. ISBN: 9780415875943


  Amy Pattee is currently an associate professor and co-director of the Dual Degree Program in LIS/Children’s Literature at The Graduate School of Library and Information Science at Simons College, Boston. This book has developed out of her dissertation and, I imagine, a passion for Francine Pascal’s Sweet Valley High series, as this is the main focus of the book, which explores its place within young adult literature in the US. As pointed out by Pattee, critical consideration of Sweet Valley High had previously been avoided because of its connections with series fiction, the romance genre and popular fiction. This book shows that it is possible to engage critically with the series by highlighting how influential Sweet Valley High became as part of a marketing and literary phenomenon, whilst it also interrogates the intersecting influences of history, audience positioning and readability of Sweet Valley High. It is an easy book to use having been divided into six, slightly predictable, chapters.


  The first chapter studies the development of adolescence and young adult literature in the USA. It is very detailed but seems limited because it only focuses on one country. The second chapter goes on to consider the ideological content of the series, including a discussion on the Wakefield family, who are the central focus of the series. In particular, the stories focus for the majority of the time on the twin girls, Elizabeth and Jessica and their relationships with various friends. The family is portrayed ideologically as the perfect family – both parents are white, successful and remain married whilst the children are both attractive and achieve much by working and playing hard. In this chapter Pattee also briefly discusses the portrayal of drug and alcohol use within the series. They are always portrayed in the negative with the ‘bad’ characters being the ones who partake. Chapter 3 focuses on an exploration of the tropes and formulas associated with the romance genre that can be seen within the series. It goes on to discuss how a (typically female) character’s quest for social recognition and romantic relationships is the point of every story and the implications of this from a feminist perspective.


  Chapters 4 and 5 move on to explore the series from a reader’s perspective. It considers Sweet Valley High in terms of its adolescent and pre-adolescent audience. The focus is on the remembered experiences and interpretations whilst considering contemporary re-readings. Pattee interviews readers about their responses and reasons for stopping reading the series, including the reaction of fans and anti-fans on blogs. The chapters also discuss the movement within young adult literature from romance to horror, which is then followed by a return to realism, including the development of more inclusive texts, with a focus on how Sweet Valley High responded to these. Finally, in chapter 6 Pattee discusses the ‘new’ Sweet Valley High, re-launched in 2008 after having been ‘contemporarised’ by Francine Pascal. Despite being brought up to date the series continues to focus on the same romantic ideologies that were the mainstay of the original series. Pattee discusses how in the 2008 version the heroines were allowed to express sexual desire, which was certainly not present in the original series. It is, however, a sexual desire that is very contained whilst continuing to highlight how male characters can be sexually aggressive.


  Amy Pattee has created a book which is useful to dip in and out of particularly if you have an interest in US young adult literature and/or series literature, or, maybe, just a passion for the Sweet Valley High series. As can be seen, it has taken the series, which had previously been ignored, and highlighted how worthy it was of critical engagement, in particular, from an ideological and from a readers’ point of view. However on the whole it is a book that seems to state the obvious and even though it was apparently the first time Sweet Valley High had been the focus of research I felt it didn’t tell me anything I didn’t already know or could have assumed. It is certainly a book that would be worth looking at if you are doing research into young adult literature but feel there are some gaps in the research. Consequently I suggest you would maybe need to use this book as a starting point before moving on to others in order to get a more comprehensive picture of the state and history of US young adult literature or series fiction.


  Dr Vanessa Harbour lectures at the University of Winchester and is co-editor of the successful e-journal Write4Children (www.write4children.org).


  


  “The Child is Father of the Man”: The Importance of Juvenilia in the Development of the Author


  by Ryan Twomey


  Houten, Netherlands: Hes & De Graaf Publishers, 2012. 164pp. ISBN: 9789061945215


  In this book Ryan Twomey reminds us that the study of literature necessarily includes the study of authors as well. As such, the study of children’s and young adult literature might benefit from closer scrutiny of juvenilia. For those unfamiliar with the concept of juvenilia, Twomey cites general and scholarly definitions of the term in an Introduction that marks the critical significance of his book and establishes his emphasis upon only the works of authors twenty years old or younger. His book is a combination of four case studies of little and well-known authors chosen for their impact upon the literature of the time as well as their continuing influence upon a genre: historical, regional, and gothic fictions. His purpose, however, is broader than tracing the specific trajectory of these authors and their work through a study of the juvenilia they produced. Twomey repeatedly emphasises his attempt to establish juvenilia as worth critical study in its own right, as quality literary work with value in and of itself. The book is additionally an attempt to combat critical bias against the genre for its link to childhood as something less than adult; to challenge, in this instance, the dismissal of early or less skilled writing than the canonical works of literature by successful authors.


  Twomey’s approach consists of comparisons between early and latter writings that examine the trajectory of authorial development. He is careful, though, to argue repeatedly that valuations of good and bad are obsolete. Twomey’s goal is an admirable one, and he is correct in noting the critical significance of juvenilia as a stage of writing development. Yet his two main purposes, to demonstrate the significance of trajectory as authorial development and to establish the literary worth, and here I refer to aesthetic value, of published juvenilia, are often at odds with one another. His textual analysis is quite strong, and the links between styles and techniques that appear in the early juvenilia of his case studies which later achieve a solid sense of mastery well-known and accepted by critics is clear. Nevertheless, his determination to reinforce the stand-alone value of these early works seems to make Twomey either unwilling or unable to criticise the weaknesses of early methods and techniques that limit the literary significance of a juvenile piece. Recognising writing as a process that includes early and latter developmental stages requires the acceptance by those who study the early works to recognise that these same skills, techniques, and styles will not have manifested as completely in the early writing of an author. Juvenilia will, by Twomey’s own developmental definition, not demonstrate the same quality of later works of literature. And his continual attempt to reinforce the stand-alone value of the juvenile works forces him to make claims of quality that he is careful to argue against when comparing adult works to the juvenilia. Put simply, Twomey argues against value judgments of good and bad only to turn around and argue how ‘good’ a juvenile piece is.


  In Chapter 1 the author focuses on the work of Maria Edgeworth and her development of the regional novel in eighteenth-century English writing. Including evidence from biographical data such as personal correspondence, he begins by establishing Edgeworth’s impact upon realism, noting her influence upon the writing of Walter Scott. From here he moves to Edgeworth’s emphasis on regional depictions of Irish nationalism, especially her use of dialect to establish class in The Double Disguise (1786), written when the author was just 18 years old. Additionally, Twomey’s analysis of The Double Disguise in relation to Edgeworth’s best known works, Castle Rackrent (1800) and Belinda (1801), is well done, demonstrating the burgeoning strategies and methods of characterisation that became a hallmark of the author’s later writing within the early play.


  Chapter 2 examines the gothic work of William Harrison Ainsworth, and is the highlight of Twomey’s book. He provides more textual analysis than he does in chapters 1 or 3, and is much better at creating a trajectory of the personal and literary influences that impacted Ainsworth. He is also more successful at demonstrating Ainsworth’s continuing influence upon gothic authors. This fits the notion of developmental trajectory much more precisely, and interestingly contextualises Ainsworth’s technique and style within a broader generic scope. Twomey explains, in choosing Ainsworth as his subject, that though the author published prolifically, even at an early age, and was remarkably popular in the early 1800s he is all but overlooked in contemporary study of the gothic. Here it is evident that instead of the impact of a particular work of literature, how an author and his/her body of work is situated in a genre demonstrates the value of juvenilia to the broader study of literature. Juvenilia, as a developmental genre, must be couched within terms of development and influence. And Twomey seems to spend less time focusing on the notion of good or bad in this particular chapter giving it a more rhetorically cohesive structure with the broader purposes stated for the book.


  George Eliot is the focus of chapter 3. Twomey attempts to focus on Eliot’s development of analogical creation as a theory of historical fiction that initially appears in her juvenile piece Edward Neville (1995) and culminates in Eliot’s best-known historical novel, Middlemarch (1871). It is an interesting focus for the case study, demonstrating how the early works of authors also rely upon theoretical methodologies that require growth and development to come to fruition. However, the chapter often jumps around from textual analysis to broader theories of historical writing from the period and then back to Eliot, making it a difficult read. Nevertheless, the focus on Eliot is an interesting one, as Twomey notes in chapter one that Scott was initially influenced by Edgeworth, further reinforcing the scholarly significance of juvenilia to authorial trajectory and literary influence. Though it would seem this is a continuation of the notion of influence and trajectory as an overarching strategy for Twomey’s book, the author never makes this general connection between his case studies clear.


  Chapter 4 is a study of Emily Brontë and her development of lyrical expression in her juvenile poetry. Twomey’s chapter on Ainsworth is notable as a study in influence and literary trajectory, the development of a genre. Twomey’s study of Brontë, however, is remarkable for its meticulous analysis of aesthetics and the development of style, voice, and tone of a particular author. The chapter includes much more biographical material including the development of a shared fictional world and the relationships and play between the Brontë siblings as it affected Emily Brontë’s style, and differentiated her writing from Charlotte Brontë’s in particular.


  Twomey’s book is an interesting read for anyone interested in Maria Edgeworth, William Harrison Ainsworth, George Eliot, or Emily Brontë, or for those interested in the study of literary influence. As a children’s literature critic, the more general value of “The Child is the Father of Man” resides in the recognition that the writings of young authors are quite as significant to the development of literature as those of critically acclaimed or canonical works. This becomes even more significant when children and young adults in contemporary society write and publish so openly, as is the case with fan fiction, blogging, and even the short films that regularly appear on YouTube. Twomey is careful to combat popular notions that the early writings of authors are automatically inferior, an assumption based in social prejudices as to what it means to be a child. Instead he argues that like social and personal development, writing is something that progresses in stages. Juvenilia are pertinent to the technical and stylistic growth of an author. And acknowledging the significance of early works of writing is a critical position that seeks to value the earliest stages of personal growth and development as well.


  Jordana Hall is a doctoral student at Illinois State University in Normal, Illinois.


  


  Women in Revolutionary Debate: Female Novelists from Burney to Austen


  by Stephanie Russo


  Houten, Netherlands: Hes and De Graaf, 2012. 207pp, paperback. ISBN: 9789061948391


  In Women in Revolutionary Debate, Stephanie Russo’s primary concern is not literature for, or about, children; as the title suggests, her work explores women’s fiction writing about or influenced by the French Revolution, its stated aims and sentiments. This encompasses female novelists from Frances Burney to Charlotte Smith and Jane Austen, including studies of works deemed to be both radical and conservative in their approaches to revolution.


  This work falls under the aegis of the Journal of Children’s Literature Studies in two ways: firstly, the chapter on ‘Counter-Revolution in Maria Edgeworth’s Children’s Literature’, which I will be examining in some detail; and secondly, in Russo’s claim that ‘the French Revolution in itself was indelibly associated with the domestic arena’. I shall consider, through the chapter on Edgeworth, whether this claim is borne out, the images of the child created as part of this claim, and how Russo’s claim that ‘it is within Edgeworth’s children’s literature that the nature of Edgeworth’s politics is most significantly revealed’ is being made.


  In her chapter on Edgeworth, Russo looks at a number of works to make her case that Edgeworth regularly used her fiction for and about children to claim that both domestic and political stability were to be gained by maintenance of the status quo, and that the two were inextricably linked. Russo claims that Edgeworth’s ‘didactic children’s stories… are designed to inculcate in children a strong belief in the value of domestic stability as a means of promoting and ensuring national security.’


  It is interesting, however, that the first work Russo chooses to examine in detail is Madame de Fleury, a novel for adults; and while this does serve in many ways to make her case that Edgeworth saw the French Revolution in domestic terms and that she valued the maintenance of the social order as a cure for revolutionary ills, it also produces a different slant on childhood than Russo reads in Edgeworth’s books for children. Children in Madame de Fleury, although a key part of the story, are also largely representative, and I would argue that through Russo’s writing that, in this work they can be read as an expression of social class. To consider Russo’s idea of images of the mother-figure as key in the maintenance of the social order necessarily creates a child-figure; however, the children in the work are the children of the poor, taken by the middle-class de Fleury from their natural, working-class mother to be properly educated. That this education includes the denial of certain class-inappropriate skills, such as the writing of poetry, fulfils Russo’s claim that ‘the rational, intelligent mother at the centre of domestic fiction is essentially a middle-class phenomenon.’ The children are the working class, and the working class are children – even the incapable natural mother is implicated in this reading.


  However, there appears to be more at stake here. Quite apart from the contrasting central figures of Manon (‘bad’) and Victoire (‘good’), these are children who Russo believes show no desire to leave their social class; they are already committed to Edgeworth’s conservative ideals. Where, then, does this leave the mother-figure? For it is Madame de Fleury herself who experiences a reversal of fortune, and the intervention of the working-class children, Victoire in particular, that allows her to return to her established social position. It is the children who know where they belong, according to Edgeworth’s structure of class, and who have fought the Revolution to ensure that the domestic unit, with its inherent social order, remains intact. This considerably troubles the idea of the counter-revolutionary mother figure and her role in the education of children/the poor that Russo has established elsewhere. In Madame de Fleury, I would argue, the power has been reclaimed by the lower classes and the social conservatism is theirs.


  Contrast this, then, with Russo’s exploration of Edgeworth’s texts aimed at children, where the didacticism and domestic structure appears more straightforward. In Moral Tales, for example, the adolescent protagonists must learn that ‘revolution is tantamount to childhood enthusiasm’ and that ‘To become adults, therefore, is to learn to turn away from revolutionary politics.’ Yet both Angelina and Forester, in their respective tales, must learn this through practical experience, and although there is an adult figure to help complete the transformation, the impetus again comes from the adolescent. It is not education, or didacticism, that teaches the narration’s lessons here, but experience.


  The contrast can be seen in that the child-figures in Moral Tales must learn what Madame de Fleury’s children are born knowing, but still the lessons do not appear as straightforward to me as Russo sometimes concludes. Forester, as Russo claims, ‘learns to consider both sides of a question and respect dissenting opinions.’ This is an interesting conclusion if Edgeworth’s aim was to educate children ‘out of a misguided belief in radical philosophy’ as Russo states is the case with this story. Can Forester’s rehabilitation be considered a success if has learnt to appreciate the opinion of others? Can that conclusion be said to be counter-revolutionary? Forester is still rewarded with the promise of domesticity, but it remains a promise – the fact that Russo’s expected conclusion is ultimately withheld by Edgeworth may suggest a different outcome and leads itself to further analysis.


  Russo’s book is a thought-provoking look at the role of women and women’s writing in revolutionary debate, and for me, her chapter on Edgeworth and the role of children is an interesting, well-considered contribution to the ongoing interest in the political implications of Edgeworth’s work, that I would like to see developed even further.


  Kristina West is a PhD student in children’s literature at CIRCL (the Centre for International Research into Childhood: Literature, Culture, Media) at the University of Reading. Her dissertation examines creations of childhood in Transcendentalist literature.
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  Editorial


  I believe that good questions are more important than answers, and the best children’s books ask questions, and make the readers ask questions. And every new question is going to disturb someone’s universe.


  Madeleine L’Engle


  This current issue, Volume 10, number 1, marks nine years of publication of the Journal of Children’s Literature Studies, years in which the landscape of life as a whole, literature, and in particular, children’s literature, has changed enormously. The subjects addressed by children’s literature have always reflected those changes in society, and the format in which that literature and studies of that literature now appear has moved unremittingly from printed paper to e-reading. Increasingly readers will have noted how many of the works cited in papers are web-based, and how many books reviewed appear both in hardcopy and as e-books. Ready for its tenth year of publication the Journal of Children’s Literature Studies itself is about to launch itself in both formats, so that readers will be able to receive a printed Journal, but also consult it online. We hope that this improved availability will encourage new readers and new contributors alike. Once this is imminent Pied Piper Publishing will doubtless alert the wider children’s literature world to this momentous new move.


  In contrast to recent issues which have been more thematically based, 2013 begins with an issue where variety of subject is very evident. The Journal of Children’s Literature Studies has never shunned controversial subjects or distinctive viewpoints. Two of the papers in the current issue consider material which is certainly not new, but argue the case for new, and very different, interpretations. Steve Arnott’s paper about J.M. Barrie takes a wide perspective, looking beyond a merely literary viewpoint, as it considers how artists and writers have been influenced by the history and mythology of Kensington Gardens. Graham Stott revisits a mid-twentieth-century classic, Golding’s Lord of the Flies, and discusses it in relation to Takami’s Battle Royale, a work published at the very end of that century, and which itself reflects some of the radical changes in culture, and the expression of those changes, which took place in the intervening forty-five years.


  Following on from Volume 9, issue 3, whose contents considered the portrayal of class in children’s literature, we have Laretta Henderson’s paper on ‘The Representation of the African American 1877-1940’, which examines the ways in which the African American community in the United States was portrayed in literature generally, and literature for children particularly. She shows how that community responded with its own storytelling and publications, to counter the derogatory productions of the White population. Across the globe, in ‘Kiwi, Kapai, and kuia’, Daryl Macdonald and Nicola Daly record the increase in Māori loanwords in the vocabulary of New Zealand English language children’s picture books published between 1995 and 2005. Like Henderson’s work, this reflects the influence of children’s literature in changing perceptions of race and enriching national identity within these countries.


  Despite the problems that increasingly affect the publishing industry, we continue to receive a steady trickle of titles from noted publishers of academic books, and from newer, smaller imprints. Our reviewers note the problems that arise from the demand to cut costs and from the relentless rise in workload, which often results in corner-cutting and its resultant reduction in the thoroughness of attention to detail. The Editor must confess that the Journal is no exception to this situation. Finally, the quotation from Madeleine L’Engle at the head of this editorial – regrettably unreferenced – reminds us that questions are the invigorators of life, and the life-blood of literature. L’Engle singles out children’s literature in particular, and it is exactly because literature for children poses some of the most difficult questions that its academic study grows by the year. We may not all ask the same questions, and we certainly don’t all agree with all the answers, but we will keep on asking.


  Bridget Carrington


  


  J.M. Barrie, Never-Landscapes and the Artistic Imagination: How Have Artists and Writers been Influenced by the History and Mythology of Kensington Gardens?


  Steve Arnott (University of Wolverhampton)


  Abstract


  Kensington Gardens has influenced many artistic and literary ideas, with a strong emphasis on childhood imagination, fantasy and magic. The natural beauty of the Gardens has inspired artists and writers, who have moulded British mythology by maintaining and re-inventing local legends. These include the poets, Thomas Tickell, Percy Shelley, Matthew Arnold and Robert Browning, The Pre-Raphaelite painters, illustrators Arthur Rackham and Beatrix Potter, authors Kenneth Grahame, A.A. Milne and perhaps most famously, J.M. Barrie.


  The area is rich in local folklore; successive generations of artists and writers have imbued the Gardens with a variety of fantastic and mystical attributes. These mythologies have been continually built upon and reinterpreted for new audiences in a diverse range of creative forms. Kensington Gardens contains a number of alleged sacred sites, some ancient and others more modern. The question is not if all of these myths are derived from truth; it is about identifying them and understanding how and why they came to be.


  Introduction


  Barrie has been associated with the area since he published The Little White Bird in 1902, marking the first brief appearance of Peter Pan, the boy who wouldn’t grow up. Those chapters were later reworked as Peter Pan in Kensington Gardens (1906), illustrated by Arthur Rackham, who depicted actual locations within the Gardens. Fairies, mythical creatures, birds that hatch and become human babies populate Barrie’s tales. But these fairies were not the first to be found in Kensington and another wild boy, one who couldn’t grow up, lived here long before Peter Pan.


  In the eleventh century William the Conqueror granted to Geoffrey de Mandeville the land where Kensington Gardens now stands. Since then, it has been home to farms, deer parks and pleasure gardens. It is one of the oldest open spaces within Central London. Around its borders we find the institutions of Albertopolis such as the Royal Colleges of Art and Music, the Albert Hall and the South Kensington museums. The northern extent is a former Roman road and possible so-called ley line. The area has long been and still remains a cultural hub for London.


  Literary Connections


  The author Iris Murdoch lived close by towards the end of her life in the 1990s. She and her husband John Bayley would walk through the park to soak up the atmosphere and recall writers from a previous age. Cheryl Bove and Anne Rowe recount in, Sacred Space, Beloved City: Iris Murdoch’s London (2008) that:


  On Christmas morning the couple would walk from Cornwall Gardens to the Peter Pan statue in Kensington Gardens and back. Along the way they would walk up De Vere Gardens, passing the former residences of Henry James (No. 34) and Robert Browning (No. 29), and also remembering T.S. Eliot, who lived nearby (at 3 Kensington Court Gardens). They would cross to Hyde Park, walk up the Broad Walk, and stop by the Round Pond where Bayley used to sail toy boats as a youth: Then they would walk straight across to the Serpentine and back to the Peter Pan statue, of which ‘Iris became quite fond’ and which makes guest appearances in her novels. Bayley used to read bits of Peter Pan, the novel, to Iris (she hadn’t known the book as a child and it became a family joke) (Bove and Rowe, 2008).


  Peter Conradi noted in 2001 that Pan seems to ‘haunt’ Murdoch’s novels, appearing as a motif between 1962, in An Unofficial Rose and 1995, with Jackson’s Dilemma. The myth is reflected in the way her characters deal with issues of lost childhood, fantasy, desire and imagination.


  Peter Pan is a relatively modern example of a supernatural figure, according to some legends; fairy folk or ‘little people’ have always existed in Kensington and throughout Britain. The Celts and the Romans believed that water spirits inhabited the streams and springs. During the Middle Ages, when the park belonged to the Church, two holy wells were dedicated to healing saints; there is also archaeological evidence, as noted in The Kensington Gardens Operations Plan (2010), of a medieval field system, the sites of ponds and a moat. The moat implies that the land was somehow isolated or protected from the outside world, a kind of island. J.M. Barrie was by no means the first to re-imagine Kensington Gardens as a possible fairyland. Thomas Tickell, a Georgian poet described fairies in his poem of 1722, Kensington Gardens.


  The landscape now so sweet we well may praise:


  But far, far sweeter in its ancient days,


  Far sweeter was it, when its peopled ground


  With fairy domes and dazzling towers was crown’d.


  Where in the midst those verdant pillars spring,


  Rose the proud palace of the Elfin king;


  For every edge of vegetable green,


  In happier years a crowded street was seen;


  Nor all those leaves that now the prospect grace,


  Could match the numbers of its pygmy race,


  What urg’d this mighty empire to its fate,


  A tale of woe and wonder, I relate.


  Lewis Spence (1948) notes that, ‘An old folk-belief which seems to show this locality was anciently a fairy haunt and it appears as not improbable that Sir James Barrie found the background of his play Peter Pan, in Tickell’s poem.’ Like Tickell, Barrie’s work contains a mixture of classical and gothic deities. As one explores the history and setting of the Gardens, there are more clues and connections to otherworldly ideas. If we consider Kensington Gardens to be an island of sorts, its eastern boundary contains the Serpentine, a lake created by the damming of the River Westbourne in 1730. To the west is Kensington Palace, birthplace of Queen Victoria and still a royal residence. In his book, Earth Energies of 2003, David Furlong states that some believe that another ley line runs north-south through the palace.


  Mythology


  There are many strange stories associated with the area, which include the spectre of George II reportedly seen and heard muttering in German. An earlier account by John Aubrey (1784) relates that in 1653 Lady Diana Rich, daughter of the Earl of Holland, while walking in Kensington Gardens, ‘Met with her own apparition, habit, and everything, as in a looking-glass. About a month after, she died.’ South of the palace is Kensington Gore; a gore is a gorge or narrow place. The Bayswater Road a former roman way marks the northern boundary; the ‘water’ in Bayswater refers to two ancient holy wells within the gardens, one dedicated to St Agnes, the other to St Govor. A 1910 guide to the Spas of London by A.S. Foord, lists the first as ‘St. Agnes’ Well of medicinal water’. It would appear that the Church also believed the area to have some mystical or religious resonance. Christian sites were often built upon former pagan ones, while some so-alled ley lines are often ancient alignments of the sunrise on significant days in the calendar. Of the second well David Furlong notes:


  Saint Govor, a sixth-century hermit, was the patron saint of a church in Llandover, which had eight wells in its churchyard. The well is mentioned in a story by J.M. Barrie the author of Peter Pan (Furlong, 2003).


  Before moving to London in 1888 James Barrie had grown up in Kirriemuir, a small town in Scotland. Encouraged by his mother, he was an avid reader from an early age. He had a particular liking for adventure tales and island stories, such as those by Defoe, Swift and later Stevenson, with whom he corresponded. ‘She (Barrie’s mother) was a “great reader” and introduced her talented son to books such as Robinson Crusoe (Bold, 1989).


  As well as islands and pirates, much of the writing of J.M. Barrie was influenced by or is actually set within Kensington Gardens. He lived opposite the Gardens for five years between 1904 and 1909 and would often walk his dog Porthos there. It was on one such walk that he met the Llewelyn Davies children. Further meetings would eventually result in the creation of Barrie’s most famous character, Peter Pan and his adventures in Neverland with the Lost Boys, Wendy and Captain Hook. It is well documented that these tales grew up out of the relationships between Barrie, the five Llewelyn Davies boys and their cousin Daphne du Maurier, who later went on to write pirate stories of her own such as Jamaica Inn, (1936). According to Kirsty Hoiles (2009):


  It was during games in Kensington Gardens that Barrie and the boys first shot an imaginary Peter Pan down from a tree with a blunt arrow. Like the Wendy Bird in the story, he was dazed but unharmed! Barrie soon became a regular guest in their home and a companion to the boys and their mother (Hoiles, 2009).


  The first printed work came in 1901 with The Boy Castaways of Black Lake Island, a book of stories with photographs of the Llewelyn Davies boys acting out their adventures. It purports to have been written by Peter Llewelyn Davies, the middle brother (which is a little hard to believe, as Peter was only four at the time) and published by Barrie himself. Only two copies of the book were ever printed; only one survives, Arthur Llewelyn Davies, the boys’ father left the other on a train. In the back of the remaining copy, Barrie wrote in his own hand: ‘There was one other copy of this book only and it was lost in a railway train in 1901. JMB 1938’ (Barrie, 1938).


  Barrie transposed these stories to Kensington and eventually to Neverland. In 1902, he published The Little White Bird or, Adventures in Kensington Gardens; Peter is depicted as a baby who can fly, which, according to the story, all babies can do. He thinks that he might be a bird and flies off to Kensington Gardens to live with the fairies. He takes on the name Pan after the Greek god of nature, learns to play the panpipes and lives in a nest with a crow. Mab, the fairy Queen, takes pity on him and helps him return home. However the window is barred and Peter’s mother has a new baby, and he reluctantly flies back to the Gardens and befriends its magical inhabitants and the human children who become lost there. After the success of The Little White Bird, Barrie was presented with his own key to the Gardens in 1903 by the Ministry of Works, in recognition of his achievement in bringing Kensington Gardens to a wider world audience.


  Barrie continued to explore the theme of the ‘lost child’ through Peter Pan in his 1904 play of the same name, and then in Peter Pan in Kensington Gardens of 1906, based upon chapters from The Little White Bird. One can view this early version of Peter as perhaps a baby who died in infancy, a spirit child, a guide or a guardian angel who watches over other children. Lost children are a recurring theme in many stories, from Moses in the bull rushes to Romulus and Remus. The concept of a child, lost, cared for by others and returned to their own people can be found in Kipling’s Jungle Book, Alice in Wonderland, Tarzan, The Wizard of Oz, Finding Nemo, Disney’s The Lion King (itself a reworking of Hamlet), and Pixar’s Monsters Inc. Barrie’s own brother David died at the age of thirteen; like Peter Pan he too was a boy who would never grew up.


  The stage version of Peter Pan or The Boy Who Wouldn’t Grow Up opened in 1904. Peter befriends the Darling children, Wendy, Michael and John and with the help of the fairy Tinkerbell, teaches them how to fly. Together they return to Neverland, a magical world of pirates, fairies, Red Indians, mermaids, tigers and bears. The play been revived every year since. It builds upon the stories and games previously explored by Barrie and the Llewelyn Davies children. The concepts of childhood imagination, Peter Pan, the Lost Boys and Neverland are here combined in one complete package. Many of Barrie’s plays are set on islands, such as The Admirable Crichton of 1902 and Mary Rose of 1920; of which Patrick Braybrooke noted in his 1924 work J.M. Barrie: A Study in Fairies and Mortals.


  Barrie sees well enough how many people in this world are lost, and as completely lost (though it be in a great city) as upon a lonely island. The whole trend of the play is sad, the whole feeling of “Mary Rose” is isolation, that isolation never so acutely felt as when we find ourselves on an island hemmed in on every side by the cold relentless sea (Braybrooke, 1924).


  Lost Boys


  Perhaps Barrie also saw himself as a lost boy. His work is in the tradition of the Romantics; the poet Shelley even has a brief cameo in Peter Pan in Kensington Gardens. Shelley makes a boat from a five-pound note, which Peter finds when marooned on an island in the Serpentine. By using islands as a device, Barrie is able to contain his characters and observe how they react to being isolated in a strange land or Neverland. In 1816, Harriet Westbrook, the pregnant first wife of Percy Shelley was found drowned in the Serpentine. This sad story reflects the theme of the lost child. Perhaps in Barrie’s tale, the Shelley character is making a form of votive offering for his wife and child, in the very lake where the infant Peter Pan lives?


  Barrie was well connected to various literary circles; one link to the du Maurier family gives a possible reference to the wider landscape of Neverland. As Philip Ashby-Rudd and Emma Trehane note in their essay of 2010, ‘Never-Land, Lulworth Cove and the intellectual circles of J.M. Barrie’:


  What is not in doubt is that Peter, the boy Barrie met in a Kensington Park, was the inspiration for Peter Pan. However, it is our contention that the inspiration for Never-Land was, at least in part, Lulworth Cove in Dorset. This we seek to demonstrate through a brief examination of Barrie’s intellectual circles, which included Gerald du Maurier, Thomas Hardy, Sir Fredrick Treves and Sir Alfred Fripp, the owner of ‘The Mill House’ a large country property on the beach at Lulworth Cove, Dorset; a place renowned for tales of Pirates and smugglers. While Peter Pan has received some scholarly attention in recent years, the geographical, intellectual and social relationships between Barrie and these fellow luminaries appears to have been overlooked and merits further investigation (Ashby-Rudd and Trehane, 2010).


  Although Peter Llewelyn Davies was in part the inspiration for Peter Pan, there are other factors too. Barrie combined aspects of various places such as Lulworth Cove, Kensington Gardens and Black Island Lake with to create his own island of Neverland. Here one can note the influence of writers such as Swift and Defoe, Barrie reflects on this in a letter he wrote in 1932:


  I see there has been a ‘cruise’ to Robinson Crusoe’s island and that it is alleged they went to the wrong island. I believe Defoe was thinking of London when he chose his island. I can’t remember ever having a talk with Fred about Defoe, and would like to know if he does not think him one of the very greatest (Meynell, 1942).


  Returning to our supposed island, we find Kensington Palace. The Palace (originally known as Nottingham House) became the home of William III in 1689. Previously, as part of Hyde Park, it was used by Henry VIII as a deer chase. Henry seized the land from the Church during the dissolution of the monasteries; the ‘holy wells’ would have once been associated with a chapel or abbey. In 1725 the Palace was the home to George I, who, on a hunting trip to his native Hanover, learned of a strange boy who had been found living wild in the forest. The boy could not speak and walked on all-fours. He was taken back to London and lived as part of the royal household as a curiosity or kind of pet. Lucy Worsley in her book Courtiers: the Secret History of Kensington Palace (2010), states that Peter the Wild Boy became celebrated throughout Britain. The public were intrigued as to how a human being could exist in the age of reason without language and whether or not he had a soul. Jonathan Swift remarked at the time ‘there is scarcely talk of anything else.’ Peter was seen as the Noble Savage, at one with nature, above the petty concerns of modern life.


  It is now believed that Peter suffered from a condition known as Pitt-Hopkins syndrome, which would account for some of his behaviour. A portrait of him, which can still be seen at the Palace, shows him as a boy in a green jacket, with cupid lips and curly hair that sits across elfin ears. Here we find some parallels with Barrie’s character of Peter Pan, an outsider from another world, attuned with nature and fearless. In 1726 Daniel Defoe wrote a famous pamphlet on the subject entitled Mere Nature Delineated or, A Body without a Soul. Peter the Wild Boy, was a boy who couldn’t grow up, due to his medical condition. When he became too large and unruly for the formal Court he was sent to live on a farm in Northchurch, now part of Berkhamsted in Hertfordshire. He died in 1785 and was buried at St Mary’s Church, where his gravestone can still be seen. Coincidentally, the Llewelyn Davies family also lived in Berkhamsted, only about a mile from St Mary’s between 1904 and 1907, and Barrie often visited them there. Clearly Defoe and his use of the island motif had a great influence upon Barrie. Is it not also conceivable that the work of Defoe and Swift on Peter the Wild Boy may have inspired some aspects of Peter Pan?


  Fairy-Landscapes


  Kensington Gardens owe much of their landscape design to Queen Caroline, wife of George II, who also took a great interest in Peter the Wild Boy. The gardens were once an overgrown place but Caroline oversaw the laying of paths, flowerbeds and avenues of trees, and Charles Bridgeman carried out the design during the 1720s. Viewed from above, the paths can be traced into a number of configurations. Firstly, there is a square and compass, a symbol of the Freemasons; the Round Pond forms the axis of the compass. The Royal Family has long associations with the Masons. Secondly, one finds a pentagram or five-pointed star, another occult device. Did Caroline and her architect believe that the Gardens were in fact magical or were the paths laid down in purely aesthetic configurations? More likely perhaps, it was some form of political statement.


  Almost a century later, in 1819, the future Queen Victoria was born at Kensington Palace and spent much of her childhood playing in the Gardens or riding her pony along its gravel paths. Her birth helped to perpetuate the link between Kensington and fairies. Grace Greenwood in her book Queen Victoria, Her Girlhood and Womanhood, observes that:


  Victoria might almost have been a fairy-princess, emerging from some enchanted dell in Windsor forest, or a water-nymph evoked from the Serpentine in Kensington Gardens by some modern Merlin, for all the world at large-the world beyond her kingdom at least-knew of her young years of her character and disposition (Greenwood, 1883).


  And Thomas Mullett Ellis In his 1897 book, The Fairies’ Favourite or, The Story of Queen Victoria Told for Children, remarks that when the infant Queen was born: ‘She was so pretty and so pink that the Fairies came to see her’ (Mavor, 2007).


  These comments seek to encourage a link between Kensington Gardens, fairies and royalty. Victoria herself was a lifelong believer in fairies. From a visual perspective many artists of the Victorian era reinforced this notion, such as William Blake, Richard Dadd and the Pre-Raphaelites and with their paintings of mythological and supernatural subjects. These artists were searching for a new Eden and Kensington Gardens was a fair substitute, which could be adapted as a visual reference. Sir John Everett Millais and other members of the Pre-Raphaelite Brotherhood often sketched in the Gardens. The work of Richard Dadd, painter of The Fairy Feller’s Master-Stroke (1864), who also lived close by, includes incredibly detailed depictions of fairies, both beautiful and grotesque. His paintings have a dreamlike quality; Dadd suffered from mental illness for many years, which also had an influence upon his work. He is associated with a of group of painters known as the Fairy School, which included John Anster Fitzgerald, John Hassall and Edmund Dulac. These artists had a direct influence upon how fairies and nature are still depicted in picture books, inspiring fantasy illustrators such as Arthur Rackham, Cicely Mary Barker and Beatrix Potter, who lived in Kensington. According to Margaret Lane (1946) Beatrix Potter once said: ‘When I was young it was still permissible to admire the Pre-Raphaelites; their somewhat niggling but absolutely genuine admiration for copying natural details did certainly influence me.’


  As well as illustrators, many poets have also frequented the Gardens. The landscape of Kensington with its idealised meadows and genteel woodland inspired the poet, Matthew Arnold who used these pastoral images in his 1852 work ‘Lines Written in Kensington Gardens’, which evokes the spirit of Pan.


  Sometimes a child will cross the glade

  To take his nurse his broken toy;

  Sometimes a thrush flit overhead

  Deep in her unknown day’s employ.


  Here at my feet what wonders pass,

  What endless, active life is here!

  What blowing daisies, fragrant grass!

  An air-stirr’d forest, fresh and clear.


  In the huge world, which roars hard by,

  Be others happy if they can!

  But in my helpless cradle I

  Was breathed on by the rural Pan.


  This is not Barrie’s Peter Pan, though it does link the concept of ‘Pan’ with Kensington and ideals of childhood memory, some fifty years before Barrie. Pan was a common theme during the 1850s and was used by Robert Browning and Elizabeth Barrett, (both of whom had strong ties to the Gardens) in a series of love poems written to one another. Following Barrie, Pan appears in Kenneth Grahame’s The Wind in the Willows of 1908 as ‘The piper at the gates of dawn’. Here he is the guardian of nature, with the capacity for both good and ill.


  Kensington Gardens is a model for Barrie’s Neverland, an island, set in a sea of the city, surrounded by roads, traffic and buildings. It can be viewed as an island on which children can safely play, have adventures, use their imagination and become pirates or heroes. The real world can be shut out. The Gardens become a scaled-down landscape, with forests for Red Indian encampments; the Round Pond might be pirate cove or mermaid lagoon. Robert Baden-Powell, founder of the Scouting movement (another local resident), drew upon similar imagery in his work, Scouting for Boys of 1908. His cubs and scouts can be compared to Barrie’s Lost Boys, self-reliant comrades, at home in nature. In Kensington Gardens, there are ‘secret’ paths to follow through the undergrowth, hiding places, sticks, leaves and water. It takes only a little imagination to populate the shrubs with tigers and elves. One might even sail a pirate ship upon the Round Pond and it seems that many have done so. According to the National Maritime Museum website (2011), ‘The Round Pond is drained periodically and in the draining of 1923 a haul of 150 vessels were found languishing in the pond bed.’


  Regardless of this hazard to shipping, the nearby Serpentine or Long Water was then and still is a place where one can swim in the open air from the Lido. The Italian Gardens (1861), at its northern end, are decorated with classical figures and creatures from mythology. During 1916 James Douglas published a series of essays entitled Magic in Kensington Gardens. In his view, fairies still inhabit the Gardens, but the fairies are in fact the children who play there. He observed how one autumn children collected leaves with toy rakes to build playhouses much in the way that Barrie’s fairies did, to care for lost children.


  Watch the solemn little fairies weaving enchantments out of the magic carpet of autumn. Do not intrude upon the mystery. Do not shatter the spell with your clumsy sentiment or your hackneyed fancy. Hold your stupid breath and look on at the rites of youth (Douglas, 1916).


  Sacred Spaces


  Throughout the 1920s and 1930s the fashion for fairies and elves remained as popular as ever in children’s literature. The Elfin Oak, in the northwest of the Gardens, was carved by Ivor Innes in 1928, from a 900-year-old tree found in Richmond Park. The trunk is covered with elves, fairies and other fantastical creatures and is still a magnet for children. Its creation was directly influenced by Barrie’s work. In 1930 Elsie Innes, the wife of the sculptor said of the tree, ‘For centuries now it has been the home of fairies, gnomes, elves, imps, and pixies. In the nooks and crannies they lurk, or peer out of holes and crevices, their natural windows and doorways.’ Today the oak is housed in a protective cage to prevent vandalism, saved with a campaign supported by Spike Milligan and the Prince of Wales. Sadly, children are now kept at arms length from its intricate surfaces.


  The oak stands at the gate of the Princess Diana memorial playground, which is a continuing legacy of Barrie’s work. Here, children are able to play on a replica of Captain Hook’s pirate ship, the Jolly Roger. There is an Indian encampment, a fort, trails, musical stepping stone and even a stone crocodile. Opened in the year 2000 as a Peter Pan themed playground, each year it plays host to seven hundred and fifty thousand children from all parts of London, providing a vision of Barrie’s Neverland. The Oak has in its own way become a modern sacred site, as did the nearby railings of Kensington Palace after the death of Princess Diana, when according to Martin Symington (2012), they became a ‘shrine’ to her memory, covered in flowers and votive offerings from the public.


  Not far away, on the banks of the Serpentine, stands the bronze statue of Peter Pan, commissioned by J.M. Barrie and completed in 1912 by the sculptor Sir George Frampton. Peter is shown playing his pipes, surrounded by fairies and woodland creatures. Barrie had the statue erected overnight without any announcement, so that children might discover it by chance the next day. Countless children climbing up for a better look have worn the rabbits’ ears smooth. Here is Peter Pan triumphant, returned to the place of his birth, now grown to around twelve years old, but forever young. According to James Hamilton (1990), the illustrator Arthur Rackham, was secretly critical of Barrie for creating two Peter Pans. Barrie chose to focus on the Neverland Peter rather than the infant version and ‘missed the opportunity of creating a new, popular and localised myth of Kensington Gardens.’


  Barrie gifted the rights to Peter Pan to Great Ormond Street Hospital for Sick Children in 1929 to help support their work and they still benefit from this income. Each year, Great Ormond Street holds a Peter Pan fun day for the children of London in Kensington Gardens, with games, costumes and treasure hunts. These events perpetuate Barrie’s ideals of childhood and the myths that he helped to create. Over the years, many artists and writers have been inspired by the Gardens; Charles Kingsley author of The Water Babies lived nearby. He, like Barrie, dealt with the concept of infant mortality, where dead children go to live with the fairies. A.A. Milne, author of the Winnie-the-Pooh stories (1926–28), was another local resident. In his tales, Christopher Robin brings his toys to life in a leafy woodland setting. The literary and visual use of the Gardens reflects a synthesis of their history and mythology.


  In Barrie, the fairies of Thomas Tickell are combined with elements of Peter the Wild Boy and Arnold’s ‘rural’ Pan. In Peter Pan, he draws upon the work of Swift and Defoe with their use of pirates and islands. He may not have been the first to imagine the Garden’s fairies and wild boys but it was he who brought them to the mainstream. Barrie has gone on to influence how others view the Gardens and inspire new re-workings of his tales, from Disney to the National Theatre and Iris Murdoch. In 2011, Serpentine Films began work on a new film adaptation of Peter Pan in Kensington Gardens, using the original illustrations by Arthur Rackham; many of the locations that he drew have changed very little in the past century.


  Conclusion


  Is it curious that such a small piece of land appears to have so much resonance, creative influence and legend attached to it? It is place of retreat and reflection for the busy populace of London, a place in which to escape, an oasis and a piece of the countryside within the city. The area has been a creative centre since the seventeenth century attracting artists, writers and poets, who have maintained existing mythologies and creating new ones. Kensington Palace is now open to the public and has re-branded its self as the ‘Enchanted Palace’, surely aware of the potential fairyland next door. Peter the Wild Boy inhabits the palace website, as an online digital trickster. The Gardens are a place of many layers and many still remain to be discovered. In 1983 the writer Christopher Long noted that: ‘The magic of Kensington Gardens is really based on the appeal to the child in all of us.’
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  Appendix


  Some notable residents of the Kensington Gardens area included:


  T.S. Eliot, O.M. 1888 -1965, Poet (Kensington Court Gardens, Kensington, London W8 5QE)


  Lord Baden-Powell 1857-1941 Chief Scout of the World (9 Hyde Park Gate, Kensington, London SW7 5DG)


  Percy Bysshe Shelley 1792 -1822, Poet


  William Holman-Hunt, Painter, Pre-Raphaelite Brotherhood


  Edward Burne-Jones, Painter associated with the Pre-Raphaelites


  Sir John Everett Millais, Pre-Raphaelite Brotherhood


  Cetshwayo c1832 -1884, King of the Zulus


  Kenneth Grahame 1859 -1932, author of The Wind in the Willows


  James Joyce, Writer


  George Orwell, Author


  Lord Leighton 1830 -1896, Painter


  Terence Rattigan, Playwright


  Dame Marie Rambert, Choreographer


  Dante Gabriel Rossetti, Painter, member of the Pre-Raphaelite Brotherhood


  Richard Dadd, Painter of fairies and fantasy


  Beatrix Potter 1866 -1943, Author and illustrator


  Cicely Mary Barker 1895 -1973, Fairy illustrator


  Jean Sibelius 1865 -1957, Composer


  Bram Stoker, Author of Dracula


  Mark Twain, Writer


  


  The End of Innocence: Battle Royale and Lord of the Flies


  G. St. John Stott (Arab American University – Jenin)


  Abstract


  William Golding described Lord of the Flies (1954) as a fable, a demonstration of the darkness of the human soul, but he did not engage with contemporary thinking on child development in a way that would justify his making this claim. Framing my paper with an account of Koushun Takami’s Battle Royale (1999) in order to highlight this, I show that as Golding fails to demonstrate mens rea in his characters (something that contemporary thinking on child development would require), his presenting the games of young boys as evidence of the sickness of human nature is unconvincing.


  Children, Islands, Death


  Koushun Takami’s 1999 novel Battle Royale tells how thirty-nine students of Shiroiwa Junior High School’s Third Year Class B die as part of ‘the Program’ – a government initiative in which each year classes of junior high school students are forced to fight each other until only one of each class is left alive. Only two of the forty-two Shiroiwa students willingly take part in the game.1One of them, Kazuo Kiriyama, had suffered brain damage in utero and, feeling ‘no emotion, no guilt, no sorrow, no pity’, had no qualms about killing (Takami, 2007, pp. 102-03). The other, Mitsuko Souma, raped by three men when she was nine, raped again when she told her elementary school teacher what had happened, and molested by a relative when sent to live with his family after the death of her mother (a death for which she was accidentally responsible), had ‘ended up an empty shell’ and – faced with the demands of the Program – simply decided to do whatever was necessary to survive (pp. 541-42). Two other students (Kazuhiko Yamamoto and Sakura Ogawa, ‘the most intimate couple in the class’) jump to their deaths rather than participate (pp. 108-09), and two are killed by the program administrator before the game begins. The rest reluctantly take part. They cannot make a group decision not to fight – as each one is wearing a collar that will detonate if there are no deaths in 24 hours they cannot try to force a stalemate – and so, hating what they are doing, scared, but convinced that everyone else is trying to kill them, they join in (p. 157). Only three are alive at the end.2


  Perhaps not surprisingly, the back-cover blurb of the Gollancz paperback describes Takami’s novel as ‘the Lord of the Flies for the twenty-first century’. The reference is to William Golding’s 1954 novel, and its story of schoolboys, evacuated from England at the beginning of a war, whose plane crashes in the Pacific. The boys find themselves alone on an island (none of the adults with the group survive the crash), and as they try to fend for themselves some die. All the deaths might be accidental (two certainly are so), but in the troubling final chapter one of the group is deliberately hunted by the rest so that they might kill him. This, presumably, was what the blurb-writer had in mind. Though there are clear differences between the works, differences which I will use in what follows to highlight difficulties in Golding’s work, the similarities between the novels are obvious enough to explain the thinking of the Gollancz publicity department – in both there is an island; in both there are children; and in both there are deaths.


  Needless to say, the differences between the works are more interesting than these rather bland similarities. The most obvious one is that the deaths in Battle Royale are unnecessarily forced upon the young people by adults, while those in Lord of the Flies are not. The official explanation for the Program – that it is a conscription system (Takami, 2007, p. 41) – is illogical to the point of madness (p. 223). The government of Takami’s alternate Japan has nothing to gain from from killing off students in this way, and there is no reason to question Shogo Kawada’s insistence that only a ‘fucked up country’ would toss young people into such a ‘fucked up game’ (p. 222). Although the Program could have been pragmatically (or cynically) justified as a selection process in which the survivors would have proven their worth to the Defense Forces as strategists and killers, the government does not come up with this explanation, or indeed any other, and this only adds to the horror of Takami’s tale. However, there is nothing like this in the earlier novel; its horror has a different source. Golding had not been interested in exploring the insanity of governments and although the world of his novel is as dark as that of Battle Royale – indeed, is arguably darker, since the conflict that forced the evacuation of the boys has gone nuclear by the time that they reach the island, and civilisation is ‘in ruins’ (Golding, 1995, p. 66) – no-one in Lord of the Flies is tossed into a world where they could be killed. The boys are on the island by chance. The games that have such catastrophic consequences are their own.


  I will return to the significance of these games later, but two other differences between Lord of the Flies and Battle Royale should be noted before I do. First, Takami was more interested in the ways in which his characters rationalise their actions than in the actions themselves. Although he wrote conscious of the 1997 ‘Sakakibara incident’, in which a fourteen-year-old boy had murdered a primary school student and (after beheading the corpse) buried the body in a local park (Strecher, 2009), Takami did not try to generalise about the potential for violence in children. What interested him was not how children could bring themselves to kill but how they reconciled themselves to their decision once they had made it (see e.g. Shogo Kawada’s reflections: p. 146). Golding’s focus was different. He does not seem to have liked or trusted children very much – his own children, Judy Golding remembered, could find him ‘crushing, contemptuous, defeating, deadening’ (J. Golding, 2011, p. 75; cf. Carey, 2009, pp. 126-27) – and, perhaps as a result, he was less interested in exploring their mental processes than in establishing what their actions might suggest about humanity. Lord of the Flies, he explained to Paul Gray of Time magazine, was ‘… an attempt to trace the defects of society to the defects of human nature’; it was written not as a story of particular boys with particular problems but as a fable that could show ‘the darkness of man’s heart’ (Biles, 1970, p. 105; Gray, 1983, p. 97; Golding, 1995, p. 230).


  Second, as we might expect given their different concerns, Takami and Golding make different allocations of responsibility for what happens in their fictions. Although the Program is described as a response to youth violence, a subject of considerable debate in Japan at the time of the novel’s publication (Ambras, 2006; Arai, 2000), Takami presents his students as victims. The Japan of the novel has a become a deeply dysfunctional society – one that ‘scapegoats and kills its young children,’ as David Richard Leheny puts it – and the children themselves are given little moral responsibility for what happens (Leheny, 2006, p. 41; cf. Wiley, 2010, p. 324 – both are reflecting on the ending of the 2000 film, but this closely follows that of the novel). Golding, however, thinking in theological rather than political terms, had wanted his readers see the children of his island as fully responsible for the catastrophe that ensues. The novel ends in blood and terror ‘because the boys are suffering from the terrible disease of being human’ (Golding, 1965, p. 89; Babb, 1970, p. 8).3There is some irony here. As many readers have noted, it is one of the strengths of Lord of the Flies that, on the plot level, its characters are recognisably children. Ian McEwan has described how, when he read the novel as a boy, he saw the island as ‘a thinly disguised boarding school’ and as such a familiar scene. ‘I knew these boys. I knew what they were capable of. I had seen us at it’ (1986, p. 158). As figures in a fable, however, these same characters are problematic.


  Reading a Fable


  Although Golding did not define what he meant by fable, I assume that using Boccaccio to gloss the term would be uncontroversial: a fable is ‘a form of discourse, which, under guise of invention, illustrates or proves an idea’ (Minnis & Scott, 1988, p. 423). However, if this definition is accepted and it is assumed that proof should be offered within a work that is presented as a fable, we cannot see Lord of the Flies as a successful instantiation of the rule. In noting this I am not objecting to Golding’s pessimistic view of human nature. Although his thesis is unfashionable, it is not hard to imagine that men and women might indeed be ‘sick’ (Golding, 1995, p. 97) and perhaps even essentially so. But it is hard, if not impossible, to prove this sickness from the actions of pre-adolescent boys, for these actions can be understood without presuming moral incapacity; indeed such is the difficulty of reading the story in this way that we cannot even take Boccaccio’s other option and excuse Golding the burden of proof. Fables that succeed as illustrations do so because readers recognise the truth of their morals; Aesop’s ‘The Fox and the Grapes’ does not have to prove that people rationalise failure any more than George Orwell’s Animal Farm (1945) has to prove that power corrupts, for readers (adult readers, at least) know both truths long before they read the works that illustrate them. However, if Aesop and Orwell offer the pleasures of recognition, Golding does not. The thesis of Lord of the Flies is more controversial than those of my counter-examples. Though, as we have seen, readers would recognise the realism of the novel, and grant that boys in such a situation would act in such a way, that indeed they would be, as Lucy Pevensie puts it in C.S. Lewis’s The Voyage of the ‘Dawn Treader’ (1952), ‘swaggering, bullying idiots’ (Lewis, 1998, p. 136; today we might talk about their adopting a ‘hegemonic masculinity’: see Frosh, Phoenix and Pattman, 2002), most would not automatically see the fiction as providing evidence of a disease. Many if not most readers would have thought that moral responsibility needed to be established before symptoms could be identified and a sickness diagnosed.


  Symptoms of physical sickness do not invite questions of responsibility or intentionality – one does not, for example, ask if a body intends the rash that follows a measles infection – and it might be argued that the same is true for symptoms of moral sickness; that the savagery seen in Lord of the Flies is nothing more than a sign that the boys are infected by their humanity. Calvin would probably have agreed. In a well-known passage in the Institutes of the Christian Religion (1559; 4.15.10), he asserted that


  infants bear their condemnation with them from their mother’s womb; for, though they have not yet brought forth the fruits of their own iniquity, they have the seed enclosed within themselves. Indeed, their whole nature is a seed of sin. … (Calvin, 1977, p. 1312).


  Starting from this position it would be easy to argue that in Golding’s novel we see iniquity blossom and fruit, and his fable therefore works. However, by the mid-twentieth century other explanations for the anti-social behaviour of children had greater currency than that offered by the Reformation; violence was thought of as a response to a stimulus – and it was assumed that if the response was inappropriate, the explanation lay in inadequate socialisation (or incomplete cognitive development) not original sin. Young children, it was argued, acted without intending the harm that their actions sometimes produced, and those who accepted this could account for the violence of Lord of the Flies without presuming a fundamental corruption in the human soul. If Golding wanted people to read the novel as a fable that established or illustrated this he needed to establish that harm was intended when harm was done. This he failed to do.


  Consider the deaths. When an out of control fire sweeps across a hillside, a boy with a birthmark is never seen again and presumably dies in the flames (Golding, 1995, p. 48). Another boy, Simon, is beaten to death when he stumbles into a dance in which a beast is ritually, mimetically slain (p. 172). A third boy, known as Piggy, is killed when a rock is sent careening down onto him (p. 205). There is, as critics have pointed out, an escalation in the intentionality implied by the acts. The first death is certainly accidental, the second ‘far from deliberate’ (Babb, 1970, p. 14), while the third, that of Piggy, follows another boy’s intentional surrender to ‘a sense of delirious abandonment’ in pushing the rock so that it smashes down the hillside (Golding, 1995, p. 205). Clearly we cannot accuse the boys (individually or collectively) of intentional killing in the first two cases, and even in the third we might well wonder what was intended by the action – whether, as lawyers might ask, any malice was involved. ‘In any statutory definition of a crime’, the criminal lawyer and legal author J. W. Cecil Turner explained in 1952, malice requires


  either (1) An actual intention to do the particular kind of harm that in fact was done; or (2) recklessness as to whether such harm should occur or not (i.e., the accused has foreseen that the particular kind of harm might be done and yet has gone on to take the risk of it). It is neither limited to nor does it indeed require any ill will towards the person injured. (Kenney, 1952, p. 186)


  Did Roger, the boy in question, act with malice? We cannot be sure. Although there is no doubt that his pushing the rock was deliberate (there was, as noted, ‘a sense of delirious abandonment’ in the act), we do not know whether the boy abandoned himself to the thought of killing, to a delighted anticipation of scaring Piggy and another boy, Ralph (both of whom were in the path of the rock – Golding, 1995, p. 206) – so that the harm intended was different from the harm done, or even just to the idea of seeing of a rock smashing down a cliff.


  My point is not that we should exculpate Roger. By the end of the novel he is generally feared; when another of the boys, Jack, is described as ‘a terror’ by Samneric (twins who are always together and go under a single name), Roger is thought of as worse (p. 216), and we should not really doubt that in pushing the rock he intended harm. What concerns me here is that we do not know if Roger intended or foresaw ‘the particular kind of harm’ that resulted. Golding leaves us uncertain as to whether Roger pushed the stone because he was a terror and intended murder, or (since it was only a short while before that he had recognised the ‘possibilities of irresponsible authority’ – p. 180) he became a terror when he found that he enjoyed what happened when he sent the rock pounding down the slope. It is only in the last chapter when Ralph is hunted by the others that we have an unambiguously declared intention to kill, and (possibly) we have moved beyond the games of boys.4 Such games can have fatal consequences, of course. As Bion of Borysthenes observed (as quoted by Plutarch – Goodwin, 1878, p. 170), ‘though boys throw stones at frogs in sport, … the frogs do not die in sport but in earnest’; Piggy and Simon and the boy with a birthmark die in earnest even if they die within a game. Nevertheless, their deaths fail to substantiate Golding’s thesis that humanity is sick, for, as noted above, if we are to see darkness in the human soul we must also see intentionality in the actions thought to manifest it5 – and this is hard to do in Lord of the Flies.


  Children of the age of Golding’s boys cannot be expected to weigh the consequences of their actions in a way that allows us to be sure that they intended their actions to have the consequences they did. Twelve-to-fourteen-year-olds find it difficult to think through the implications of what they do; younger children rarely make the attempt. (Grisso, 2005 summarises the relevant research.) It is to be regretted, therefore, that although Golding presents a sobering picture of what can happen when socialisation fails he does not take us into the minds of his actors; and that (that being the case) he fails to show either that what happens is a manifestation of a defect in human nature, or that the ‘nameless authority’ that Roger brings to his cruelty (Golding 1995, p. 207) is natural to humankind.


  Evil Desires and Mens Rea


  The idea that young children are not to be held responsible for all their actions is not a new one. When, in 1957 (just three years after the publication of Golding’s novel), John Wyndham explored the culpability of the Midwich ‘cuckoos’ for the deaths they were thought to have caused, he made it clear that if the children really had been normal nine-year-olds they would have been considered innocent because they would have little understanding of what was an appropriate and proportionate response to a threat (Wyndham, 2007, p. 193; the children are not normal, it will be remembered – the women of Midwich are only their surrogate mothers – but that does not affect the argument: even aliens cannot fully anticipate the consequences of their actions until they are intellectually and emotionally mature). The idea was not even new when Wyndham used it. The principle of doli incapax (the presumption that a child was ‘incapable of evil’) had a long history in common law, in some accounts even going back to Anglo-Saxon England, and it had been reaffirmed in 1933 in the Children and Young Persons Act (s.50). Though the age of criminal responsibility was set at 8 (it was only raised to 10 in 1963), a child of less than 14 could only be convicted of a criminal offence if there was clear and positive evidence that the child knew that his or her actions were seriously wrong. The defence would be abolished in 1998, but it had gone unquestioned by previous generations and in 1954 most readers of Lord of the Flies would have agreed with Rousseau rather than Calvin; they would have presumed that a child who had not reached ‘the age of reason’ was ‘unmoral in his actions’ and could ‘do nothing morally wrong’ (Rousseau, 1762, p. 56, my emphasis; cf. Garland, 2001, p. 51).


  Only a limited agreement with Rousseau need be presumed. Rather than accepting Émile’s arguments for a child-centred education, most of Golding’s readers would have believed that instruments of control (‘parents and school and policemen and the law’) were necessary for a well-ordered society (Golding 1995, pp. 63-66; cf. Singh, 1997, p. 206). There was a suspicion of progressive educational theories in post-war Britain, and the fear that schools and homes without discipline had produced a generation of ‘unbearably rude’ and aggressive children (Lorenz, 1967, p. 47) was common.6Nevertheless, even conservatives agreed that there was an age of reason, and accepted that a person must act intentionally if they were to be thought culpable for what they do. As Lord Goddard observed in Brend v. Wood (1946), unless a statute directed otherwise (‘either clearly or by necessary implication’) a court ‘should not find a man guilty … unless he has a guilty mind.’


  Such concerns would have been familiar to Golding’s readers and presumably Golding himself. There had been high profile murder trials involving teenagers in the early 1950s (most notably the 1952 murder of a police officer by the 16-year-old Christopher Craig, and the 1953 killing of John Beckley),7and a troubling increase in the number of cases of criminal assault involving young offenders. Responding to the rising concern, Parliament passed the Prevention of Crime Act to prohibit ‘the possession in any public place of an offensive weapon without lawful authority or excuse’ – the term ‘offensive weapon’ was understood at the time to mean weapons supposedly favoured by the young, such as bicycle chains, razors, and coshes – and contemporary films like Cosh Boy (1953) signalled the increasingly conservative mood. (The opening titles blamed delinquency on the ‘lack of parental control and discipline in the home’, and the film ended with the police delaying an arrest to give the father of the sixteen-year-old criminal time to give him a good thrashing.8) Nevertheless, despite the moral panic, the courts still looked for evidence of intention, and when a ‘family doctor’ angrily insisted in a 1954 letter to the London Evening News that it was ‘the desire to do evil, not lack of comprehension, which forces [delinquents] into crime’ (Brake, 1990, p. 73), his argument focused on the desire to do evil, not the evil of the acts.


  Given this contemporary acceptance of the importance of intent,9Golding’s silence on the question can only be regretted. ‘Acts are not, they become,’ the Norwegian criminologist Nils Christie has reflected. ‘So also with crime. Crime does not exist. Crime is created. First there are acts. Then follows a long process of giving meaning to those acts’ (Christie 1998, p. 121; author’s emphasis). Although there are no crimes in Lord of the Flies, there are actions which would be considered crimes in the real world – and in that world (the word of Golding’s readers) the meaning of those acts would be construed in the light of contemporary thinking on child development. It is hard to imagine that Golding did not understand this, or would not have known what his contemporaries believed. Over twenty years before the publication of Lord of the Flies, Jean Piaget had argued that children developed the capacity to reason on moral issues in stages. The young child sees rules ‘as sacred and untouchable, emanating from adults and lasting forever’; children between the ages of nine and eleven think of a rule ‘as a law due to mutual consent, which you must respect if you want to be loyal but which it is permissible to alter on the condition of enlisting general opinion on your side.’ Stable ethical principles come later still (Piaget, 1997, p. 28). Non-Piagetian approaches to child development were also available when Golding began to write: Erik H. Erikson had published his influential The Child in Society in 1950; three years later B.F. Skinner had gone to press with Science and Human Behavior. However, Piaget’s thinking was dominant: his works were reprinted in 1951, and writing the year before the publication of Lord of the Flies, H.H. Price would take it for granted that though children were capable of intelligent action, they were ‘incapable of thinking out their actions beforehand, or can only do so in the vaguest and most general way’ (1969, p. 33; Price was Wykeham Professor of Logic at Oxford).


  Golding, who had been teaching at Bishop Wordsworth’s School since 1945, would have been aware that conventional thinking ran along these lines10– and yet, to judge from his engagement with R.M. Ballantyne’s The Coral Island (1857), he didn’t care. Golding thought his novel a correction to the naivety of the earlier work (Golding 1995, p. 34, 230), a Victorian adventure story in which three boys are shipwrecked on a large but uninhabited Polynesian island and for the most part enjoy the experience. However, the youngest of Ballantyne’s castaways (the fourteen-year-old Peterkin Gray) is as insecure and scared of the dark and its noises as anyone in Lord of the Flies; it is only the oldest of the three, Jack Martin, who can face the challenges of the island rationally. It of interest, therefore, that Golding makes sure that none of his boys are this old or this mature. Jack Martin had spent years at sea, and had been ‘a great reader of books of travel and adventure’ (Ballantyne, 1953, p. 28) – books that have given him a store of useful knowledge. Ralph, the most thoughtful of the boys in Golding’s tale, is six years Jack Martin’s junior (younger even than Peterkin), is still at school, and reads less helpful works: ‘the one about the magician which you read with a kind of tied-down terror, skipping page twenty-seven with the awful picture of the spider; … a book about people who had dug things up, Egyptian things,’ and such tomes as The Boy’s Book of Trains, The Boy’s Book of Ships and The Mammoth Book for Boys (Golding, 1995, p. 125). Such reading and experience hardly prepare Ralph for the problems he has to face, and that makes Golding’s challenge to The Coral Island untenable. His inversion of ‘Ballantyne’s cheerful notion of the psychology of the child’, his parody of the earlier work (Tiger, 1973, p. 50; Singh, 1997, p. 207), is disingenuous – and it weakens the force of his fable.


  Innocence and Experience


  To note the way Golding presents us with younger less capable castaways than Ballantyne is not to prefer earlier author’s vision of boyhood. There is no reason to doubt that children can do terrible things when socialisation fails – or has not stuck. (As André Aciman reflects, ‘Nothing that we give our children sticks unless we are there to give it again tomorrow’ – Aciman, 1998, p. 26.) However, as noted, there is nothing in Lord of the Flies that gives us any reason to believe that humanity is sick. Even the growth in Jack’s tribe fails to prove this. Jack promises present goods (food and fun, and protection against the beast that the boys believed haunted the island – Golding, 1995, p. 169); Ralph, the boys’ first chief, only promises a future one (rescue). It is hardly surprising that though everyone on the island wanted to be rescued, hunger and boredom and fear led most to reject Ralph’s leadership and join with Jack. Their doing so is evidence for what the nineteenth-century jurist John Austin thought a universal tendency to ‘grasp at present enjoyment and . . . turn from present uneasiness’ (Austin 1832, p. 40), but not for anything more.11Neither is it surprising that Jack, embarrassed that he has let the fire go out, takes out his frustrations on another (Golding, 1995, p. 77; see p. 80 for the eruption of Ralph’s frustrations). We might regret what follows from this, but the violence that results from the inability of twelve-year-olds to communicate (p. 57) is hardly evidence of moral sickness.


  I stress this point because the gap between what can said of young boys and what Golding would have us believe cannot be dismissed. Although one can ignore the qualities of real animals in reading Animal Farm, one can hardly set to one side what we know of children in reading Lord of the Flies. After all, though Orwell’s fable is about people not horses, sheep, or pigs, that of Golding is about children. It is not a work representing adult behaviour by the actions of boys but one that presents boys in their own right as evidence to support his claims. That being the case, Golding’s unwillingness to explore why his characters did what they did, and what their actions might mean, makes it hard for us to take his work seriously as a fable. It also makes the novel’s ending – Ralph’s tears ‘for the end of innocence, the darkness of man’s heart, and the fall through the air of the true, wise friend called Piggy’ (p. 230) – a puzzle.12Not only have we not seen enough in what happened to justify talk of ‘the darkness of man’s heart’, we have not even seen enough to justify any but the most trivial understandings of ‘the end of innocence’.


  Though Golding does not define what he meant by ‘the end of innocence’, the phrase could easily refer to a failure in trust, or in vision – a loss of the ‘glamour’ seen in the island at first (Golding, 1995, p. 22; a loss akin to that described by Wordsworth in the Immortality Ode – Wordsworth, 1998, p. 140, l.5). If, as Nabokov suggested, every child can know the first ‘stab of wonder’ which marked ‘the initial blossoming of man’s mind’ (Nabokov, 1969, p. 226), such a response to the island’s beauty would surely be impossible by the novel’s end. However, though this limited meaning can be allowed, the phrase can hardly carry its usual burden and imply a movement from naiveté to knowledge of the world – a movement in which, to borrow the words of Northrop Frye, there is some adjustment to, or at lest some awareness of, ‘new and more mature experience’ (Frye, 1971, p. 220). In his discussion of this change from innocence to experience, Frye gave as an example Adam and Eve, ‘dramatically in the position of children baffled their first contact with an adult situation’ going ‘hand in hand out to the world before them’ (p. 220), and the example is suggestive, for Ralph is no new Adam. His innocence cannot be the innocence of Eden as the boys are already ‘dirty’ when then they arrive on the island (Golding, 1995, p. 97, 161), and he does not learn from what happens to him. As the novel approaches its climax he cannot even appreciate his own danger (p. 216). In earlier chapters Simon possibly learned something important when he gazed at the at the sow’s head impaled on a stick, ‘saw the white teeth and dim eyes, the blood,’ and found his gaze ‘held by that ancient, inescapable recognition’ (p. 155), but whatever it was that he learned died with him. Ralph never has his own moment of anagnorisis. Innocence is lost; nothing is gained.


  We do see growth in Battle Royale. By the end of that novel those who survive their time on the island have recognised cause and effect and decided what they should do. ‘For now we escape,’ Shuya tells Noriko, ‘but some day I’m going to tear this country down. I’m still keeping the promise I made to Shogo. I want to tear it down for Shogo, for you, for Yoshitoki, for everyone’ (Takami, 2007, p. 615).13


  Conclusion


  One might wonder if revenge is really the best motivator of change, or whether tearing a country down is the best way to make it more just – but what is important in the present context is that Shuya and Noriko have moved beyond a preoccupation with themselves to thoughts of others. Ralph has not made this move at the end of Lord of the Flies; but then we should not have expected him to. He has had no interlocutor (no Shogo to expose the cynicism of the Program, no archangel to explain the meaning of human history, no Simon to tell him the secret of the Lord of the Flies), and is in any case too young for either sustained, analytical thought or moral action. Although we can presume that by the end of Golding’s novel Ralph has an enlarged awareness of pain, betrayal and loss, it is clear that no insight is gained when illusion ends. Ralph learns that little boys can do cruel and savage things; but he does not learn why, or what he should do when his moral world falls apart. The discoveries made are reason enough for tears, but without some sense of experience gained it seems just as premature to weep with Ralph (and Golding) for the end of innocence as it does to lament the darkness of man’s heart.


  Notes


  1 The term ‘game’ is used disparagingly within the novel (see e.g. Takami, 2007, p. 222); however, in the English adaptation of the manga (Takami & Taguchi, 2003-2006) ‘the Program’ is a game (a reality TV show). As a game it might have been an inspiration for later works such as Yusuke Kishi’s The Crimson Labyrinth (2006) or Suzanne Collins’ The Hunger Games (2008).


  2 Strictly speaking, there are only two survivors: one of the three alive at the end of the game, Shogo Kawada, dies of his wounds after having been officially declared the winner. The other two, Shuya Nanahara and Noriko Nakagawa, escape to the mainland because Shogo had known how to deactivate their collars, and at first the program administration thinks that they are dead.


  3 Although there have been political readings of Lord of the Flies (see e.g. Crawford, 2002, p. 55; Lipschutz, 2010, p. 103), such approaches find little encouragement in Golding’s text.


  4 Ralph can think of what is happening as a game even when he knows that the time for games has passed (Golding, 1995, p. 218, 211); what is unclear is whether Jack has given up this view of life on the island (see p. 143 for his seeing it as such).


  5 The task of interpretation is complicated by the way in which, in play, the rules of reality are suspended in favour of those of the game; even when they mirror ‘the dominant values of a traumatized society’ (Eisen, 1988, p. 8) these rules are not those of that society, let alone those lived-by before the trauma.


  6 It was education without discipline that made Patricia Kentish (Panty) so disliked in Ngaio Marsh’s Final Curtain (1947), and encouraged the bullying that would precipitate Eustace Scrubb’s return to Narnia (Lewis, 1998, p. 1-2).


  7 Although Michael John Davies, aged 20, was convicted of the murder, it was never clear which of a group of young men aged 16 to 21 had fatally stabbed Beckley (Thomas, 2006, p. 216). Elevated crime figures were produced in 1948 as part of police negotiations for better pay; however, although the statistics adduced were suspect (Taylor, 1998, p. 24-25) crime was in the news. When Goddard (1952) described as typical a case in which two youths boarded a train at a suburban station and attacked a woman, beating her about the head while she was lying on the floor ‘… for the few shillings which she had in her handbag’, he was believed.


  8 Two years later in the US, the filmed version of William March’s The Bad Seed (1954) makes explicit March’s suggestion that at least some of the blame for the young Rhoda Penmark’s becoming a killer lies in her progressive schooling and the lack of discipline in her home: in the closing titles Nancy Kelly (Christine Penmark) takes Patty McCormack (Rhoda) over her knee and spanks her.


  9 Though the desire to do something is not yet an intention to do it, if the desire leads to action then we can say that the act was intended. An intention, as the OED has it, is ‘a volition which one is minded to carry out.’


  10 The little’uns are recognised for what they are (Golding, 1995, p. 63); the older children are not. Drawing on the earlier reference to hegemonic masculinities, it could be argued that the boys construct, and then enforce, a masculinity which rejects the articulate and the effeminate (Ralph, Piggy, and Simon) but Golding does not explore how and why they do so. For the ‘production’ of masculinity in general, see Coles, 2009.


  11 Although Austin attributed our preference for present goods to a ‘dangerous infirmity of our wills’ (1832, p. 40), he did not equate this infirmity with Calvinistic depravity.


  12 The whole sentence is a little odd, though in the text I only focus on its opening: Piggy was not really Ralph’s friend (‘Piggy was a bore; … but there was always a little pleasure to be got out of pulling his leg” (Golding, 1995, p. 69, 168). Neither was he wise. He usually just echoed Ralph’s ideas – for the use of the conch or maintaining the fire, for example. Ralph keeps changing his ideas about Piggy, seeing him in the light of his own inadequacies (p. 63), and this final tribute seems another example of his self-doubt.


  13 Yoshitoki Kuninobu was Shuya’s best friend in Junior High School and had had a crush on Noriko. Shot on the program administrator’s orders, he is the first student to die. As noted above, Shogo, the game’s official winner, dies before reaching the mainland. He is the last Shiroiwa casualty.
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  The Representation of the African American 1877-1940: A Contested Space
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  Abstract


  This is an investigation into the manner in which African Americans were portrayed in children’s literature from 1877-1940, and how the African American community resisted these images through the representation of themselves in literature they produced for their own children. The discussion is contextualised within the socio-political and historical moment as well as the hegemony of civil rights for African Americans.


  Introduction


  [The author] must take a full share of responsibility for propagating the kind of views which have done such damage to [US] relations with African or Asian people during the present century. Nor is the retrospective defense of such attitudes – that they were normal for that period in history – really tenable. To suggest that [any author of the time] was expressing no more than what half his contemporaries felt is to denigrate his power and influence … [His] views were not incidental to the story … (Guy, 1980, pp. 79-80).


  African American1children of the late nineteenth and early twentieth centuries would have been influenced by at least two forms of literature: the anti-African American literature of Whites and the literature produced by the African American community.2The dominant literature Whites produced demeaned African Americans in an effort to support White supremacy. On the other hand, African American literature resisted these negative images, while functioning as education and entertainment for the community. Both genres exist within the context of larger historical and socio-political factors affecting the human and civil rights of African Americans in US society. In an effort to discuss both racist literature and African Americans literature from 1877 to 1940, I follow the lead of historians and divide the time period into post-reconstruction (1877-1900) and the Harlem Renaissance (1900-1940). For each period I will provide historical and socio-political context. I will then outline the images of African Americans in dominant White literature and African American children’s literature that resisted such images. The entire discussion will be informed by the intersection of predominately children’s literature and issues of representation.3


  As such, this piece differs from the work of previous scholars in that I am discussing the relationship between the images of African American children in White literature and the ways in which the African American community attempted to subvert these images. For example, while Donnarae MacCann’s White Supremacy in Children’s Literature: Characterizations of African Americans, 1830-1900 (1998) does an excellent job of showing how White supremacist ideologies have been perpetuated in children’s literature, her work does not discuss how the African American community responded to such images. And while Diane Johnson’s work (1990a) does demonstrate how positive images of African American children were used to counteract the negative images of African American children in White literature, her work is limited to The Brownies’ Book. In this piece I am interested in the linkage between the use of African Americans in White children’s literature as a tool to oppress African Americans further, and the ways in which the community responded to such images. More specifically, what stories, social organisations, and material culture did the community produce to resist the racist stories and images of them in popular culture? And how did the social, cultural, political, and economic context inform the production of these tools of resistance?


  Socio-historical Context


  One of the earliest intersections of White supremacy and images of Africans involved literature written to rationalise the Atlantic slave trade. As European settlers colonised North America they eventually decided that in order to make the colonies profitable they needed a large, inexpensive labour supply for the agricultural based economy. Enslaved Africans were soon designated as that labour supply. Many of these early settlers professed to be Christians, and much of the general population of the colonies left their home countries in pursuit of religious and economic freedom. Therein, ideologies were devised to support the chattel enslavement of human beings, and allow the Europeans to remain in the good graces of the church. These theories all rested on the superiority of White over African Americans. The ideology of white supremacy as defined by George M. Fredrickson (1972),


  refers to the attitudes, ideologies, and policies associated with the rise of blatant forms of white or European dominance over ‘nonwhite’ populations. [...] At the public level, this myth of superiority entails restriction of meaningful citizenship rights. [...] It suggests systematic and self-conscious efforts to make race or color a qualification for membership in the civil community (p. xi).


  The ideology of white supremacy informed the institution of slavery as well as the legal and social relations of African Americans and Whites in the US. During post-reconstruction (1877-1900) Southern Whites shifted their war efforts from Northern forces to the African American community. When Federal and Northern military troops withdrew from the South, Whites took that move as an opportunity to continue the subjugation of African Americans. While chattel slavery was now illegal, African American peonage continued in almost every socio-economic and political form possible. While sharecropping was the most economically oppressive, Jim Crow laws circumscribed the social sphere of African Americans.


  Initially, ‘Jim Crow’ was Thomas Dartmouth ‘Daddy’ Rice, a White actor who popularised the minstrel show in 1828 when he mimicked a crippled slave’s dance (Ethnic Notions). Rice took the man’s tattered clothes and that night imitated him on stage. Demeaning African Americans by donning ‘blackface’,4Rice and other performers used minstrel shows to respond to anti-slavery movements with proslavery renditions of happy-go-lucky slaves. The minstrel show was, and some say still is, considered highly entertaining by White audiences. Some say the reason Whites enjoyed minstrel shows was that the foundation of the minstrel form is a declaration of White superiority. Another reason they were so well attended was that they were relatively inexpensive. All Whites, irrespective of social class, could feel superior and unified while stereotyping and perpetuating the oppression of African Americans.


  Although ‘Jim Crow’ was originally associated with the minstrelsy, it later became the name of an oppressive set of legal, economic and social mores enacted upon, predominately, Southern African Americans. Jim Crow was the systematic and legal segregation, economic exploitation, disenfranchisement, and lynching perpetuated on the African American community during post-reconstruction until, some say, the Brown v Board of Education ruling of 1954. Although Plessy v. Ferguson stated that racially segregated facilities and services would be ‘separate but equal’, the resources the African American community received were consistently and blatantly inferior to those of Whites. Moreover economic exploitation of this period took the form of sharecropping where tenant farmers rented a parcel of land to farm. After ‘borrowing’ the start-up costs from the White landowner the African American family would farm the land for a percentage of the crops. Needless to say, sharecroppers were systematically cheated by White landowners. But, this financial exploitation paled in comparison to the lynching of, primarily, African American men. Capitalising on the residue of the Cult of True Womanhood and the fears of social equality between the races, White supremacists stated ‘that the point of Lincoln’s emancipation of the slaves was to promote “social equality” in general, and sexual intercourse in particular, between the races’ (Stewart, 1996, p. 101). The Ku Klux Klan, and their sympathisers, lynched African American men at such a high rate that it, along with economic exploitation, encouraged waves of migrants to the North.5


  The stories in White children’s literature that portrayed African Americans were similar to minstrel shows. Both forms supported the ‘defeat [of] the political construction program of the radical abolitionists’, and encouraged the ‘national mindset … required that would associate Blacks with the immaturity of children, and at the same time, reconcile Northern and Southern White adults after the civil war’ (MacCann, 1998, p. 123). Some say that the national story, which included both the minstrel show and images of Blacks in White children’s literature, propelled the agenda of White supremacy. Stated another way, the national story portrayed African Americans as infantile, and lauded White paternalism.


  White Children’s Literature


  A component of the national story was White children’s literature of post-reconstruction. In the late nineteenth and early twentieth century White writers of children’s literature usually fell somewhere between ambivalence and open hostility in their attitudes towards African Americans. Northern and Southern Whites storytellers, of various forms, produced narratives to illustrate the irrationality of legislation that would grant equitable opportunities for African Americans in the areas of economic opportunity, education, and voting rights. This anti-African American literature of post-reconstruction consisted of plantation stories, adventure stories and works of social satire and protest and almost all of it used the literary devices deemed problematic by African American literary scholars, teachers and librarians, such as the almost exclusive use of dialect by African American characters who held servant-based roles, and patronising Whites.


  Plantation stories expressed the author’s longing for a return to the antebellum period which represented the elevation of White slaveholders over the enslaved African Americans. Usually the author’s family (Page, 1887/1906) had been plantation owners and had lost considerable resources, social standing, and power as a result of the Civil War. Like the popular song ‘Dixie (I Wish I was in Dixie Land)’,6 they wrote stories that extolled the virtues of the Southern lady and gentleman, the virtues of ‘social order’, and the servitude of African Americans. Some of the most prominent authors of plantation stories were Thomas Page, Louise Pyrnelle and Joel Chandler Harris. All of these authors wrote plantation-style children’s literature that degraded African Americans and lauded the return to Dixie.


  To offer a closer analysis of plantation stories I turn to the work of Thomas Page. Called ‘the literary spokesman of the South during the 1880s and 1890s’ by the literary historian Theodore L. Gross (Gray, 2002, p. xix), Page was born into the plantation owner class in 1853. Trained as an attorney, Page became a writer who wanted to ‘preserve in some sort a picture of a civilization which, once having sweetened the life of the South, has since then well-nigh perished from the earth’ (Page, 1887/1906, p. vii). Referring to himself in the third person, Page (1887/1909) wanted to


  claim that with his devotion for the South … and his pride in the Union, which he has rejoiced to see fully restored in his time, he has never wittingly written a line which he did not hope might tend to bring about a better understanding between the North and the South, and finally lead to a more perfect Union (p. xi).


  More clearly, Page wanted to retain a White supremacist social system that elevated Whites and degraded African Americans. Thoroughly convinced of his racial superiority as a White man, Page thought that ‘[s]lavery itself was not the hideous misery depicted in Northern novels, but rather rational paternalism’ (Elbert, 1976, p. v). It was his intention to show the ‘true’ nature of African Americans so that all Whites – Northern or Southern, adult or child – would agree that African Americans were less than fully human. He wanted his work to encourage a return to a ‘sweetened life’ where African Americans were slaves, White women were submissive, and White men were in control.


  Page portrayed this sweet life in Marsh Chan: In Ole Virginia, a story of Sam, a newly freed African American man, and his recollections of slavery. In the story Sam is aligned with the author and his longing for Dixie, when he states,


  Dem wuz good ole times, marster – de bes’ Sam ever see! Dey wuz, in fac’! Niggers didn’ hed nothin’ ’t all to do – jes’ hed to ’ten’ to de feedin’ an’ cleanin’ de hosses, an’ doing what de marster tell ’em to do; an’ when dey wuz sick, dey had things sont ’em out de house, an’ de same doctor come to see ’em whar ’ten’ to de white folks when dey wuz po’ly. Dyar war’ no trouble nor nothin’ (Page, 1887/1906, p. 13).


  (Them was good old times, master – the best Sam ever see! They was in fact! Niggers didn’t have nothing to do at all – just tend to the feeding and cleaning of the horses, and do what the master tell them to do; and when they was sick, they had things sent out of the house, and the same doctor come to see them what tend to the white folks when they was poorly. There was no trouble nor nothing.)


  From research and slave narratives we know that the reality of slavery was vastly different from the portrait Page paints. Slavery was a brutal and degrading institution for the nation as a whole. But Page’s intention was not to show an accurate portrayal of slavery, but to support White supremacy by depicting African Americans as undesirous and undeserving of enfranchisement and social equality in children’s literature. One of the ways in which he accomplishes this task is through the dialect in which Sam speaks via ‘made-up spellings, ungrammatical constructions, and misused or made-up vocabulary’ (Testaae.greenwood.com, 2007, np). While, based upon the historical moment in which the story occurs and Sam’s status as a slave, it makes sense that he does not speak in Standard English, the portrayal of his language portrays him as ignorant and possibly uneducable. Page could have portrayed Sam’s dialect through the rhythm of his language and/or word choice. But the rhetorical choices and the patronising content – which I discuss below – degrade Sam.


  Issues of rhetoric were not limited to the dialect used by African American characters; it extended to the use of derogatory terms such as in Septimus Winner’s Ten Little Niggers (1860) or similarly the McLoughlin Brother’s Simple Addition by Ten Little Niggers (1874). These were both concept books to teach White children to add – or rather to subtract, as the ten ‘little niggers’ are all killed off through various means ‘until there is none.’


  Finally, White reviewed sources such as Horn Book supported problematic texts – ‘A reviewer in a trade list describes Nicodemus as “an engaging little darky”’ (Rollins, 1941, p. 8) – they also used degrading rhetoric such as ‘pickaninny’ and ‘darky’ in their reviews. While Rollins attributes this to ‘either ignorance or careless editing’ (1941, p. 8), their promotion of White supremacy in children’s literature nevertheless had an impact the literature that was purchased for libraries, schools and homes across the country and, as Guy stated above, they share the ‘full share of responsibility for propagating the kind of views which have done such damage to [US] relations with African or Asian people during the present century’ (1980, pp. 79-80).


  Plantation stories were numerous and very popular, and thus disconcerting as they propagated White superiority and encouraged slavery. But it was not authors alone who lauded this desire to return to the antebellum period. Such stories were recommended by the mainstream institutions such as the Home Reading list of the National Council of Teachers of English which included Samuel Clemens’ Puddn’Head Wilson (1894) which Rollins (1941) labels as having ‘shiftless, irresponsible types’ of characters and Margaret Mitchell’s (1936) Gone with the Wind, which Rollins labels as a ‘plantation [novel] – stressing condescension’ (p. 13). This ideology infiltrates textbooks such as Henry William Elson and Charles Hart’s History of the United States (1939) with statements like, ‘The Negro is quite safe and his happiness quite secure under the white man’s government’ (p. 767). Again, there is no wonder that White children felt superior and African American children either believed in their oppression, or in resistance, sought counter-stories to put alongside these, or disconnected from school altogether.


  Even children’s periodicals were problematic. The St. Nicholas: Scribner’s Illustrated Magazine for Girls and Boys ran from November 1873 until May 1943 and was edited by Mary Mapes Dodge. It is seen by many White children’s literary scholars as part of the ‘Golden Age’ of children’s literature, they believe that its ‘theme [was] light hearted, [and that it] stress[ed] gaiety and happiness’ (Sinette, 1965, p. 135). Dodge (1873) states that the purpose of St. Nicholas was to ‘Make the spirit of St. Nicholas (Santa Claus) bright in each boy and girl in good, pleasant, helpful ways. And to clear away clouds that sometimes shut it out’ (p. 101). The assumption here is that the boy and girl Dodge references are White, for any references to Blacks in the magazine were degrading and demeaning (Johnson, 1990a; MacCann, 1998; Sinette, 1965). Note the following example,


  Ten Little Niggers


  Ten little nigger boys went out to dine

  One choked his little self and then

  There was nine . . . (Dodge, 1873, p. 101).


  There are multiple sources of popular culture that locates the African American child as the victim of violence, e.g., Ten Little Niggers. One in particular is a series of postcards, and to a lesser degree ceramics, published from at least as early as 1900 to as late as the 1960s, that featured African Americans, on which many of the images were children, at the waterside and in danger of, or in the process of, being eaten by an alligator (Authentichistory.com, 2012). The children are,


  always on the river … on the ground, in a tree, partially clad, dirty, their hair unkempt. This suggests that there was a need to imagine black children as animal-like, as savage. If you do that, if you make that step and say that these children are really like little furry animals then its much easier to rationalize and justify the threat that’s embodied in having an alligator pursing a child (Ethnic Notions, 1987, np).


  These postcards, which are currently quite collectable, often have sayings that insinuate that the African Americans are in danger, e.g., ‘Alligator Bait’ written on a postcard from Florida which featured a child about to be eaten by an alligator, and ceramic figures of alligators with half-eaten children hanging from their mouths (Authentichistory.com, 2012: np). African American children were clearly in danger, but not at the threat of alligators, but instead from White supremacy and oppression.


  Clearly, the literature of post-reconstruction tended to portray African Americans as unworthy of enfranchisement and full human and civil rights. As seen in Page’s statements, many authors hoped their literature would encourage White children to adhere to the ideology of White supremacy through oppressing African Americans. Unquestionably, the audience of this literature was White children. There was almost nothing produced by the major publishing presses for an African American or multicultural audience. But African Americans were consumers of story, and they were aware of the literary and political campaigns against their attaining human and civil rights. The African American community resisted these anti-democratic efforts by offering counter narratives to their children.


  African American Children’s Literature of Post-Reconstruction


  Storytelling – whether in an oral or written form – functioned in a variety of ways for the African Americans of post-reconstruction. For the group, storytelling, in and of itself, whether oral or written, was a social act that defined and reinforced group membership. Stories may have lightened the psychological and spiritual load of living in an oppressive society. We know that stories educate and entertain. But most importantly, stories may have reinforced socio-economic and political agendas.


  Within the genre of African American folklore the trickster tales are the most noteworthy because it is a West African character – the trickster – and plot line, and because they addressed the ‘longing of a powerless group, class, or race for social or political change, for transcendence over an oppressive order of relationships’ (Van Sertima, 1989, p. 103). Like most African Americans at that historical moment, tricksters ‘were weak, relatively powerless creatures who attain their ends through the application of native wit and guile rather than power or authority,’ e.g., Brer Rabbit (Levine, 1977, p. 103). These tales challenged authority and offered hope for the survival, and occasional success, of the oppressed. Therefore, folktales provided, to some degree, a counter narrative to the degrading images of African Americans in dominant children’s literature.


  Another counter narrative might be an Afrocentric reading of Sam’s conversation with the White stranger in Page’s Marsh Chan (1887/1906). One could read Sam as a trickster. Based upon the social and political climate for African Americans during reconstruction it was not safe for Sam, a newly freed slave, to tell the White stranger his true feelings about slavery. Therefore, if Sam masked his feelings and his interpretation of slavery, donned the minstrel mask, and parroted the White paternalistic ideologies about slavery back to the White stranger, Sam would be much more likely to leave the conversation alive. With the Afrocentric lens, Sam’s behaviour within the story makes perfect sense.


  Another important source of story for the African American community was, and still is, the church. From its very inception, the American church has been racially segregated.


  White people … have urged a separation in church as in other things; and much more so in the case of this than in other institutions: for, while they separate the Negroes in education, recreation, and the like, the whites, nevertheless, keep control of these things. They make little effort, however, to influence the Negro church. This institution, then, has had the chance to develop in the way the Negroes would have it (Woodson, 1920, p. 331).


  Reflecting the African world view, the African American church (hereafter referred to as ‘the church’) saw little separation between the sacred and the secular: ‘spirituality is at the core of existence’ (Cornelius, 1991, p. 3). The church has a spiritual function, no doubt, but it also addresses academic and community-based education, and provides economic, social service, and political services and advocacy. But, most relevant to this discussion, the church has functioned as a political organisation from which a portion of the struggle for human and civil rights has arisen. It has resisted White supremacy and the negative images of African Americans in literature by producing counter narratives. As the first and largest African American organisation, it has had a tremendous and often self-reflective influence on the entire community, of which children are a part.


  Ninety-five percent of African Americans during post-reconstruction were illiterate. Subsequently the primary counter-narratives were oral. In addition to sermons, biblically and communally-based stories, songs served as a narrative of resistance to, and offered the promise of, deliverance from oppression. First collected in


  1801 by the black church leader Richard Allen. [...] Spirituals were not sung only in churches or in religious ritual settings. Travelers in the Old South and slaves themselves reported that [spirituals] were sung during work time, play time, and rest time as well as on Sundays at praise meetings (Gates & McKay, 1997, p. 5).


  That spirituals were sung anywhere at anytime meant that, ‘they served as powerful shields against the values of’ White supremacists ‘and their killing definitions of black humanity’ (Gates & McKay, 1997, p. 5). Spirituals also testified to one’s ‘personal self-worth as children of a mighty God’ and offered ‘much-needed psychic escape’ from the day to day realities of oppression (Gates & McKay, 1997, p. 5). Despite the differences in the church, one commonality has been music. In essence, ‘Black sacred music has nourished and sustained the Black Church and undergirded its search for freedom and wholeness in the midst of oppression and injustice’ (Walker, 1979, p. 16). It has been used to facilitate personal and collective freedom from spiritual and physical oppression. There is no denying the double or coded meaning of many spirituals, the classic example of this being the song Go down Moses which parallels the trials of oppressed African Americans and the Israelites of Egypt.7Again, children are an integral part of the church and many would have been present. And since the church and its culture are such a fundamental component of the African American community, even those children who did not attend church regularly would have still been familiar with the spiritual, political, and literary thrust of the church.


  While spirituals were sung by the masses, it was the Preacher who produced counter narratives based within the sermon. Like the ancient Griots of West Africa,


  black preachers are storytellers, actors, and singers who use their voice and bodies to lend dynamism to the performed word. [...] For the black sermon typically is a vehicle not only for conversion and worship, but for sociopolitical exposition and analysis (Gates & McKay, 1997, pp. 69-70).


  The Preacher was ‘a leader, a politician, an orator, a ‘boss’, an intriguer, an idealist, – all these he is, and ever too, the center of a group of men, now twenty, now a thousand in number’ (Du Bois, 1903/1994, p. 116). Again, as the church’s functions extended beyond religious conversion, the Preacher’s influence was far-reaching and included literacy acquisition and counter narratives. Based upon a slave past in which African Americans were denied their humanity and literacy, Preachers have historically placed a high degree of value on education.


  The early church encouraged literacy acquisition, formal education, and supported their positions by publishing sacred and secular reading material. Again, the church was fully aware of the images of African Americans in the White mainstream and offered an alternative text. In 1899 Elias Morris (1901/1985) filed a report to the ‘Presidential Address to the National Baptist Convention’. Morris states, ‘If we mean to improve, why should we not make an attempt at the preparation of our Sunday school literature as well as a few books and papers to which we can lay claim’ (p. 281)? He continues by noting the religious importance of studying and the personal and spiritual power that it affords the reader. But he also comments on the importance of providing an Afrocentric text that offers positive and productive images of African Americans and a counter-narrative to those produced by Whites when he states that ‘thousands of anxious Sunday school students, both young and old, [will get an] opportunity to get their lessons from books made by their own brothers in color’ (Morris, 1901/1985, p. 281).


  In addition to Sunday school books written for children, there was fiction.8Amelia E. Johnson (1858-1922), a minister’s wife, founded The Joy, an eight-page monthly magazine for African American children. ‘Filled with short stories, poetry, and literary items of interest, The Joy was well received and praised’ (Maryland State Archives, 1998, np). Johnson’s work was also published in newspapers, both secular and sacred. During the early 1890s she wrote a regular column, the ‘Children’s Corner’, for the Baltimore Sower and Reaper (Maryland State Archives, 1998, np). Johnson recognised the assault aimed at children and offered them tools, in the form of stories, of resistance.


  During post-reconstruction White supremacists used story, oral and written, to support and disseminate their ideology of White superiority. At the same time African Americans used stories to resist degrading images of themselves in the dominant narrative. Much of the national political discourse of post-reconstruction was focused on the South, and the status of the African American citizenry. For the purposes of this paper, I consider the end of post-reconstruction to be the beginning of the Harlem Renaissance. Therefore, as many Southern African Americans did during post-reconstruction, this discussion will migrate north to Harlem.


  The Harlem Renaissance (1900-1940)


  Harlem, New York, in the early 1900s was the place to be. Many considered it to be the centre of African American social, artistic and political life. The Harlem Renaissance is most known as a period of marked increase in the production of African American art. But many social protest organisations were founded during this time. The National Association for the Advancement of Colored People (NAACP) was formed in 1909, and what would eventually become the Urban League was begun in 1910. These organisations may have been formed to address and resist White supremacy. The early 1900s also saw the rise of racialised violence:


  Violence, Jim Crow segregation, mob terror became acceptable forms of social control. And always to justify such atrocity, was the excuse of the animalistic, black brute. Brute caricatures of black children – or ‘pickannies’ as they were once called – showed them as victims. Victims who evoked-not sympathy-but the feeling that blacks were subhuman (Ethnic Notions, 1987, np).


  Various African American organisations produced texts and images in opposition to the degrading mainstream ones. Individuals, the church, and political organisations all contributed to the struggle for civil and human rights.


  As an individual, and as an agent for the church, a portion of Reverend Richard Henry Boyd’s (1843-1927) activism was directed towards children. Boyd was a preacher and publisher, who wrote more than 14 books, and founder of the National Negro Doll Company in 1911 (Tshaonline.org, 1917, nd). Apparently somewhat of a Black Nationalist, Boyd wanted African Americans to publish their own literature, operate their own businesses, and guide the minds of their own children. Through the National Baptist Church Supply Company that manufactured and marketed church furniture, Boyd produced and distributed black dolls. He is quoted as saying, ‘When you see a Negro doll in the arms of a Negro child then you know that the child is being taught a lesson in race price and race development which will not result in race suicide’ (Tshaonline.org, 1917, nd). Boyd provided African American children with positive images of themselves in a time when their image was being assaulted by popular White supremacist images such as the alligator-themed postcards.


  Political organisations also directed a portion of their efforts in the struggle for civil and human rights toward resisting and countering the images of African American children in the media. W.E.B. Du Bois began the monthly journal of the NAACP, The Crisis magazine in 1910. In the debut issues Du Bois defined the text as primarily a newspaper, but one that ‘would serve as a review of opinion and literature’ and publish short articles (Lewis, 1997, p. 43). But the overall purpose of the journal would be to stand ‘for the rights of men, irrespective of color or race [...] for the highest ideals of American democracy, and for reasonable but earnest and persistent attempts to gain these rights and realize these ideals’ (Du Bois cited in Lewis, 1997, p. 43). ‘The tone, during his twenty-four years at the helm, was stern, militant, and the agenda was one of human rights advanced through education, politics, and economic justice’ (Lewis, 1997, p. 43).


  Again, children were on this educational, political, and economic agenda. Once a year, beginning in 1912, he would publish ‘A Children’s Number’, in celebration of children. This issue was directed at parents and contained little children’s literature. This issue was so popular in the barren field of African American children literature that it spawned The Brownie’s Book, a monthly journal for children that ran from January 1920 until December 1921. Advertisements in The Crisis stated,


  It will be called, naturally, The Brownie’s Book. [...] It will be a thing of Joy and Beauty, dealing in Happiness, Laughter and Emulation, and designed for Kiddies from Six to Sixteen. It will seek to teach Universal Love and Brotherhood for all little folk-black and brown and yellow and white (Du Bois, 1918, p. 286).


  The Brownie’s Book was edited by Du Bois while Jessie Redman served as the associate editor. The Brownie’s Book followed the format and arrangement of The Crisis. It was 32 pages long and had advertisements that ‘promote books, schools, course and self improvement through education’ (Du Bois, 1918, p. 286). While the images of African American children in White literature consisted mostly of unkempt ‘pickaninnies’, The Brownie’s Book had photos of clean, well-groomed, brown, not overtly mulatto, children throughout. Such subversion was not unintentional. The objective of the magazine were to,


  
    	make ‘colored’ normalised


    	teach Negro history and biography


    	teach a code of honor and action in the black child’s relations with white children


    	turn hurts and resentments into ambition and love of the child’s own home and companions


    	point out the best amusements and the worthwhile things of life


    	inspire children to prepare for definite occupation and duties with a broad spirit of sacrifice (Du Bois, 1918, p. 286).

  


  In each issue there were a variety of story materials covering fiction and non-fiction based throughout the African Diaspora. Children were exposed to images of and issues relevant to children of African descent around the world. When The Brownie’s Book went out of print the ‘Little Page’ became a part of Crisis. Written by Effie Lee Newsome the ‘Little Page’ ran from 1925-1929. Although the editors of The Brownie’s Book responded to the negative images of African Americans in the larger society, they also offered a counter to the degradation of African Americans in the most popular children’s periodical of its time, the St. Nicholas Magazine.


  The images of African American children in St. Nicholas were countered, as much as they could, by The Brownie’s Book. Sinnette (1965) states, that while White children were marching in the May Day Americanisation Parade in St. Nicholas (July 1920), African American, Sunday school children were shown marching ‘in protest to the lynchings and brutalities in the South’ in the January 1920 issue of The Brownie’s Book (pp. 134-135).


  While The Brownie’s Book offered a counter narrative to the degrading images, the Jack and Jill of America clubs offered a positive social outlet. Calling itself ‘the oldest African American family organization’9the club began in 1938 with a meeting of twenty mothers in Philadelphia and soon spread across the United States and abroad (Unknown, 2002, np). Fully aware of the limited social opportunity for their children in a segregated society, these mothers ‘knew that this group, working together, could provide their children with a healthy social and cultural experience’ (Unknown, 2002, np). One can assume that they use ‘healthy’ to mean that which promoted positive self-esteem and self-awareness in children. Although often criticised as elitist, the intention of the club was, and still is, to provide a social venue for children to interact with one another. The club provided ‘constructive educational, cultural, civic, health, recreational, and social programs’, parenting skills and the possibility of economic mobility for the children (Unknown, 2002, np). The parents who organised and participated in the Jack and Jill clubs during the Harlem Renaissance understood that a supportive community of social and educational programmes was one way to offer children the tools necessary to function, as competently as possible, in the White supremacist environment of the early twentieth century. Community, these parents believed, would insulate and validate children from a racist environment until they were better able to cope.


  Later in the Harlem Renaissance, the work of Langston Hughes and Arna Bontemps shines most vividly on the landscape of Black children’s publishing of the late 1930s and 1940s (Johnson, 1990b). While authors such as Effie Lee Newsome and Jessie Fauset wrote for children, Hughes and Bontemps published most of the African American children’s literature of the Harlem Renaissance. In 1932 Hughes and Bontemps co-authored Popo and Fifina, a fictional account of a Caribbean family, and Hughes published The Dream Keepers, a collection of poetry that is both racially conscious and entertaining. The title poem is aligned with the mission of The Brownies’ Book in that it encourages the young reader to dream, even in the face of an oppressive world.


  The Dream Keeper


  Bring me all of your dreams,

  You dreamers,

  Bring me all of your

  Heart melodies

  That I may wrap them

  In a blue cloud-cloth

  Away from the too-rough fingers

  Of the world (Hughes, 1932/1994, p. 2).


  Hughes and Bontemps went on to write several more children’s stories, e.g. Golden Slippers, an anthology of poetry. Into the 1940s Hughes and Bontemps continued to write, adding nonfiction books for children documenting achievements to the genre.


  During the Harlem Renaissance the degrading images of African Americans were as rampant as they had been during post-reconstruction. But with additional resources, and the concentration of artists in Harlem, the community was able to offer counter narratives in print. Organisations such as NAACP, the Urban League, and children’s clubs such as the Jack and Jill all worked to protect and educate children. They also offered counter narratives to the demeaning images of African Americans in dominant literature. Literature such as The Brownies’ Book and the work of Hughes and Bontemps may have been used as counter narratives to dominant literary images of African Americans from sources postcards and ceramics of children being eaten by alligators and St. Nicholas Magazine. Children’s stories were used to resist the socio-political forces that oppressed African Americans.


  Conclusion


  Samuel Pickering (1982) states that,


  Because many of society’s concerns are reflected in children’s literature more rapidly than in other literary studies [...] critics of children’s literature are uniquely able to reach out from their studies and embrace other critical and social concerns (p. 15).


  That being the case, I have contextualised the representation of African Americans in their own and in White children’s literature from 1877-1940. Doing so allows for an interpretation of the literature connecting it to the propagation of the ideology of White superiority.


  In an effort to reunite Northern and Southern whites after the Civil War and to promote the ideology of White supremacy, many White writers degraded African Americans as child-like brutes that neither desired nor deserved enfranchisement. Many literary forms were used to extend this message; among them were children’s literature and minstrel shows. Partially in response to such images the African Americans produced stories for children that defined the community, offered positive images of African Americans, and served as education and entertainment. These stories were both oral and written, with both being of equal importance.


  The use of literature as a tool for African Americans to resist White supremacy continued into the Harlem Renaissance. The Brownie’s Books and the works of Langston Hughes and Arna Bontemps all served as counters to the degrading images of African Americans in the dominant narratives. During this time African Americans formed political and social organisations such as the NAACP and the Jack and Jill clubs. Both organisations addressed, to some degree, children’s need for socio-political advocacy, positive images of themselves, and social and literary outlets. Partially through the use of story, the African American community was able to survive and resist the ideology and the political and social implications of racism.


  Notes


  1 Although the nomenclature changes throughout history, I will use the term African American unless a different one is used by a reference. I will also capitalise all racial designators. Alternative terms for African American used throughout history include Negro, Coloured, Afro-American, and Black.


  2 I define the African American community as those peoples of African descent who share a history of oppression in the United States stemming from slavery. As such, I do not include a discussion of literature about Black children from countries other than the United States.


  3 I use the terms ‘white supremacy’ and ‘racism’ interchangeably.


  4 Supposedly mimicking the physical appearance of Blacks, White minstrel performers would cover their faces with burnt cork, encircle their eyes and enlarge their mouths with white makeup, and they would then adorn themselves in tattered clothing and white gloves.


  5 While Black women and children, most notably Emmett Till, were lynched, Black men were the predominate targets.


  6 The first stanza for ‘Dixie (I Wish I was in Dixie Land)’ by Daniel Decateur Emmett goes as follows:


  I wish I was in land ob cotton,

  Old times dar am not forgotten,

  Look away! Look away! Look away! Dixie Land.

  In Dixie Land whar’ I was born in,

  Early on one frosty mornin’,

  Look away! Look away! Look away! Dixie Land.


  7 The first stanza of Go Down Moses is:


  Go down, Moses,

  ’Way down in Egypt land,

  Tell ole Pharaoh,

  To let my people go (Walker 57).


  8 There have been additional attempts at publishing books and magazines specifically for black children. In 1895 Paul Laurence Dunbar, the most famous black poet of his time, published Little Brown Baby, a volume of children’s verse. Several other books followed, including Silas X. Floyd’s Floyd’s Flowers, or Duty and Beauty for Colored Children (1905) and the anthology The Upward Path (1920). But the success of the 1928 white-authored Little Black Sambo showed just how pervasive stereotypical racist images of blacks remained in mainstream children’s literature and how much work was left for the black authors who hoped to counter those portrayals.


  http://www.africana.com/Utilities/Content.html?&../cgi-bin/banner.pl?banner =Lifestyle&../articles/tt_625.htm.


  9 Contrary to their declaration, the Black church is the oldest family oriented organisation in the U.S.
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  Kiwi, Kapai, and Kuia: Māori Loanwords in New Zealand English Children’s Picture Books Published between 1995 and 2005
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  Abstract


  Māori loanwords are a distinctive characteristic of New Zealand English (Deverson, 1991). A previous study of the frequency of Māori loanwords in New Zealand English children’s picture books showed an incidence of 56 words per thousand in a corpus of 13 books published by a single publishing house between 1995 and 2005 (Daly, 2007). The current study determined the frequency, semantic categories, and textual representations of loanwords in a corpus of nearly 500 children’s picture books published in New Zealand between 1995 and 2005. Results showed an incidence of 13 Māori loanwords per thousand words of text. Reasons for this difference in frequency and the potential effects of a relatively high incidence of Māori loanwords in children’s picture books are discussed in terms of the language use of the readers, the changing character of New Zealand English, and New Zealand national identity.


  Introduction


  This study is a development from a study by Daly (2007) which examined the frequency of Māori loanwords1 in a set of thirteen books published by a New Zealand-based publisher between 1995 and 2005. Results showed a much higher frequency of loanwords than in other contexts (56 per thousand). This was explained by Daly (2007) in terms of the ethnicity of the authors, who all identified their ethnicity as Māori, and the fact that the books were all published by a publisher with a commitment to telling stories from the Māori world. The question remained as to whether the high frequency of the loanwords in the set of thirteen books examined by Daly (2007) would be found in all picture books published in New Zealand in this time period. Is there something special about children’s picture books which invites a higher incidence of Māori loanwords?


  Loanwords from the Māori language are a distinctive characteristic of New Zealand English (Deverson, 1991).2 Recent studies show rates of Māori loanwords ranging from 6 per thousand in New Zealand School Journals3 to 8.8 per thousand in a combined corpus of New Zealand School Journals3, newspapers, and Hansard records (Macalister, 2006a). In a study of Hansard records from debates concerning Māori issues only, Macalister showed a rate of 25 loanwords per thousand (Macalister, 2004). In several successive studies of Māori loanword knowledge amongst the New Zealand population, Macalister has shown that the estimated size of an average New Zealander’s Māori loanword vocabulary (other than proper nouns) is between 70 and 80 words (Macalister, 2006b; 2008). Davies & Maclagan (2006) examined the use of 13 loanwords across an eight-year period in four New Zealand newspapers. Their results showed that most loanwords were found in articles concerning Māori issues, but that hui ‘gathering’ and hikoi ‘walk/march’ were found in non-Māori contexts.


  As already mentioned a study of 13 books produced by a New Zealand publisher with a commitment to telling Māori stories showed a frequency of 56 per thousand Māori loanwords (Daly, 2007). Very few other studies can be found which examine the use of loanwords in children’s literature. One of these is a study by Barrera and Quiroa (2003) who examined the use of Spanish in Latino children’s literature published in the USA between 1995 and 2000 and noted that historically, Spanish language has been added to English-language texts for cultural flavour at best, at worst for stereotyping. They concluded that the use of carefully selected and well integrated terms enhance the literary realism and cultural authenticity of books, but that the selection of such terms can only be done by someone with cultural and linguistic knowledge otherwise the book risks tokenism or superficiality. This study did not however quantify the use of Spanish loanwords nor examine their semantic categories or textual representation. Nor did this study consider how the use of loanwords may affect the language use of those either reading or listening to the books.


  A range of studies show that children’s books affect acquisition of new vocabulary items (see Cunningham, 2005 for a review). Two recent studies in which parent readers of children’s picture books were interviewed after reading a set of New Zealand English picture books to their children for a month has shown that children’s books can also affect the adult reader’s reported acquisition of new vocabulary (Daly, 2009; 2010). Thus it is likely that the frequency of Māori loanwords in Children’s picture books will affect the changing face of New Zealand English, both for the child listener and the adult reader.


  The research questions for this study are as follows:


  (1) What is the frequency of Māori loanword tokens4used in New Zealand English children’s picture books published between 1995 and 2005?


  (2) What semantic categories do the Māori loanwords used in New Zealand English picture books between 1995 and 2005 fall into?


  (3) What are the most frequently used Māori loanword types5in New Zealand English children’s picture books published between 1995 and 2005?


  (4) How are Māori loanwords in New Zealand English children’s picture books published between 1995 and 2005 represented textually?


  Methodology


  The first priority for the project was to locate the appropriate children’s picture books. This task was facilitated by using New Zealand Books in Print (NZBP), an annually published reference guide for booksellers and librarians, which not only lists book titles and publication information of all books printed during a particular year in New Zealand, but also notes details of their subject categories. From the NZBP, the following search criteria were established:


  
    	‘Illus/Col’


    	‘Children’s Fiction’ or ‘Child and Youth Fiction’


    	Page Numbers were noted (generally < 32 was a good indication of a picture book)


    	Year of Publication had to be 1995-2005 inclusive

  


  Children’s colour-illustrated fiction additionally labelled as ‘foundation’, ‘concepts’, ‘literacy links’, ‘readers’ and ‘read along rhythm’ books were deemed unsuitable for the project as the purpose or function of these texts is primarily educational, whereas story picture books are typically read to children by adults, and may be both educational and entertaining. The researchers decided that this difference in language function would have directly influenced the author’s choice of vocabulary.


  Although publication details in some of the books indicated that they had been published elsewhere (e.g. Australia), their inclusion in NZBP was taken to indicate their publication in New Zealand also. Books which were bilingual or trilingual, having full translations provided were also excluded from the study.


  In order to check suitability further, a search of the University of Waikato’s library catalogue was made. All books catalogued as ‘PB’ (picture books) were selected and cross referenced with the list from New Zealand Books in Print. This also usefully reduced the time required to physically locate the books. Where a book was published in hardback and later in paperback, or as a paperback with subsequent reprints, the original publication date determined the applicability of the book for the study. A second or later edition was however included in the corpus if it was published between 1995 and 2005 because content may have been changed at that time.


  Individual book analyses of text and illustrations excluded the book covers (inside and out), the publication details, and the title pages. Also excluded were text strings which are instances of code switching rather than code mixing and borrowing, although this distinction was occasionally difficult to determine. For example, in the Fantail and the Weka by Jon Gadsby (1996, p. 30), the phrases Kia ora, e hoa, thanks, mate and ka tika, s’all right, although small and intra-sentential, were deemed to be code-switching.


  Cliticised lexical items were counted as one unit (it’s, don’t) as were those joined by a hyphen slubberdy-dubberdy. Acronyms such as KZ7 were counted as single words and also lexical items capitalised by the author to signal contrast and emphasis e.g. AMAZING, UNBEATABLE (Walsh, 2000), whereas the elements of single lexical items deliberately extended by the author were counted separately: A. M. A. Z. I. N. G. and U. S. of A. from Captain Redsocks and the Magic Black Boat (Gadsby, 1995) were counted as being seven and four lexical items respectively. Justification for this decision was made on two counts, the first being that children’s picture books are written to be read aloud and listened to (Daly, 2008), and ‘spelling out’ the words in this fashion preserves the rhythm and metre of the text, while secondly, the method of presentation in the text (e.g. full stops and spaces) indicates the author’s intention for the reader to treat the elements as separate items.


  In order to be consistent with previous studies of this type (Macalister, 2006; Daly, 2007), Māori lexical items were counted in terms of units rather than individual words. Te Aroha, moko ma, tangata whenua were all judged to be single instances of borrowing.


  Following Macalister (2006), capitalised nouns were assigned to the semantic category of Proper Nouns, while generic items such as ika ‘fish’ were classified as belonging to the material and social culture domain (Tikanga Māori) and more specific terms like mango (a type of shark) were classified as Flora and Fauna.


  Results


  Results will be presented in four areas, addressing each of the four research questions outlined above: (1) the frequency of Māori loanwords tokens across the time period examined, (2) the semantic categories of the Māori loanwords used, (3) the types of Māori loanwords found across the time period examined, and (4) the textual representation of the Māori loanwords. Before these four areas are addressed a brief overall picture of the use of loanwords across the time period being examined will be given.


  Overall picture


  In the corpus of 469 books examined in this study (97% of all books published in the period 1995-2005), the years with the highest number of children’s books published fell at the beginning and end of the period: 1995 and 2005 (60 books each year). The lowest number of annually published books was 26 books in 1997, and 27 books in the year 2000. In some years there were up to 40 books published which used no loanwords at all. Of those picture books which did use loanwords (n=154 or 33%), most were published in 2004 (22 books). Such high proportions of books without any loanwords lead us to expect that the frequency of loanwords in this corpus would be substantially less than the frequency observed by Daly (2007). See Figure 1 below for a graph of the publishing trends across the period in this study.
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  Figure 1. Number of New Zealand Children’s picture books published between 1995 and 2005


  Frequency


  The main question we wanted to answer in the present study was how frequently Māori loanword tokens were used in the picture books published in English in New Zealand between 1995 and 2005. Figure 2 below shows the frequency of Māori loanword tokens for each of these years. Across this short period the frequency varied from a low of 5 per thousand in 1997, to a high of 25 per thousand in 1999. The overall frequency was 13 per thousand. If we examine only the books which used loanwords (n=154), the mean frequency was 37 per thousand, with a minimum of 16 per thousand in the year 2000, and a maximum of 52 per thousand in 1996, a rate more commensurate with the earlier study of children’s picture books (Daly, 2007). Thus it appears that there may be two kinds of children’s picture books available: those which use loanwords, and use them quite frequently, and those which use none at all. While the difference between these two sets of books would be worth examining in more detail, this is left for a future study. The focus of the present study was the overall frequency which children and adults reading this genre of New Zealand English children’s picture books are being exposed to.
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  Figure 2: Frequency of Maori loanwords in New Zealand children’s books published between 1995 and 2005


  The frequency of Māori loanword tokens in New Zealand picture books across the period between 1995 and 2005 varied; however, the overall rate of 13 per thousand is considerably higher than the previous finding by Macalister (1999) of 6 per thousand in New Zealand School Journals published in the 1990s, and substantially lower than 56 per thousand found in the 13 books examined by Daly (2007). The reason for the difference from the 1990s School Journals (Macalister, 1999) could perhaps be explained in terms of the fact that the present corpus includes a later period in which perhaps more loanwords were used, thus raising the overall frequency. However, if we examine the frequency for the period 1995-1999 in Table 1 below, we see that the frequency for this period was in fact already 12 per thousand. Thus, for reasons not yet clear, in the present corpus of New Zealand English children’s picture books, substantially more loanwords are used than in the New Zealand School Journal, another publication specifically for New Zealand children. Perhaps this difference is related to the genre of picture books as compared to the magazine format of the New Zealand School Journal (School Journal, 2009), or the age for which the two kinds of publications are intended (see Footnote 3). This difference in the frequency of Māori loanwords in the two kinds of publications will be further discussed below.


  The reason for the much lower frequency of loanwords in the current corpus compared with the corpus of 13 New Zealand English picture books examined in an earlier study (Daly, 2007) is much clearer. The latter corpus is from one New Zealand publishing house with a stated aim to tell stories from Māori and Pacific perspectives (Huia Home Page, 2006), and as discussed by Daly (2007) all of the authors in this corpus identified their ethnicity as Māori, whereas the current corpus included all books published in New Zealand across the same time period, many of which, as mentioned in 3.1 above, used no loanwords at all.


  It could be argued that children are rarely exposed to picture books for 11 years of their life,6 and so the overall 11 year frequency of 0.013 may be meaningless in terms of a child’s exposure to the language in these books. However, if we estimate that children are exposed to the language of picture books across a 5 year period (from age 2 years to 7 years), it may be more relevant to consider the frequency of loanwords in 5 year periods across the 1995 to 2005 period covered in this study. These figures are presented below in Table 1, and show that for a child listening to/reading children’s picture books published in New Zealand in the period between 1995 and 2005, they would have been exposed to between 11 loanwords per thousand to 17 loanwords per thousand. Of course, New Zealand children are also exposed to many picture books not published in New Zealand, and to books published prior to the time when they are actually read.
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  Semantic categories


  The second question being addressed in this study relates to the semantic categories from which the Māori loanwords come. The three semantic categories (Flora and Fauna, Proper Nouns and Tikanga Māori) used by Macalister (1999, 2006) in his series of studies of loanwords in New Zealand English were also used for the present study. Table 2 below shows the proportion of loanword tokens found in these categories. As has been found in previous studies (e.g., Macalister, 1999; 2006), the category of Proper Nouns predominated. In every year except the year 2000, the proportion of loanword tokens in the Tikanga Māori (material and social culture) category is substantially more than the proportion of tokens in the Flora and Fauna category. The proportions range from 17% in 2000 to 42% in 2005, as compared with the 10% found in the 1990s New Zealand School Journals (Macalister, 1999). This trend ties in with Macalister’s (1999) finding when he compared his School Journal corpus from the 1960s with that from the 1990s. Macalister found that in the 1960s School Journal, the Flora and Fauna category was larger than the Tikanga Māori (material and social culture) category, but in the 1990s School Journals this was reversed. Macalister (1999) suggested that future growth in Flora and Fauna and Proper Noun categories is less likely due to the fact that they are relatively closed classes, and concluded that the Tikanga Māori category is perhaps ‘the most sensitive barometer of change’ (p. 48). That is, as numbers of Māori loanword tokens increase in New Zealand English, they are most likely to increase more in the Tikanga Māori category. This prediction is evidenced in this corpus of New Zealand children’s picture books.


  A fourth category of hybrid words was not included in previous studies, but was included in the present study. It was expected that in children’s books there would be more evidence of authors playing with language by combining parts of words from English and Māori, for example, pungapeople (a combination of Māori punga ‘tree fern’, and English people: Crump, 1999). However, the most common proportion of such words was zero, while the highest was 10% in 1995 and 12% in 2005. Thus, the number proved insufficient to draw any meaningful conclusions about this type of borrowing.
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  Lexical Types


  The third question to be addressed from the present corpus concerned the types of words being borrowed. A total of 366 lexical types were found in the 469 children’s picture books: Proper Nouns n=187; Tikanga Māori (material and social culture) n=127; and Flora and Fauna n=56. Many of the types had only one token. However, most of loanword types were in the Proper Noun category as was found by Macalister (2006a) for newspapers, School Journals and Hansard Records published between 1850 and 2000, and in the School Journals of the 1960s and 1990s (Macalister, 1999). The next most numerous set of loanword types was Tikanga Māori. So, not only were Tikanga Māori loanword tokens more frequent in the present corpus (see Section 3.3), there was also a greater number of different loanword types in the Tikanga Māori category than in the Flora and Fauna category. Table 2 below shows the top 10 most frequent lexical types for the 11 year period in this study. It is noted that hui (‘meeting’) and hikoi (‘march’), as examined by Davies and Maclagan (2006) in non Māori contexts in four newspapers do not feature in this top ten list. This is probably because both of these lexical items have political relevance in the New Zealand context and are thus more likely to occur in newspapers than in children’s picture books.


  [image: Table 3: Ten most frequent lexical types in three lexical categories across the eleven year period 1995-2005]


  Note: Numbers in brackets are the number of types for each token and an asterisk (*) denotes that this loanword is in the top ten, but all of the tokens are from one year


  It is interesting to compare these figures with the estimate by Macalister (2007; 2008) that New Zealanders have a vocabulary of between 70 and 80 Māori loanwords (other than proper nouns). If we take the number of types found in this corpus other than proper nouns, readers of this literature, both adult and children were exposed to up to 179 vocabulary items. Given that we know that even one exposure can result in receptive vocabulary acquisition for children (Cunningham, 2002), and that exposure through reading of children’s books to children can also affect parental acquisition of loanwords (Daly, 2009: 2010), it would seem highly possible that the vocabulary of the readers and listeners is being expanded while reading and listening to these books.


  Textual representations


  As reported in an earlier study (Daly, 2007), the way in which loanwords are presented textually give an indication of the extent to which the loanwords are accepted into the substrate language, in this case New Zealand English. Italics can be used to indicate words of foreign origin (Macalister, 2000). Glossing, or the giving of the meaning of a word believed to be unfamiliar to readers, can be used in various ways: in the text, on the page (footnote, or endnote) or in a glossary. Macrons (a bar above a vowel sound) are used to indicate long vowels which are phonemically salient (i.e., can change the meaning of a word) in te reo Māori. As macrons are not used in standard English, their use on loanwords signals to the reader that the words are borrowed.


  Like the loanwords in the New Zealand School Journals of the 1990s examined by Macalister (1999), and the loanwords in the corpus of 13 NZE children’s picture books examined by Daly (2007), none of the loanwords in the corpus of New Zealand English children’s picture books was italicised. In the set of 13 picture books examined by Daly (2007) eleven books used macrons on loanwords with long vowels; however, only 24 of the 469 books in this study (or 5%) used macrons on their long vowels.


  Overall, some type of glossing occurred in 86 of the 469 books (or 56% of the books with loanwords), embedding the meaning within the text being the most common method employed (63 books or 41% of books with loanwords). Twenty of the books provided glossaries at the front or the back of the book (13% of books with loanwords), sometimes embedding the meanings in the text as well, while in only three cases were the glosses given as footnotes or endnotes.


  As with the typographical presentation of a text, it is likely that the frequency of glossing in the children’s picture books indicates the author’s expectations of audience familiarity with Māori loanwords, and also suggests the degree of assimilation particular loanwords might have acquired in NZE. For example, in Tommy Kapai’s Cuzzies Meet the Motuhoa Shark (2004), a glossary is provided at the back of the book for a number of the loanwords such as utu ‘fee’, ika ‘fish’, and kaitiaki ‘guardian’, but taihoa ‘wait’ was not one of these. Likewise, in The Sandman by Esther Tamehana (1997), glosses are not provided for iwi ‘people’, marae ‘meeting house’, waka ‘vessel’ or maunga ‘mountain’ which all belong to the Tikanga Māori (material and social culture) semantic category, but glosses are embedded in the text for the proper nouns Tangaroa ,’God of the sea’, Papatūānuku, ‘the earth’, and for Ranginui, ‘the sky’. This is relevant to the on-going debate concerning the estimated size of an average New Zealand English (NZE) speaker’s Māori word vocabulary and the semantic domains these types belong to. It also suggests an area for further research in the Children’s Picture Book corpus from this project.


  Discussion and Conclusion


  In sum, the finding of this study of 97% of the New Zealand English picture books published between 1995 and 2005 has shown a higher frequency of loanword tokens than in studies of the New Zealand School Journal. It has shown that the loanwords used are mostly proper nouns, but that a substantial proportion also belongs to the Tikanga Māori (material and social culture) semantic category, a category identified by Macalister (1999) as being an area of growth for future Māori loanwords in NZE. The Māori loanword tokens in the present corpus are represented in the text without italics, mostly without the use of macrons, and mostly using embedded glossing, which indicates that these words are accepted in New Zealand English at one level, but that there is an acknowledgement that some words are unknown to some readers.


  These findings lead us to ask two questions: (1) Why is there a higher frequency of Māori loanwords in this text corpus? ; and (2) What does this mean for the readers of and listeners to these books?


  With regard to the first of these questions, it is possible that in children’s literature, writers are less cautious about using words which may be unfamiliar, given that children are learning language through picture books anyway (De Temple and Snow, 2003; Cunningham, 2005). Perhaps the repetitious nature of the text in children’s picture books lends itself to this. Certainly three of the four authors of children’s picture books interviewed in an earlier study (Daly, 2008), discussed using Māori loanwords specifically in order to introduce new words to children. One author in particular mentioned her desire to use different and exciting new words in her writing for children as she believed they would pick up any new words easily. The authors also discussed making decisions to use Māori loanwords in order to disambiguate, to keep the rhythm of the text, and to reflect a Māori child’s reality among other reasons. But all the reasons suggested that the writers interviewed were using the Māori loanwords as another source of linguistic possibilities to add to the quality and richness of the story being created. In all cases the ‘narrative contract’ (Dollerup, 2003) or the desire to ensure that children wanted to come back for more [reading] could be seen to be at the heart of their decision making.


  With regard to the question of what this higher frequency of loanwords actually means for readers and listeners, Daly (2007) suggests that the higher frequency of loanwords in children’s books has an effect at two levels. For those children and parent readers who use a higher proportion of loanwords in their own spoken New Zealand English, the use of loanwords in these books acts to validate their identity. These readers are ‘hearing’ their own voices in the stories. Galda & Callinan (2003) in their discussion of multicultural literature for children write ‘[i]f children never see themselves in books, that omission subtly tells these young people that they are not important enough to appear in books, that books are not for them’ (2002, p. 277). Thus the use of loanwords in children’s picture books could act as a subtly powerful validation of the voice of such readers and listeners. Indeed one adult participant in a related study in which she read a set of 13 books to her son over a month commented that she felt she was being immersed in her own culture (Daly, 2010).


  For both children and parent readers who do not use many loanwords, reading these books may increase the use of borrowings in their spoken NZE. Daly (2009; 2010) has shown that reading books with a high frequency of loanwords did affect the reported spoken language of parent readers, and Cunningham (2005) has reviewed many studies of adults reading books to children which shows that after as few as one reading, children can pick up new vocabulary from books being read to them.


  In terms of textual representation, the predominant use of embedded glossing, non-use of italics, and the very low use of macrons in particular, show that these words are firmly accepted as part of NZE. The tendency for macrons not to be used to indicate phonemically salient distinctions between long and short vowels could be viewed from two different perspectives. The first is that the non-use of macrons may indicate completion of the borrowing process whereby readers accept the borrowed words as being part of NZE, pronouncing them according to the sound system of New Zealand English. The second perspective is that this non-use indicates a lack of awareness/respect for te reo Māori (the Māori language), evidence of the attitude discussed by Harlow (2005) that it is what happens in English that really matters.


  In his overview of the current status of te reo Māori in Aotearoa/New Zealand, Benton (2007) discusses the special place of this language in the New Zealand national identity, which ties in with the much earlier observation by Deverson (1991) that the use of loanwords in New Zealand English is one of its most distinctive characteristics. Because of the special quality and the strength of this link between Māori loanwords and New Zealand English, and also the New Zealand national identity, we believe that the use of Māori loanwords in New Zealand English picture books has the potential to contribute to the growth of the New Zealand identity for two reasons: Firstly because this corpus uses a higher frequency of Māori loanwords than other contexts, and secondly because the literature we reviewed earlier shows that the language used in children’s literature can affect the vocabulary and cultural knowledge of both children and adults. Children and adults who read widely from the set of books published across the period in this study are exposed to loanwords and thus may understand and use more of these words in their own spoken and written New Zealand English. This relationship between children’s literature and the New Zealand national identity is explored in another study by one of the authors (Daly, 2010) in which six parents, who had read New Zealand English picture books with a high frequency of Māori loanwords to their children over a one month period, reported that such books were important to the national identity of their children. It is also extensively examined in other contexts, including the Canadian context (Bainbridge, 2002; Bainbridge & Wolodko, 2002; Desai, 2006; Williams, 2001, 2003). In her study of the ways in which Canadian children’s literature can be used to influence Canadian children’s sense of national identity, Bainbridge (2002) notes that ‘[l]iterature is a powerful vehicle for the transmission of national culture and national identity’ (p. 66). Our findings suggest that New Zealand English picture books published between 1995 and 2005 use a comparatively high frequency of Māori loanwords. We believe that this literature has the potential to affect both the New Zealand English used by both children listeners and parent readers, and in turn to ‘grow’ their New Zealand national identity.


  Acknowledgements: The authors would like to acknowledge the University of Waikato Summer Scholarship programme which supported the data collection for this paper. We would also like to acknowledge the staff of the University of Waikato Library Interloan Department who gave a huge amount of support in the location of many of the books which form the corpus in this study.


  Notes


  1 When a linguistic form from one language is used in another language, such words are known as borrowings or loanwords (Crystal, 2003, p. 56).


  2 The Māori language is a member of the Eastern Polynesian language group and is native to New Zealand. It has official status in New Zealand along with New Zealand Sign language.


  3 The New Zealand School Journal is ‘a magazine for New Zealand schoolchildren’ aged from 6 years to 13 years of age, published between two and five times a year. It is distributed throughout New Zealand and the South Pacific (School Journal, 2009).


  4 Tokens is a term used to denote the total number of words, including repetitions of some items (Crystal, 2003).


  5 Types is the term used to denote the number of different words (Crystal, 2003).


  6 Children could, however, be exposed to children’s books for up to 11 years in the case of older siblings who may overhear picture books being read to their younger siblings.
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  Reviews


  Roald Dahl: New Casebooks


  ed. Ann Alston and Catherine Butler


  Basingstoke: Palgrave Macmillan, 2012. 224pp. ISBN: 9780230283619


  A swift glance at the ‘Further Reading’ section at the back of Ann Alston and Catherine Butler’s Roald Dahl collection, edited for Palgrave Macmillan’s New Casebook series, might suggest that the state of Dahl criticism is fairly healthy. Yet, as the editors assert, the output of critical material addressing Dahl’s work is low in relation to his status as a prolific, popular and simultaneously controversial writer. Many of the sources listed here, therefore, do not discuss Dahl’s work primarily or even directly and they fall into a surprisingly narrow range of categories of which biography, suitability and gender are most prominent. Furthermore, in her introduction to the collection Catherine Butler observes that, in existing critical studies on Dahl, ‘discussions tend to collapse into binary questions about whether he is a good writer or a bad one, honest or dishonest, authoritarian or subversive, moral or immoral’. The essays in this volume, by contrast, move beyond these binary judgements to examine how, and, in some cases, why, Dahl crosses and blurs the boundaries between conservatism and subversion, tradition and innovation, adult and child, fact and fiction, author and reader. The book is loosely divided into three sections, although a number of key themes recur throughout the collection, linking the essays together to form a wider dialogue about Dahl’s work and its impact.


  The first three chapters explore Dahl’s implementation of narrative techniques and traditions, emphasising the subversive nature of Dahl as a writer; the ludic qualities of his work; his complex technical abilities and his innovation and experimentation. In particular, Dahl shows an impressive ability to play with, interrogate and subvert the traditions within which he is working and the techniques upon which he is drawing. Deborah Cadogan Thacker explores how Dahl destabilises narrative form by ‘playing with the scaffolding’ of folk and fairy tales, changing the dynamic between adult author and child reader and blurring the line between fact and fiction in the process. David Rudd identifies the linguistic innovations of Dahl’s work – lexical, phonological, typographical, syntactical and semantic – and explores how Dahl interrogates language by creating his own variants of existing linguistic techniques, particularly within the nonsense tradition. With numerous textual examples, Rudd demonstrates how Dahl examines language from different perspectives, acknowledges its multiple interpretations and invests it with deeper meanings. Jackie E. Stallcup’s essay considers how Dahl negotiates the fine line between humour and disgust in his writing for children in order to interrogate boundaries while simultaneously instilling acceptable behaviour in the child reader, creating an ‘uneasy mixture’ of ‘conservative, adult-pleasing morals wrapped in subversive tales of powerless youngsters who eventually triumph’.


  The relationship between subversion and conservatism and the interaction of the adult with the child are also key considerations of the second group of essays, which focus on thematic and ideological aspects of Dahl’s work. Pat Pinsent’s essay on education argues that Dahl, driven by his own school experiences, positions his child characters as ‘helpless victims at the mercy of the school system, unappreciated by most of their teachers’. The triumph of the child protagonist over the ‘bad’ adult is a common feature of Dahl’s texts, but Heather Worthington suggests in her essay on crime and violence that such episodes signify the ‘containment of temporary subversion within conservatism’. For her, the conservative conclusions of Dahl’s texts, along with their fantasy status, makes much of the crime and violence acceptable and safe, although she does identify a problematic slippage between the adult and child registers in some of Dahl’s fiction, the result of the link between his writing for children and adults. Ann Alston’s chapter on family prompts readers to interrogate further accusations of Dahl’s radicalism, particularly in relation to adult/child relationships. She contends that Dahl places great emphasis on the importance of the healthy adult/child bond, particularly within the family setting, and, while he is radical in his rejection of traditional families in favour of single parents and kindly guardians, he is conservative in his construction of the ideal parent. Beverley Pennell challenges another commonly held perception of Dahl’s writing – its misogyny – exploring his employment of feminist ideology and examining how Dahl attempts to dismantle gendered, in addition to generational, barriers.


  The final section places Dahl’s work in a wider artistic context, considering its interaction with various media. June Pulliam’s ‘Filmic Interpretations of Roald Dahl’s Novels’ explores how film adaptations expand upon and complicate Dahl’s narratives, introducing new themes and contexts which are perhaps more readily appreciated by adults than children. The films, she argues, are metatextual, building upon the texts that adults have read as children. Carole Scott examines the symbiotic author/artist relationship of Roald Dahl and Quentin Blake and postulates that Blake’s illustrations, like the filmic adaptations discussed by Pulliam, broaden the interpretation of Dahl’s narratives – not here in terms of adult-orientated contexts and themes but in relation to characterisation, character interaction, elaboration of action, expression of emotion and tone. The collection ends, fittingly, with Peter Hunt’s chapter, ‘Roald Dahl and the Commodification of Fantasy’, in which Hunt explores Dahl’s place within and influence upon children’s literature as a whole and the fantasy genre in particular. Hunt focuses upon Dahl’s commodification of fantasy through his postmodern, metafictional use of fairy-tale plots and considers the potentially detrimental effects of Dahl’s trendsetting approach to the long-term survival of the fantasy genre for children.


  For the student audience at which the New Casebooks series is aimed, this collection offers an accessible introduction to Dahl’s work and some of the issues surrounding it. The essays offer clear definitions of terminology and theoretical concepts where necessary, supported by relevant textual examples. Inevitably, some of Dahl’s more popular texts, most notably Matilda, feature more frequently than others, but the collection still provides a representative sample of Dahl’s fiction for children and adults, along with his autobiographical work. Each essay is clearly themed, with informative subheadings, ensuring that readers can easily navigate their way through the collection to seek out specific material. In its entirety, the collection offers the keen student a rich dialogue on Dahl’s work, as together the essays interact and consider a range of recurring themes and issues from a number of different perspectives. As Butler acknowledges in her introduction, there are several areas worthy of attention which are underrepresented in or omitted from this volume. Notable among these subjects is Dahl’s use of autobiography – a topic addressed in several of the chapters but not developed to its full potential. However, as Butler declares, this volume is only the starting point in an effort to address the deficiency in critical work on Dahl. Hopefully this collection will inspire its readers – the Dahl scholars of the future – to fill in some of the gaps.


  Lucy Andrew is a postgraduate at Cardiff University, working on the juvenile detective in children’s fiction in Britain between the 1860s and the 1930s.


  


  Landscape in Children’s Literature


  by Jane Suzanne Carroll


  Oxford & New York: Routledge, 2011. 241pp. ISBN: 9780415808149 (hbk); 9780203-120422 (ebk)


  Given the preoccupation with landscape displayed in so much English literature, whether for adults or for children, it is perhaps surprising that there appear to have been relatively few critical studies devoted to it. Certainly the rural backgrounds of novelists such as Thomas Hardy and the Brontës have received a good deal of critical attention, but landscape has less often been the focus of studies, like Carroll’s, of children’s fantasy literature. Her study also has the merit of being set in the context of recent theoretical work by geographers and landscape theorists. She claims that, ‘Like real environments, literary landscapes are composed of a series of identifiable topological commonplaces – topoi’ and suggests that in order to understand a literary landscape, ‘one must also understand the fictional antecedents and literary histories which inhabit the text’ (p. 4). Clearly the analysis of a broad range of texts within such a framework would be too vast an undertaking for any single critical study, and this book is concerned exclusively with physical spaces, focusing as a case study on the five volumes of Susan Cooper’s distinguished Dark is Rising sequence (1965-77). Cooper’s work certainly provides ample scope to demonstrate Carroll’s methodology, and the fact that she also foregrounds the treatment of landscape in a broad range of Old and Middle English classic texts and demonstrates its relevance to the work of three other children’s writers (Masefield, Garner and Rosoff) goes some way to supporting her concluding contention that her study ‘demonstrates both the need and the potential for further structural readings of the landscapes in children’s literature’ (p. 184).


  In order to determine how topoanalysis can be adapted to the critical study of literature, Carroll subjects Cooper’s work to scrutiny in relation to four landscape elements: the sanctuary, the green space, the roadway and the ‘lapsed’ space [that relating to ‘caves, graves and ruins’], using the term ‘topos’ to refer both to a place and to the actions occurring in that place (p. 13). Chapter One focuses on the ‘sanctuary’ topos, characterised particularly by the boundaries which separate it from the outside world and the possession of a central chamber at its heart. This category applies not only to the kind of religious space appropriate to an encounter between the human and the supernatural, but also to the home, which ‘is at once a personal localised place and a microcosmic version of the world’ (p. 19); its symbolic heart is generally the hearth. Having established the prevalence of this topos in medieval literature, especially in the importance of the hall Heorot in Beowulf, she looks at the frequent use of relationship between character and setting in children’s literature, citing among others, works by Kenneth Grahame, Lucy Boston and Penelope Lively. She also suggests that the strength of this topos is revealed by parodies such as Shirley Hughes’ Alfie Gets in First. The Cooper novel to which she gives most attention under the sanctuary heading is the second in the sequence, The Dark is Rising, which also gives Cooper’s whole sequence its name. Perhaps the most interesting part of Carroll’s analysis is her discussion of the liminal spaces in the home sanctuary. These are broached as Will, the youngest and necessarily least experienced of the Old Ones, is besieged in his home by the forces of the Dark, concretised in the hostile invasion of ‘the snow which acts as a potent signifier of the secondary world and of the Dark push[ing] in from all sides, smash[ing] a window in the kitchen’ (p. 41). This kind of exploration of Cooper’s use of metonym seems to me a particular strength of Carroll’s analysis throughout the book.


  The Green Topos, in the form of gardens, farms, and wilderness, is the theme of Chapter Two. Here again the use of medieval antecedents provides an interesting basis for the examination of Cooper’s texts. The garden has traditionally been both positive and negative in its symbolism, bringing to mind both Paradise and the Fall. The boundaries between spaces are important here too, the garden for instance enclosing an area in which only a selection of plants is permitted to grow. While the cultivation of these plants inevitably involves labour, the sub-topos of the ‘pleasance’, a kind of controlled wild place with attractive features, was much used by both classical and medieval writers, who located the start of their dream-narratives in it, as in Langland’s Piers Plowman. Carroll places much stress on the harsh realities, including death, appropriate to farm life; these she sees as having often been ignored or denied in much children’s literature. The theme of Wilderness looms large in what is probably the best-known individual Middle English poem, Sir Gawain and the Green Knight. Carroll suggests that the personification of wilderness in the figure of the Green Knight is more often echoed in modern children’s literature than in its adult counterpart. Of Cooper’s chronicles, Greenwitch is the text to which Carroll gives most attention in this chapter; she sees the way in which the image constructed by the village women takes on its own identity, representing the wild forces of nature, as a ‘metonymic figure – as a sort of substitute for the landscape as a whole’ (p. 89).


  The Roadway Topos embraces all manner of routes, from town streets – an aspect which allows Carroll to discuss carnivalesque elements in both Over Sea, Under Stone and Greenwitch – to country tracks, most notably, in The Dark is Rising itself, where Huntercombe Lane marks the beginning of Will’s quest. This topos also allows for the inclusion of the theme of wandering and exile: Carroll notes how in the figure of ‘The Walker’, Hawkin, Cooper echoes a character of the same name in Piers Plowman. Carroll concludes in a reminder that ‘by walking on [old] roads … by wearing down the surface of the landscape and revealing the hidden strata of time, place and memory, one can gain access to, and ultimately an understanding of the past’ (p. 131). Clearly Cooper’s work affords special insight into how this may be effected.


  The final one of Carroll’s topoi is what she terms ‘the lapsed’, featuring graves, caves and ruins. She suggests that a topoanalytic method can be more enlightening in its scrutiny of an author’s portrayal of the past than either archaeology or genealogy. After looking briefly at other children’s authors, notably Tolkien, she analyses the ‘chthonic’ [underground] aspects of Over Sea, Under Stone, focusing on how the exploration of the cave and finding of the grail, brings out Barney’s latent courage as well as establishing a relationship between past and present. The past is, of course, very much in evidence in the portrayal of the other aspect of this topos, the ruin, something which inevitably is ‘haunted by the presences of another age’ (p. 157). The layers of time inherent in a ruined cottage in The Grey King enable Bran to come to terms with both his identity and his potential.


  While Carroll’s analysis certainly enriches any rereading of Cooper’s sequence in ways that it is impossible to do justice to in a short review, the real test of her methodology lies in its applicability to other texts. To demonstrate its adaptability, she appends brief scrutinies of three texts separated in time: John Masefield’s The Box of Delights (1935), Alan Garner’s The Owl Service (1973) and Meg Rosoff’s How I Live Now (2004). In each instance, her reading is likely to make her reader want to reread these texts in order to test her approach; one of her most interesting assertions is that despite not writing out of a British literary tradition, Rosoff nevertheless draws upon the same topoi as other two texts. Carroll sees these topoi as so potent in children’s literature that they can be accessed without any direct intertextuality being involved.


  This is a book which is to some extent difficult finally to assess without attempting to apply the analysis to other texts in the attempt to decide how much illumination it throws upon those which have not specifically been chosen by Carroll. Nor, of course, need such an approach be limited to children’s literature – it would be rewarding to look at the novels of some of the many novelists (such as those I mention at the beginning of this review) in whose work landscape features significantly. Are there other topoi (notably the town, which receives little attention here other than in the context of the carnivalesque) which would provide equally fertile material for discussion? Read the book yourself and judge!


  Pat Pinsent is a Senior Research Fellow at the University of Roehampton.


  


  Colonial India in Children’s Literature


  by Supriya Goswami


  New York and Abingdon: Routledge, 2012. 214pp, hardcover. ISBN: 9780415886369


  The postcolonial study of children’s literature has come along in leaps and bounds in the twenty-first century and Routledge’s ‘Children’s Literature and Culture’ series has published many worthy studies of literature from and about the former colonies. Two such examples, Soon Come Home to this Island, Karen Sands O’Connor’s critical examination of children’s books about West Indians, and Vivian Yenika-Agbaw’s Representing Africa in Children’s Literature, are now joined by Supriya Goswami’s Colonial India in Children’s Literature. Goswami also takes a historicist approach to her study, placing her findings within the context of nineteenth-century colonial India.


  The book is arranged chronologically, with five chapters exploring either a single title or author (two authors in the case of chapter 5). With each section Goswami explores various features of British colonialism and applies it to the themes within the books: educational policy, religious conversion, Indian nationalism and resistance, and assimilation are topics widely covered in some or all of the titles. There is an immense amount of detailed historical data which is helpful in contextualising the historical period, however this sometimes overshadows some critical discussion of the primary texts; I would suggest that a more apt title might be Colonial India and Children’s Literature. Despite this small matter, this enlightening study uses postcolonial theory to great effect, including Homi Bhabha’s theory of ‘mimicry’ in reference to the Bengali babus, educated Bengali men seeking positions in the Indian Civil Service, who are mentioned in the chapters on Kipling’s ‘Jungle Books’ (Chapter 4) and the literature of Bengali writer and illustrator Sukumar Ray (Chapter 5).


  The first four chapters focus on Western authors while the final chapter features son and father authors, publishers and illustrator (son only) Upendrakishore (father) and Sukumar (son) Ray – the latter’s appropriation of the nonsense literature of Edward Lear and Lewis Carroll to satirise the colonisers is especially entertaining and edifying, Goswami herself labels his A Topsy-Turvy Tale ‘a uniquely vibrant articulation of colonial resistance and subversion’ (p. 161). The influence of Lewis Carroll is evident in the extracts and illustrations provided. The author’s analysis of allegory in Kipling’s and Ray Jr’s texts is interesting; it is shown how they either favour or mock the babus previously mentioned, in the form of the Bandar log in Kipling’s ‘Jungle Books’ and characters in Sukumar Ray’s A Topsy-Turvy Tale. The final chapter on Ray father and son has been usefully included in order to provide a balanced argument to the overwhelmingly colonialist agenda in children’s literature of the late nineteenth century.


  The impartial and objective tone taken is refreshing, echoing Said’s position on Kipling’s Kim, described as ‘a work of great aesthetic merit; it cannot be dismissed simply as the racist imagining of one fairly disturbed and ultra-reactionary imperialist.’ The writing is not censorious of British colonial policy in India, yet examines it with a critical eye. The proposed conversion of Indians to Christianity and the encouragement of missionaries (opposed by the East India Company) is widely studied in the first chapter on Mary Sherwood’s The History of Little Henry and His Bearer. Henry’s Bearer (a servant) is only ‘complete’ on conversion to Christianity, a method of civilising the natives; this is paralleled with Thomas Macaulay’s policies on the education of Indians following the British model, representing the notion that through religion, education and the political dominance by the British, Indians can be civilised. The alleged savagery of Indians is highlighted in chapter two represented by Tipu Sultan in Barbara Hofland’s The Captives in India (Tipu Sultan being based on a genuine Eastern tyrant) who imprisons two young British people and approves the attempted defiling of the female of the party, and in chapter four by the ignorant Bandar log (monkeys) who seek knowledge from Mowgli in The Jungle Book. The saviour of the British Raj post-Mutiny appears in chapter 3 in the form of Sara Jeanette Duncan’s The Story of Sonny Sahib. Sonny Sahib, an Anglo-Indian like Kipling and his literary creation Kim, has a love of India and Indians and exhibits strong characteristics of cultural hybridity. As an outsider to British imperialism, Canadian author Duncan presents a more objective position on native Indians and eschews the violent Indian excesses portrayed by other authors.


  In the conclusion, Goswami indicates the influence of colonial texts in the twentieth-century works of Indian filmmaker Satyajit Ray (son of Sukumar Ray) and Salman Rushdie in Haroun and the Sea of Stories, thereby giving relevance to a study of texts that are largely obsolete.


  This text is a welcome addition to the body of scholarship of postcolonial children’s literature, and would be most appropriate for any student requiring a critical account of pre-twentieth-century literature on colonial India with a historical bias.


  Phyllis Ramage worked as a children’s librarian for soix years and now teaches Children’s Literature with the Open University following graduation in an MA in Children’s Literature at Roehampton University in 2003. She is currently studying a ‘grown-up’ literature MA in English with The Open University.


  


  Contemporary Adolescent Literature and Culture: The Emergent Adult


  eds. Mary Hilton and Maria Nikolajeva


  Farnham and Burlington, VT: Ashgate, 2012. (Ashgate Studies in Childhood, 1700 to the Present). 170pp. ISBN: 9781409439882 (hbk); 9781409439899 (ebk)


  In their Introduction, the editors argue that ‘despite its history as a lively post-war literary trend, and its profound relationship to studies of adolescence, Young Adult literature has as yet generated far less critical scholarship than studies of children’s literature, and in general surveys, little if any attention is paid to its specific traits, although both genres share some major concerns’ (p. 8). The Introduction’s title, ‘Time of Turmoil’, reflects their approach, seeking to ‘link society’s turbulence, its most pressing and disturbing issues, with the adolescent’s quest for identity in coming of age’, thereby looking at ‘concerns with the environment, to political and social unrest, to issues to do with identity construction and the body, and finally framing the instability of the adolescent mind’ (p. 9).


  David Whitley’s opening chapter, ‘Adolescence and the Natural World in Young Adult Fiction’, examines Meg Rosoff’s How I Live Now and Geraldine McCaughrean’s Not the End of the World, showing how nature is still used as a way of exploring young people’s coming of age, but with an increased awareness that humans are not the centre of the world, and that nature is not so easily conceptualised as in earlier days, recognising our own entanglement within it, and our role in both its construction and depiction. The result, as Whitley convincingly suggests, is an opening up of ‘new kinds of environmental philosophy’ and a break from a ‘solipsistic concern with the inner life of protagonists’ to wider concerns (p. 31).


  Elia Michelle Lafuente’s chapter, ‘Nationhood, Struggle, and Identity’ examines Caribbean-American coming-of-age novels, showing the parallels between personal conflict and national tensions in these Caribbean countries. She concentrates on Julia Alvarez’s Before We Were Free, about the Dominican Republic, Ana Veciana-Suarez’s Flight to Freedom, about Cuba, and Edwidge Danticat’s Behind the Mountains and Breath, Eyes, Memory, about Haiti. But all feature protagonists who eventually escape these oppressive societies and emigrate to the United States. The result is a sense of hybridity, which is neatly captured in the phrase, ‘living on the hyphen’ (as Cuban-American, or whatever). From the Caribbean, Georgie Horrell’s article, ‘Transgression and Transition’, takes us to South Africa under apartheid, looking at two novels, Ruby Red (Linzi Glass) and Blue Sky Freedom (Gaby Halberslam), showing, ultimately, that the growing agency and liberation of the main white characters in these books is not matched by their black counterparts – such that the postcolonial thrust of these works, argues Horrell, is compromised (or, one might say, is quite realistic).


  Clémentine Beauvais’s article, ‘Romance, Dystopia, and the Hybrid Child’ returns us to hybridity, examining the way that children who do not fit are the product of parents of different classes or ethnicities. She examines two series, Malorie Blackman’s Noughts and Crosses [sic] and Stephenie Meyer’s Twilight, noting the luminal position of the adolescent-parent (another hyphenation), who ‘is not quite an adolescent anymore’ but whose ‘authority is not yet established as that of an adult’ (p. 66). At the end she poses the interesting question, what effect such children might have on an adolescent readership, seeing itself displaced by the next generation.


  Nicole Brugger-Dethmers writes about ‘Cross-Dressing and Performativity’, discussing an unexpected range of texts, from the Chinese legend of Mulan, through Tamora Pierce’s The Song of the Lioness quartet and David Walliams’ The Boy in the Dress to Diana Wynne Jones’ Howl’s Moving Castle, Mary Rodgers’ Freaky Friday and Jennifer Ziegler’s How Not to Be Popular, finishing with Kipling’s Kim. She thus considers cross-dressing not just in terms of gender, but also age, class and ethnicity, extending Judith Butler’s use of ‘performativity’. There’s a certain irony here, in that a more general notion of performing roles initially preceded Butler’s more restrictive usage (e.g. in the work of Erving Goffman, Peter Berger and others). But the result is an informative analysis.


  Lydia Kokkola, in ‘Monstrous Bodies: Writing the Incestuously Abused Adolescent Body’ looks at Sapphire’s powerful novel Push, using Kristeva’s notion of the abject to make sense of the main, heavily abused character, Precious. If Kristeva’s concept were applicable anywhere, it is in regard to this disturbing portrait of an adolescent girl assaulted on all sides. In the following chapter, ‘“The Beat of your Heart”: Music in Young Adult Literature and Culture’, Karen Coats looks at an area relatively neglected, but certainly ripe for exploration – though the prolific Perry Nodelman had been there in 1992, as Coats acknowledges. She explores how different styles of music tend to be gendered, but also at how music can thereby challenge stereotypical associations. She looks, too, at recent research in neuroscience to see how the brain processes music, showing how by concentrating on cognitive development we have tended to ignore affective aspects, so important to adolescence, as captured in their music. The fact that song lyrics are not covered by fair dealing clearly limits how Coats might have developed some of these ideas, but, as Frank Sinatra put it, ‘That’s life’!


  Bettina Kümmerling-Meibauer’s chapter, ‘Emotional Connection: Representation of Emotions in Young Adult Literature’, continues this attention to the neurological substrate of our behaviour, using findings to throw light on our ability to empathise. She then explores empathy in three novels where this ability becomes problematic: Kirsten Boie’s Ich ganz cool, Mark Haddon’s The Curious Incident of the Dog in the Night-Time and Robert Cormier’s Tenderness. Finally, Shirley Brice Heath and Jennifer Lynn Wolf’s chapter, ‘Brain and Behaviour: The Coherence of Teenage Responses to Young Adult Literature’, makes more explicit the way that the brain affects the developmental trajectory of adolescents. There’s some intriguing material here, but the tendency to generalise their findings too all adolescents is unfortunate (we are more used to querying this generalisation with the word ‘children’); thus we have declarations like, ‘when Young Adult books become movies, young readers object strenuously to filmmakers’ visual images’, or ‘Young readers also identify emotionally with characters’ (pp. 145-6).


  Generally, this is a welcome volume with a range of interesting essays on an area that has been relatively neglected (unlike, say, YA movies), but, regrettably, it is severely let down in its presentation. Did anyone, I wonder, do any copy-editing? For example, how did this introduced quotation escape anyone’s notice: ‘Postcolonial in this sense is, as McGillis suggests, “Postcolonialism as an activity of the mind is …”’ (pp. 48-9)? Or, to give just a smattering of the errors elsewhere: ‘Are they ready to be are part of…’ (p. 76), ‘is an anathema to her’ (p. 81), ‘Towards the end of the novel we learn that that Carl …’ (p. 108), ‘empathy does not infer that the person …’ (p. 128), ‘onomatopoetic expressions’ (p. 133), ‘she has been instrumentalised by him’ (p. 68), ‘the adolescent parents are imposed to the young adult reader’ (p. 74); ‘Previous is a “heavy” character’ (p. 109) – that is, the character previously known as Precious, of course. A shame – a ha’porth of tar letting down an otherwise impressive collection!


  David Rudd is Professor of Children’s Literature at the University of Bolton.
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  Editorial


  I love deadlines. I love the whooshing noise they make as they go by.

  Douglas Adams, The Salmon of Doubt


  When writing the Editorial for issue 10.1 of the Journal of Children’s Literature Studies in February 2013, I little realised how prophetic my words would prove. The references to e-publishing, e-books, and the bold statement that ‘ready for its tenth year of publication the Journal of Children’s Literature Studies itself is about to launch itself in both [printed and electronic] formats, so that readers will be able to receive a printed Journal, but also consult it online’ somehow seems to have presaged the unexpected closure of Pied Piper Publishing, and the demise of the Journal in that form.


  Contributors and subscribers to the Journal will have realised that in recent years publication dates have slipped, to the extent that, when Pied Piper Publishing closed at the end of June 2013, all four completed issues (9.1, March 2012 to 10.1, March 2013) were awaiting publication, and some of the material for the Journal had been with the publisher for more than a year. Pat Pinsent and I were on the point of sending 10.2 (July 2013) when we learnt of Pied Piper’s fate. However, when we announced our plight via the Children’s Literature UK list, not only did we receive many sympathetic responses from contributors and old children’s literature friends, we also received a lifeline from Farah Mendlesohn, and in conjunction with Cheryl Morgan, who runs Wizard’s Tower Press, a small electronic press. It is through their generosity and hard work (and that of Edward James and Mary Scott) that you are now reading all five issues of the Journal of Children’s Literature Studies in a portmanteau ebook edition.


  Inevitably a very few of the papers you would have read in the Journal had it continued in its original single-issue-thrice-annually-hard-copy format have been placed elsewhere, but the majority of our contributors have welcomed the opportunity to publish with Wizard’s Tower, and so swiftly after the demise of the original publisher. In our final issue we are therefore able to offer not only a full complement of reviews, but also three papers which perfectly demonstrate the rich variety of topics which the Journal has covered over the last ten years. Having examined the use of Māori loanwords in New Zealand English children’s picture books in 10.1, Nicola Daly turns her attention to looking at how picture books can be used to maintain diasporic identity. Sinead Moriarty discusses Geraldine McCaughrean’s The White Darkness, arguing that McCaughrean’s novel can be seen as a postcolonial text. Gillian James’ intriguingly titled ‘Children, Cooking, Church, Campfires and Beautiful German Lasses’ examines the ways in which the magazine Das Deutsche Mädel shows us the expectations of the Bund Deutscher Mädel (The League of German Girls) in the 1930s and the early years of the Second World War.


  Despite any frustrations associated with the Journal’s publication in the past, it’s the variety and quality of the material we’ve been offered over the years that has made our work as editors so interesting. Thank you all.


  Bridget Carrington


  


  ‘It’s Part of Me that I Want Them to Know About’: Maintaining Distant New Zealand National Identity in Canada using New Zealand Picture Books


  Nicola Daly (University of Waikato)


  Abstract


  The link between national identity and children’s picture books has been established in several countries including Canada (e.g., Bainbridge; Pantaleo) and New Zealand (e.g., author; Hebley; McNeur). However, few, if any, studies have examined the use of picture books to maintain national identity in a diaspora. The study reported in this article describes two case studies of Canadian families in which the mother is an expatriate New Zealander, and in which New Zealand picture books play or have played a significant role in maintaining a link to the New Zealand heritage of the Canadian-born children. Findings are discussed in terms of the power of children’s picture books as material culture in maintaining diasporic identity.


  Introduction


  In their edited volume of essays discussing current aspects of diaspora studies, Knott and McLoughlin refer to estimates that in 2008 there were around 214 million international migrants. The reasons for people to leave their country of origin and reside elsewhere are many and varied (Dufoix), but one challenge many such communities face is ensuring the next generation maintain links to the country of origin. Jamarani, for example, discusses the challenges faced by Iranian women living in Brisbane, Australia, in terms of ensuring their children maintained links to family in Iran. This article explores the role that children’s picture books can play in maintaining national identity in a New Zealand diaspora in Canada from the perspective of a Canadian child with a New Zealand mother and a New Zealand mother resident in Canada with Canadian-born children.


  National identity has been defined as the links we have to a particular geographical or politically defined region and the characteristics and values we share with those who also have links to that region (Fox, Jeffries). Current thinking about identify acknowledges that individuals have multiple identities including those relating to gender, ethnicity and age, and that these identities are constantly being revised as we interact with others (Jamarani). The link between national identity and children’s literature has been explored by researchers across the world (e.g., Desai; MacKintosh; Williams). There have been several studies examining the relationship between national literature and national identity in New Zealand (e.g. Hebley; Jeffries; McNeur; Moore; Stiven) and in Canada (e.g., Bainbridge; Bainbridge, Oberg & Carbonaro; Johnston, Bainbridge, Mangat & Skogen; Pantaleo).


  In New Zealand, Stiven surveyed 47 books in the New Zealand junior fiction category written between 1999 and 2003 and showed that New Zealand writers, ‘rather than delocating their stories, were including aspects of national identity, both through settings and characters, and intrinsically through characters actions, attitudes and idiom’ (p. 49). In her doctoral research examining the place of landscape in New Zealand children’s fiction, Hebley surmises that because New Zealanders never live more than 130 km from the sea, seascapes are ever-present, and because New Zealand is on a fault line, volcanic or tectonic activity is a part of the national conscious.


  A Masters thesis by McNeur analysed a random sample of 50 books from the 310 picture books published in New Zealand between 2000 and 2005, with the primary aim of gaining an understanding of how New Zealand culture was represented in New Zealand children’s literature published in that five year frame. Her analysis of text and illustration showed flora and fauna and Māori images and language were the most frequent elements found in the picture books contributing to ‘the communication of a unique culture and setting’ (p. 75). In her exploration of national identity through the visual imagery used in the New Zealand School Journal, Moore also shows that it is by reference to flora and fauna, and reference to Māori visual culture that a New Zealand setting is established.


  Several studies in Canada have looked more specifically at how Canadian literature is used in classrooms and links to national identity. Bainbridge (‘The Role of Canadian Children’s Literature…’) reported an action research study consisting of monthly meetings between a group of nine elementary and middle school teachers over a one-year period, in which the teachers discussed their use of Canadian literature in the classroom, and discussed the importance of including Canadian books in their classroom teaching. Amongst the findings reported by Bainbridge (p. 70) was that the use of these texts had an impact on the ‘the development of Canadian children’s identities and ways of thinking’.


  A few years later, a case study by Bainbridge, Oberg and Carbonaro explored the beliefs of elementary teachers’ use of and beliefs about Canadian children’s picture books in the classroom via a web-based survey of twenty elementary teachers in a small urban school district, followed by interviews with seven of the participants. Their findings showed that eighteen of the twenty teachers reported the belief in the importance of using Canadian books in their classrooms. Many of their rationale reflected a belief in the importance of children understanding what it means to be Canadian, and that using such books reflecting familiar settings, characters and idiom could help in engaging the children.


  On a larger scale (1,010 returned surveys) Pantaleo also surveyed Canadian teachers’ use of Canadian children’s literature in the classroom, with a focus on how children’s literature was used across the curriculum. Nearly all respondents reported that they believed it was important to use Canadian children’s literature in the classroom. Like the respondents in Bainbridge’s research they explained this in terms of the importance of children using literature which reflected Canadian identity in terms of setting, geography, language.


  While this is a substantial body of research examining links between national identity and children’s literature, and the importance of picture books which reflect local identity in educational settings, very few studies have examined how parents view the link between national identity and children’s picture books. One exception is a study by Daly in which a set of 13 picture books were given to six New Zealand families to be incorporated into their daily reading routine over a one-month period. The primary purpose of this study was to examine how parents reacted to Māori loanwords embedded in the English language text; however, during interviews with parents, many commented on the importance of the picture books in terms of the developing national identity of their young children (aged 3 years to 7 years). Neither are there many, if any, studies which examine the use of picture books to maintain national identity in a diaspora community.


  Thus the purpose of this study was to explore the role of picture books in the New Zealand diaspora in Canada for developing and/or maintaining links to New Zealand.


  Methodology


  After ethical approval was obtained through the author’s institution, two adults known to the author were approached and invited to participate in the research. They were informed of the purpose of the research, the data collection process, and the ways in which the data would be analysed and used.


  Participants


  Steve (a pseudonym) is a young Canadian male who has dual Canadian and New Zealand citizenship due to his mother being a pakeha New Zealander (a New Zealander of European descent). At the time of the study he resided in New Zealand where he was completing postgraduate studies. During his childhood, he had travelled to New Zealand for a few weeks when he was 7 years of age, and then returned to work as a teacher when he was 24 years old. Five years later he returned to commence postgraduate research.


  Pygmy Owl (a pseudonym) is a New Zealand mother in her 40s who has lived in Canada for the last 20 years, and who has two Canadian-born children, and a British husband. Pygmy Owl and her family travel back to New Zealand frequently.


  Steve was interviewed using a semi-structured interview format (see appendix for questions). The face-to-face interview lasted 34 minutes and after transcription it was sent to him to allow for amendments and further comments before analysis. Pygmy Owl was interviewed (20 mins) using a very similar set of questions (see appendix) in an audio-recorded interview conducted by Skype, and the transcription of this interview was also sent to Pygmy Owl for approval before analysis occurred.


  Results


  Answers to the questions in the semi-structured interviews for each participant will now be outlined before themes are discussed.


  Steve


  Steve reported that four picture books (see appendix for details) which his aunt sent him after a visit to his New Zealand extended family when he was seven, are the books which stand out in his memory. He remembers his mother reading these to him and reading them himself. He said


  I think they stood out for me mostly because they were stories that gave me … especially the pictures … gave me kind of a window into this place that I really didn’t know very well but it was where my mum was from and my grandparents lived (p. 2).


  He reported remembering the pictures, and in particular he noticed the school bus sign hanging on the bus, and the pictures of the landscape and flora and fauna. He also remembered the fact that the kiwi in one of the stories had a Māori name (Kahu) and he discussed this with his mother. He felt this (an animal having an indigenous name) just would not have happened in a Canadian storybook. Of the four books his aunt sent (one about a kiwi, one about a kea (another native bird), one about a pig and one about a red deer), it was the books about the kiwi and kea which stood out for Steve. In the kea story, he was deeply impressed by the fact that the bird in the story interacted with people. At the time he thought this was just made up, but he vividly remembers interacting with a kea in the Southern Alps in his later time in New Zealand as an adult, and feeling an immediate connection with the bird because of the story. In all four books there was some interaction between wildlife and human which as a little boy he was really interested in:


  One of the things that stood out for me about these stories was this interaction with animals … because it was something that just didn’t happen. I grew up on a farm … so I was living in proximity to wild animals and there was just not even a ghost of a chance of establishing a relationship with any of them unless, maybe possibly you could with a baby deer, if you found one that didn’t have its mother (p. 4).


  Steve discussed the importance of the illustrations in the books in terms of the insight they gave him to the New Zealand environment which was very different to the Canadian prairie he had grown up on:


  The pictures were very important because that was what allowed me to visualise this place that I’d never … you know … ’cos even though I’d been to New Zealand at age seven, I didn’t go to places like that … you know, in this picture … where he got the native bush and the swamp and stuff … I’d never seen that kind of thing…I remember feeling like … ‘Wow!’ … it looked like jungle to me and ‘My mother grew up in a place where there’s jungle!’ … You know it’s just something that really amazed me at the time (p. 6).


  The illustrations also reminded him of aspects of his New Zealand family such as the way they dressed, and the fact that they lived on a farm and went hunting. During his visit to New Zealand as a 7 year old, Steve’s uncle had shot a bird:


  It was one incident that happened and whenever I read this other book afterwards and they had a picture of the man shooting the deer I always though about that. I think that’s why they reminded me because I knew that they shot animals and so … and probably in a setting just like that … and he even looks a bit like my cousin, [name]. And so it was very much a link back to those memories and those people … not just the memory of the shooting … but just that setting as well, of the farm …(p. 10).


  He remembers his mother reading the books to him as well as reading them to himself. He guesses that his mother may have been drawn to these books because she would have something to offer when reading them, and that there was a special connection with his mother through the books:


  she could answer questions I had and that kind of thing … ’cos I always had questions as kids do. But that’s the one that sticks out in my memory is asking about the name … the name Kahu … and Rewi … you know, what … because I’d never encountered names like that and I didn’t know how to say them either. And I remember her telling me how to say them (p. 8).


  As a boy growing up in Canada, Steve remembers being very aware of his New Zealand heritage. He remembers his mother being quite explicit about this:


  I can’t quote her but she would say things to the effect of … ‘you should know something about New Zealand because it’s part of your family history and I’m from there and it’s part of you’ … basically, that was something that she said in various ways through our lives … not in a pointed sort of dramatic way but just by-the-by she would mention it when it was appropriate, I guess. And I’m pretty sure that was said in relation to these books at some point, as well. ‘It’s good that you know a little bit about New Zealand and about things that go on in New Zealand’ (p. 11).


  Pygmy Owl


  Pygmy Owl provides a parental perspective on the place of picture books in maintaining her Canadian born children’s link to New Zealand. She reported having a set of between 15 and 20 picture books (see appendix) which she read to her two children aged 6 and 9 years at the time of the study over the past several years. All of the books had been given to them by family members:


  I think one reason the kids like some of them is … every single one of these books was given to us by a relative, so you always think of the relative when you’re reading the book, … her grandmother gave her ‘Hinemoa te Toa’ … we remember who … gave all of them to us (p. 2).


  Other reasons she suggested to explain her children enjoying these books were their interest in New Zealand English words, and the pictures. She reported that she loved reading New Zealand picture books to her children because of her love for New Zealand, but also because of the access it gave her children to aspects of New Zealand culture such as the ubiquity of the beach and going to the beach, as well as New Zealand English dialect words and the fact that this would help them not to feel out of place on their frequent visits:


  [I choose to read these books]…Because I love New Zealand and I want them to know about it, and because some of them are just independently great books right. It’s important to me that they learn the language, so all those dialect words, and you know some of them like, you know they have ‘rubbish’ and ‘biscuits’ and ‘lollies’ and stuff I try to use those words with my kids anyway but sometimes, particularly [son’s name] now he’s getting older will laugh at me and say ‘hahaha, you’re s’posed to say cookies’ or whatever so for me it validates it when they hear it in a book, but also…because it’s important to me, it’s who I am, it’s part of me that I want them to know about and I want them to not feel out of place when they go to visit um, yeah, I want them to know about the New Zealand culture (p. 3).


  She later said she believed New Zealanders had a particularly strong connection to their home country, in her opinion, perhaps more so than other countries:


  I think New Zealanders really care about New Zealand more than some other nationalities. I mean [husband’s name] left home on purpose whereas I didn’t, I wouldn’t be living outside New Zealand if I didn’t have to for work right. I would love to be living back there so I’m trying my best to keep it up (p. 5).


  Pigmy Owl said it was difficult to tell which concepts her children met through picture books and which they had met during their visits to New Zealand, although two examples she could be sure they had met through picture books because they hadn’t actually seen them on visits were knowledge of the kiwi bird and weta (a New Zealand native insect). However, she provided several examples of aspects of New Zealand culture which reading the books had allowed her to discuss with her children:


  For example on Monday, we were just reading she went to the dental nurse it would never have entered my mind to just tell my kids ‘did you know that when I was a kid in school there was a dental nurse and that she was attached to the school’ but they’ve never heard of that right, only because it came up in the book did I have the opportunity to teach them about that (p. 4).


  With regard to how much the reading of these books allowed her children to be aware of her children’s New Zealand heritage, Pygmy Owl said she thought they contributed a great deal, but she was unsure whether they saw the New Zealand heritage as being theirs or their mother’s.


  Discussion


  Several themes emerge from these two case studies of the role of picture books in relation to national identity amongst the New Zealand diaspora, one from the perspective of a Canadian child with an expatriate New Zealand mother, and one from the perspective of an expatriate New Zealand mother with Canadian children. These themes include the importance attached to their New Zealand identity identified by both mothers (albeit one by report); the links the books provided to extended family living in New Zealand; and the opportunities the books provided for the New Zealand mothers to share their national identity with their children. There is also the issue of the two time periods involved. Steve’s aunt was sending picture books to him in the early 1980s and Pigmy Owl’s family were sending her children picture books in the 2010s. These areas will now be discussed in turn.


  Importance of New Zealand identity


  Both New Zealand mothers in this research appeared to attach a great deal of importance to their New Zealand national identity and feel it was important that their children know something of it. It is possible that this attachment was unique to the two mothers by chance. However, a recent survey of 3,027 New Zealanders based overseas concerning their national identity conducted by Kea New Zealand, an association of New Zealanders living around the world, showed that the respondents ‘remain confident about their country and strongly committed to its destiny even while living and working overseas’ (Kea New Zealand). Whether this is a characteristic unique to New Zealanders living abroad is unknown.


  Links to extended families


  Another topic discussed by both Steve and Pygmy Owl was the fact that books had been given to them or their children by relatives and friends in New Zealand, and this provided a link to these family members. Pygmy Owl mentioned always thinking of the person who had given them the book when they were read, and Steve clearly remembered that it was his aunt who had given him the New Zealand picture books which he had been fascinated by. He remembers being able to ‘see’ people like his extended family depicted in the illustrations of the picture books. The Kea New Zealand survey of New Zealand identity showed that 85% of the respondents cited visiting family and friends as the main reason for their last visit to New Zealand. Thus it would seem that keeping strong links to family in New Zealand is a strong part of the identity of the New Zealanders diaspora. As was discussed earlier, the need for a diaspora community to maintain links to family and relatives is a concern for many, including the Iranian community based in Australia described by Jamarani.


  Picture books used as an opportunity to share national identity


  Both mothers (one by report and one directly) felt it important that their children know about their New Zealand heritage and seemed to use picture books as a key way to share this with their children. There is much literature discussing the power of picture books in providing opportunity for sharing (e.g., Bainbridge and Pantaleo); however, it would appear there are few, if any, studies which show parents in a diaspora using picture books as a means of sharing their national identity with their children.


  Some of the themes identified by both participants with regard to what they (Steve) or their children (Pygmy Owl) learned about New Zealand identity from the picture books do align with themes from other studies of New Zealand picture books and national identity. For example, Steve mentioned the importance of the New Zealand environment and New Zealand flora and fauna, and this was also mentioned by Pygmy Owl whose children learned about kiwi, weta and beach-going. Hebley (1998) mentions the importance of the seaside in her study of the role of landscape in New Zealand children’s fiction published between 1970 and 1989, and in her study of the visual imagery used in the New Zealand School Journal, Moore (2007) also established that flora and fauna were central to the establishment of a New Zealand setting. The importance of New Zealand flora and fauna in relation to New Zealand national identity was also discussed by the six children’s literature experts selecting picture books to be included in the New Zealand Picture Book Collection (NZPBC, author).


  The importance of Māori culture in the New Zealand national identity, evident in Steve’s comment about the naming of the characters in his picture books with Māori names, has been established by many previous pieces of research examining national identity and New Zealand picture books (Daly; Moore; McNeur). And the use of New Zealand idiomatic words and phrases, identified as being very important by Pygmy Owl, has also been discussed by several studies of New Zealand picture books including Stiven who established that the New Zealand authors in the 47 junior fiction titles were locating their stories in New Zealand by the use of idiom among other things. Similarly, McNeur established that the use of language was an important aspect of the way in which the authors of the 50 books she examined, established New Zealand identity.


  Time period


  As well as providing adult and child perspectives on the use of picture books in the New Zealand diaspora, Steve and Pigmy Owl also provided a contrast in the eras about which they were reporting. Steve was being given picture books by his aunt in the early 1980s and Pigmy Owl’s family were sending her children picture books in the 2000s. This difference in time is highly significant in terms of New Zealand national identity which is to some extent reflected in New Zealand children’s literature publishing. The 1970s and the 1980s was a particularly important time in New Zealand’s recent history and the developing New Zealand national identity with regard to several issues: The Waitangi Tribunal was set up in 1975 to investigate breaches of the treaty signed by the British crown and many (but not all) New Zealand Māori tribes in 1840; there was a significant debate between different factions of New Zealand society in regard to the 1981 tour of New Zealand by the South African rugby team; the governance of New Zealand schools was devolved to a large extent to school communities; and previously close economic ties to Britain were weakened and closer economic ties within New Zealand’s geographic region were established. These changes and developments were to have an impact on the development of a more distinct and confident New Zealand national identity and this must have been reflected in the children’s literature published. Margaret Mahy surveys the publication of New Zealand children’s literature, from the 8 books in 1936 to the 907 books published in the last six months of 1998 and notes the explosion of picture books published by Māori authors including Patricia Grace and Witi Ihimaera in the 1980s and new group of prolific junior fiction writers in the same period (Mahy). The picture books described by Steve were probably some of the few available in the late 70s, and mostly reflected the flora and fauna of New Zealand. By comparison, the picture books sent to Pigmy Owl’s children reflect a much broader view of New Zealand society, including Māori communities in contemporary society (with links to mythology) such as the community in Whale Rider by Witi Ihimaera who are struggling to find a new leader for their community; the theme of fairness and social justice evident in The Christmas Caravan by Robin Beck in which the protagonist lives with his mother in a caravan; and the relationship between a young boy and his uncle full of humour and colloquial New Zealand idiom in Uncle Glenn and Me by Glenn Colqhoun.


  Conclusion


  This study presents two cases in which picture books have been used by the New Zealand diaspora in Canada to maintain links to New Zealand. The similarity in findings from two differing perspectives (that of the child who has been read to and the mother who is doing the reading), and from two different eras (Steve was being read to during the late 1980s and Pygmy Owl is reading New Zealand picture books to her children in the 2010s) does give some indication of the validity of the finding that children’s picture books have been and can be used to develop/maintain national identity in a diaspora. This underlines the power of picture books as a means of connecting, a means of learning language and cultural concepts, a means of giving us windows into worlds other than where we live, and to which we have special familial connections. Philip Crang discusses how diasporic identities may be developed and maintained ‘through the production, circulation and consumption of material things’. The two case studies presented in this article are examples of the role that picture books as material culture can and do play for the New Zealand diaspora in Canada. A survey of a larger number of families about their use of picture books in maintaining diasporic identity in communities other than New Zealanders based in Canada would be a natural extension to this study.


  Morreillon (2003) discusses the candle and mirror effect of children’s literature; the fact that by reading a book (or having one read to you), you may be given the opportunity to see into a world which you do not know, or you may see your own way of being reflected. In the reading of New Zealand picture books to children of the New Zealand diaspora in Canada, this dichotomy is somewhat blurred, for while the children may not be very familiar with New Zealand, they do have some connection to it; and while they are seeing aspects of their own identity being reflected in the stories, they are aspects they may not have experienced firsthand. In a sense in this instance, the children’s picture books in the present study are candles which enable the children to look in the mirror of their inherited national identity.
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  Appendix


  Questions for Steve


  Can you tell me about the New Zealand picture books you had read to you as a child?


  What titles can you remember?


  Which ones were most powerful for you?


  Why do you think these ones were powerful?


  Where did these books come from? [presents/libraries]


  Why do you think your parent chose to read New Zealand picture books to you when there are so many other children’s picture books around?


  When you visited New Zealand, do you remember any moments where you recognised items/language/feelings/concepts from picture books which had been read to you?


  Can you specify any of these items/language/feelings/concepts?


  How can you be sure this recognition linked to the books rather than the influence of daily exposure to a New Zealand parent?


  To what extent do you think the reading of these books to you as a child contributed to your awareness of your New Zealand heritage?


  Questions for Pygmy Owl


  Can you tell me about the New Zealand picture books you read to your children?


  What titles?


  Which ones were/are most powerful for your children?


  Why do you think these ones are powerful?


  Where did these books come from? [presents/libraries]


  Why do you choose to read New Zealand picture books to your children when there are so many other children’s picture books around?


  When your children visit New Zealand, do they recognise items/language/feelings/ concepts from picture books which had been read to them?


  Can you specify any of these items/language/feelings/concepts?


  How can you be sure this recognition linked to the books rather than the influence of daily exposure to a New Zealand parent?


  To what extent do you think the reading of these books by you to your children contributes to their awareness of their New Zealand heritage?
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  A Landscape of Resistance: Postcolonialism in Geraldine McCaughrean’s The White Darkness


  Sinead Moriarty (Roehampton University)


  Abstract


  This article will seek to demonstrate that McCaughrean focuses on the ownership of space in a way than can be seen to be essentially postcolonial. It will argue that McCaughrean questions the underlying purpose of attempting to claim ownership of such an abject landscape.


  Introduction


  Geraldine McCaughrean’s 2005 young adult novel, The White Darkness (WD), opens with a line from Milton’s Paradise Lost: ‘The mind is its own place, and in itself / Can make a Heaven of Hell, a Hell of Heaven’ (WD, 1). With this quotation McCaughrean sets our focus on the malleability of physical surroundings, the way in which we interact with, change and even imagine the land around us. But there is irony in the opening quote, because the narrative is also about the power of a landscape to transform the people who inhabit it. For the novel’s fourteen-year-old protagonist Sym, the Antarctic exists mainly as an imagined space, still haunted by the ghosts of the dead Heroic-Era explorers, primarily Sym’s fantasy love interest, Titus Oates. But once Sym and her fanatical ‘uncle’ Victor arrive in Antarctica, the physical landscape constantly asserts itself, refusing to endorse the individual fantasies of the modern-day explorers.


  This article will seek to demonstrate that McCaughrean focuses on the ownership of space in a way than can be seen to be essentially postcolonial. The understanding of the term ‘postcolonial’ in this essay is taken from the definition offered by Declan Kiberd in Inventing Ireland (1995): ‘In my judgment, postcolonial writing does not begin only when the occupier withdraws: rather it is initiated at that very moment when… a writer formulates a text committed to cultural resistance’ (Kiberd, 1995, p. 6). This definition understands post-coloniality as referring not to temporal proximity to the moment of colonialism or independence, but to the act of resistance to all that which colonialism represents. The Antarctic is a particularly interesting setting for engaging with debates of land ownership as it is one of the few spaces in the world which is un-owned, and has no indigenous population and still remains the site of contested territorial claims. Through setting the majority of the action of the novel in Antarctica McCaughrean highlights the absurd extremes of the colonial project. Antarctica is a landscape which is not conducive to human habitation. The extreme climate, the lack of arable land and the inaccessibility of the continent combine to make Antarctica largely unsuitable for colonisation, and McCaughrean’s descriptions of the landscape highlight this unsuitability. Rachel Falconer has argued that McCaughrean’s Antarctica in The White Darkness is the epitome of an abject landscape, noting:


  Kristeva writes of the abject that ‘we may call it a border where the subject reaches the edge beyond which subjectivity dissolves’ (Powers, 9). On her hellish journey, Sym discovers that such an edge exists in material reality and even has a name, the Ross Ice Shelf (Falconer, 2008, p. 124).


  This article will argue that McCaughrean questions the underlying purpose of attempting to claim ownership of such an abject landscape.


  Narrative Overview


  Sym, the socially awkward fourteen-year-old protagonist of McCaughrean’s novel, feels entirely alone. She is terrified at the early sexualisation of her peers in school and isolated from her mother by the death of her father whom is she convinced never loved her in the first place. Her hearing impairment serves to further isolate her from those around her. Sym’s mother is too busy dealing with her own grief and trying to hold things together financially to see just how isolated her daughter has become. Her ‘uncle’ Victor preys on this vulnerability, convincing Sym that he is the only person who cares about her, and using her for his own eccentric research. Sym’s only companion is her imaginary love interest, Titus Oates, the dead Edwardian explorer. For Sym, Oates is a constant companion, an obsession and an unthreatening love interest, while the Antarctic is an idealised imaginary space, into which she can escape and leave her real life behind.


  Victor, who is referred to throughout as ‘Uncle Victor’, though we later learn he is not related to Sym, is a dominant force in Sym’s life. He has always shown an interest in her, seeking to guide her, and giving her books and other materials about the Antarctic. But there is sinister intent hidden behind Victor’s interest in Sym. Victor has isolated Sym from her father (and subsequently from the memory of her father) through his lies and manipulation and has physically abused her by giving her huge quantities of antibiotics disguised as vitamins, which permanently damaged her hearing. Victor uses words typical of abuse: ‘Let’s keep it our little secret’ (WD, p. 19). Sym initially cannot, and will not, see through Victor’s manipulation: ‘Uncle Victor is very fond of me. He calls me his “right-hand girl” … I was a disappointment to Dad, apparently, but Victor could see my potential’ (WD, p. 15). However, her latent doubts manifest when Victor surprises Sym and her mother with a trip to Paris only to steal her mother’s passport, leaving Sym’s mother watching helplessly as the train departs without her. Finding her mother’s passport in Victor’s jacket Sym is unsurprised: ‘So I turned on the light, though we both already knew whose name, whose occupation, whose photograph would really be on the back page’ (WD, p. 22). Victor soon reveals that the real destination of their adventure is Antarctica. Joining a tour-group the two travel to the Antarctic, where Victor proceeds to poison their fellow travellers, steal an Antarctic motor vehicle and force Sym to join him on a futile search for Symmes’s Hole. He intends to find, and claim, the hidden worlds within the Antarctic which were postulated in the early 1800s by John Cleves Symmes, and has brought Sym, along with the Norwegian teenager Sigurd, as breeding companions to populate these new worlds.


  A great deal of the narrative is spent traversing the challenging landscape of the Antarctic. From the very moment they enter the Antarctic Circle the landscape begins to assert itself:


  An hour later the plane collided with some invisible barrier and dropped through the air. Cold engulfed the cabin. We had crossed the Antarctic Circle and it was as solid a thing as an electric fence (WD, p. 52).


  At first Sym is still engaging with the Antarctic of her imagination, envisioning the landscape as a puzzle ‘a mosaic of white puzzle pieces saying, “Solve me! Solve me!” – the makings of a self-assembly world waiting to be glued together’ (WD, p. 52), and wilfully changing the landscape in her imagination: ‘But I didn’t choose to believe in weather stations and trucks and prefabricated igloos … I preferred to believe in meteorites nicking the planet’s skin, needle sharp starlight pricking it’ (WD, p. 53). However throughout the novel McCaughrean shows that Sym’s real lived experience of the Antarctic has changed her self-image and her attitude to the landscape. Through the difficulties and dangers that she faces in the Antarctic Sym proves to herself and to others that she is strong, courageous and intelligent (all the things she has been told she was not). The way that Sym sees the landscape has also changed, she no longer imposes a fantasy on the landscape, instead her fantasies are interrupted by the real beauty of the Antarctic:


  And I couldn’t find Titus anywhere. I shut my eyes, like closing the blinds in a house, and vowed not to open them again. But the sky is radiant with buttery yellow iceblink, and beneath it heaves a sea that’s a gaudy swill of cobalt blue, inky navy, sage, emerald, and holly green cluttered with snowy bergy bits … Mountains and sculpted icebergs leap on all sides: killer whales frozen in the very act of breaching. It is fabulously lovely. It demands to be seen (WD, p. 254).


  In these descriptions of the Antarctic McCaughrean depicts a landscape which ‘demands to be seen’. Similarly by the close of the novel Sym’s experience in the landscape has led her to perceive herself and others differently, and for the first time she also demands to be heard, and seen. Throughout the novel a story of a princess bound with three iron bands is used to represent Sym’s imprisonment within herself: unable to see the truth, to move independently and to speak for herself. In the final pages of the novel Sym is finally free: ‘And the third band of iron broke, and the princess could blink her eyes and move her hands and was entirely free to speak’ (WD, p. 258).


  The Antarctic as a Postcolonial Landscape


  The Antarctic has a unique and complex political history which McCaughrean subtly references throughout The White Darkness in a way which critiques a colonialist approach to the landscape. As noted above, Kiberd has offered the definition of postcolonial literature as texts committed to cultural resistance to the colonial project. Taking this definition, the way in which McCaughrean represents Antarctica and its history in this novel can be seen to situate it as a postcolonial text. This article looks at 4 specific ways in which McCaughrean realises this critique: 1) the references to John Cleves Symmes and the pre-exploration engagement with the Antarctic; 2) subtle references to the history of attempts to exploit the mineral wealth of the Antarctic; 3) the character of Titus Oates and the heroic age of Antarctic exploration; and finally 4) representations of the body and child as colonised subjects.


  In her depiction of Antarctica McCaughrean is engaging with a current debate on the way in which Antarctica is understood and theorised. In order to examine the ways in which McCaughrean depicts Antarctica it is first necessary to outline the current political arrangements. The continent is un-owned, but is subject to the territorial claims of seven nations (Argentina, Australia, Chile, France, Germany, New Zealand, Norway and the United Kingdom). These territorial claims, along with the practical government of the continent are managed by the Antarctic Treaty System (ATS). First initiated in 1961 following years of negotiations between the twelve countries with current interests in Antarctica, the Treaty now has fifty signatories. The Madrid Protocol, which was added to the Treaty in 1991 and came into force in 1998, designates the continent as ‘a natural reserve, dedicated to peace and science’ (Brady, 2012, p. 118). However the Treaty still maintains the existing territorial claims and registers the rights of the US and Russia to make future claims. The Treaty also prevents any nation from prospecting or mining for mineral or oil resources in Antarctica, for fifty years from the time the Protocol came into force (1998).


  Sanjay Chaturvedi argues that the way in which the ATS has been structured and developed has helped to ensure that the balance of power in Antarctica has remained with the original signatories of the treaty and has privileged Western, developed economies capable of supporting the levels of scientific research demanded by the ATS:


  The manner in which the symbolic-territoriality of the imperial-colonial claims/rights in the challenging natural environment of the ‘white continent’ has been defended … invites attention to the pivotal role played by the subtle but significant geographies of domination. These have been negotiated through a science-diplomacy, conducted through certain privileged languages, and sustained through the principle of consensus dictated by the knowledge-power nexus (Chaturvedi, in Brady, 2012, p. 49).


  Klaus Dodds also argues that the history of engagement with the Antarctic should be considered within a framework of postcolonialism:


  If Antarctica is conceptualised as empty space and devoid of human population, then perhaps it is understandable that it is neglected with reference to wider discussions of state building, settler colonialism, and territorial expansion. This is fundamentally misguided and arguably a great deal more attention needs to be devoted by historians of empire and colonialism to the histories and geographies of ‘benign settlement,’ including Antarctica (Dodds, 2006, p. 61).


  Dodds specifically links the history of Antarctica with other colonial disputes such as that between England and Argentina in relation to the Falkland Islands (Dodds, 2002). Both Chaturvedi and Dodds are keen to examine the politics of Antarctica not in isolation, but alongside other colonial projects, which highlights the highly politicised nature of our engagement with Antarctica. When McCaughrean’s text is understood in relation to this complex political history and the contemporary debate about the continent the cultural resistance implicit in her work becomes significantly clearer.


  Claiming the Antarctic


  Symmes’s Hole and the hidden worlds of Antarctica


  The most obvious way in which McCaughrean critiques the possessive, colonialist attitude towards Antarctica is through the character of Victor and his obsession with the theory of Symmes’s Hole. In 1818 John Cleves Symmes began self-publishing pamphlets which argued that the earth was hollow and contained concentric spheres inside, and that these underground worlds could be accessed through the two poles in the Arctic and Antarctic. Symmes was adamant that his theory was correct and that it helped to explain natural phenomenon such as bird migration and ocean currents. Symmes lobbied the US government to fund an expedition to Antarctica to prove the existence of these holes and to claim the territory inside Antarctica (Nuttall, 2005, p. 424). Symmes’s theories were generally discredited and he was unsuccessful in gaining the funds needed for an expedition. However his ideas did influence writers including Edgar Allan Poe (whose novel The Narrative of Gordon Arthur Pym of Nantucket includes inhabited worlds inside Antarctica) who kept the ideas alive in literature (Whalen, 1999, p. 152).


  Victor has adopted Symmes’s ideas, and like Symmes himself he has become obsessed with proving the validity of the hollow earth theory and claiming ownership of the worlds within Antarctica. Victor expects to be able to go to Antarctica, find Symmes’s Hole, and the worlds within and claim them for his own. When he finally thinks that he has found the entrance to the hollow spheres he declares ‘I found it I got here it’s mine!’ (WD, p. 221). Through the references to Symmes McCaughrean is referencing an early attempt to claim ownership of the Antarctic. McCaughrean highlights the sense of entitlement inherent in Symmes’s theories. Victor has adopted this sense of entitlement along with the theories of the South Pole. He feels that he is entitled to claim any worlds that exist within the Antarctic purely because he has arrived there, and has ‘found’ them.


  However Victor has not found the entrance to another world. Instead he feeds himself into a huge ice-chimney, realising too late that he was wrong, that he has not found a new world, just an old crevasse, and then ‘Dark takes him in the blink of an eye’ (WD, p. 223). His attempts to claim ownership of the worlds within the Antarctic have failed, and he has instead killed himself in a landscape that refuses even to act as a graveyard. Just like the other Antarctic dead Victor will be ejected slowly from the landscape into the sea to be ‘food for the leopard seals and the crabs’ (WD, p. 235). McCaughrean uses Victor as an exaggerated embodiment of the entitled possessive approach to land inherent in colonialism. He is almost a caricature, completely unsympathetic and single minded. However the theories that he relies on are based on real theories and approaches to the Antarctic, and attitude that he represents is just a heightened depiction of the human interactions with the continent. McCaughrean’s depiction of Victor and his hysterical attempts to find and colonize the hidden worlds of Antarctica subtly parodies the real attempts to find and take ownership of areas of Antarctica.


  McCaughrean’s depiction of Victor and his ambitions to claim the worlds within Antarctica also highlights the way in which the possessive approach to the Antarctic often overlooks the real landscape in favour of the potential hidden wealth of the continent, particularly in relation to mineral wealth. Many of the territorial claims to the continent have focused on this potential. In 1989 Margaret Thatcher defended the allocation of additional funds to the British Antarctic Survey saying:


  I have always been interested in Antarctica. There is some marvellous wildlife there. There is quite a good deal of mineral deposits there … Scientists said it was not really sufficiently scientifically important to put more money into the Antarctic Survey. And I said that I did not know whether it was scientifically important. But I did think that it was very, very important for Britain (Thatcher in Dodds, 2002, pp. 194-95).


  Before the fifty-year moratorium on mining for oil or minerals in the Antarctic was enacted in the Madrid Protocol, the 1988 Convention on the Regulation of Antarctic Mineral Resource Activities in Wellington brought interested nations together to discuss the potential resources in the ‘white continent’. In response to this convention The United States Office of Technology Assessment produced a report entitled ‘Polar prospects: a minerals treaty for Antarctica’ (1989) which outlined the relevance of the Convention to the interests of the United States in Antarctica, relating primarily to the oil or other minerals that could potentially be found in the Antarctic. The report outlines the unique position of the Antarctic:


  Antarctica, by virtue of extreme isolation and unique political history, is the last major area of the world without some system of governance for mineral resource activities. Rules establishing such a system although not yet in force, are embodied in a new treaty, the 1988 Convention on the Regulation of Antarctic Mineral Resource Activities (Polar Prospects (1989), Foreword: n.pag).


  The report then goes on to establish what could happen if oil was found in the Antarctic and illustrates America’s suitability for developing any such oil fields. This appendix was prepared to illustrate the most likely hypothetical scenario that would be employed if an Antarctic oil field were developed under the terms of the New Minerals Convention. It explores the technological capabilities and economic incentives that would determine the viability of a hypothetical Antarctic oil field and presents some possible approaches to development (Polar Prospects, p. 155). While this report proved futile following later conventions which safeguarded the environment in the Antarctic it is nevertheless very interesting as it illustrates the possessive attitude taken by western countries towards the Antarctic.


  McCaughrean’s representation of Victor and his attempts to find and claim Symmes’s Hole functions as a dual reference: pointing, on the one hand, to the theoretical and fantastical attempts to claim an imaginary underground Antarctic landscape, and on the other hand referencing the recent attempts to claim the underground mineral wealth of the continent regardless of the potential damage to the natural environment.


  Titus Oates and the Heroic Era of exploration


  Through the character of Titus Oates, and his dialogue with Sym, McCaughrean explores the Heroic Era of Antarctic exploration. McCaughrean draws specifically on the narratives of the Scott Terra Nova expedition (1910–1913). The story of Scott’s last expedition, and the tragic deaths of the entire five-man polar party, has been retold and re-interpreted many times. McCaughrean references the various representations of the Scott narrative and the way in which the story has been re-shaped and rewritten for contemporary audiences. As Sym says, some of her teachers ‘knew about Scott of the Antarctic going to the South Pole and not coming back. But they mostly mean John Mills in the movie. I don’t’ (WD, p. 2). Sym has learned about Antarctica, and Oates, through books: ‘Books about The Ice and the North Pole; about Shackleton and Scott … about penguins and polar bears … About Captain Lawrence Oates – the one they called “Titus”’ (WD, pp. 2-3). The diaries kept by the members of Scott’s expedition, along with Scott’s final letters and his ‘Message to the Public’ formed the basis for many of the retellings of the story. These original diaries are filled with nationalistic and imperialist sentiment, Scott wrote: ‘for my own sake I do not regret this journey, which has shown that Englishmen can endure hardships, help one another and meet death with as great a fortitude as ever in the past’ (Scott in Jones, 2004, p. 298). Max Jones writes,


  The story of Scott of the Antarctic was decorated with flags … A union flag served as a tablecloth for Scott’s last birthday dinner, sledges in the Antarctic flew personalized banners, and a ‘poor slighted Union Jack’ fluttered forlornly over the shoulders of the dead in the photographs they took at the Pole (Jones, 2004, p. 194).


  Similarly the diaries of Amundsen, Scott’s competitor, are filled moments of nationalistic pride:


  On December 14, 1911, five men stood at the southern end of our earth’s axis, planted the Norwegian flag there, and named the region after the man for whom they would all gladly have offered their lives – King Haakon VII (Amundsen, [1913], 2001, p. 2).


  Nationalism is inherent in many of these narratives because the expeditions sought not only to explore new lands but to name them and to colonise them for their respective nations. The Heroic Age expeditions form the basis for many of the current territorial claims today.


  Through the character of Oates, McCaughrean is referencing the first attempts to claim ownership of the Antarctic through physical presence. She has chosen to focus on the human cost of this exploration. Throughout the novel we are constantly reminded that Oates lost his life in Antarctica, on the first page Sym notes that her fantasy love interest is dead. As the harsh reality of Antarctic travel is forced upon Sym by Victor, Oates is transformed from the handsome young man of her fantasies into a walking corpse ‘his beauty has been blackened and pitted and eroded away like old stone’ (WD, 236-37). Sym is forced to confront the fact that Oates was not only killed by the Antarctic, he was also eaten slowly by frostbit and starvation. Rachel Falconer argues that McCaughrean draws on Kristeva’s ideas of the abject and fills the Antarctic with abject images of death and decay in The White Darkness. Falconer specifically references the use of Oates character in the novel:


  [Sym] abjectly visualises the scene of his death, a horror from which she has so far shielded herself: ‘he crawled on and on until the pain paralysed him – until the walls of his lungs froze and blinded him, and his arms wouldn’t lift his face off the ground anymore and his damaged thighbone snapped. Then he froze to death and the snow buried him’ (Falconer: 2008, p. 126).


  Falconer argues that through recognising the abject horror of Oates’ death, and through experiencing abjection in relation to her own body and those of her companions as they suffer through the Antarctic landscape, Sym is able to eventually achieve the catharsis inherent in the process of abjection. The focus on death and physical hardships that McCaughrean uses to illustrate the human attempts to survive in the Antarctic landscape could also be seen to highlight the human cost of the attempts to inhabit the Antarctic, and thus question the purpose of humans trying to colonise a landscape which is inherently unsuitable for human habitation. After the gruelling descriptions of Oates death it seems almost absurd that men would fight to try to own a piece this continent.


  The Body as Colonised Space


  Victor not only tries to colonise Antarctica in this novel, he also claims ownership of Sym and her body. Victor sees Sym as a human test subject; she is of no individual worth, and her only value comes in relation to her place in his experiments. In examining postcolonial children’s literature Roderick McGillis sees the connection between women, children and the postcolonial subject as inevitable:


  The culturally invisible or diminished have something in common with women and children in that they, too, have been powerless to take part in the conversations of cultural and other forms of political activity (McGillis, 2000, p. xxi).


  Similarly Gayatri Spivak has noted the dominated position of women within colonialism:


  Within the effaced itinerary of the subaltern subject, the track of sexual difference is doubly effaced… both as object of colonialist historiography and as subject of insurgency, the ideological construction of gender keeps the male dominant. If, in the context of colonial production, the subaltern has no history and cannot speak, the subaltern as female is even more doubly in shadow (Spivak, 1994, pp. 82-83).


  The question that leads Spivak’s article – ‘Can the Subaltern Speak?’ – can be closely related to Sym’s position at the beginning of the novel. She has been controlled by a dominant male with a strong colonialist attitude and as such she has no voice, she cannot be heard. Even Sym’s name is representative of Victor’s appropriation of her body to serve his obsessive interest in the Antarctic, while Victor’s own name is indicative of his self-assured nature and his constant insistence that he is always right. Just as Victor feels entitled to claim ownership of the worlds under the Antarctic so he has claimed ownership of Sym and her body. It emerges that Sym has been brought on the trip primarily as a breeding tool. Victor has ensured that she will have a mate in the figure of Sigurd, and Sym has been denied a choice in the matter. Just like the land which Victor and other colonisers before him saw as something to be claimed. Sym’s body has become property which Victor can dominate and control. Throughout the novel however, Sym disentangles herself from her uncle’s lies and demented plans and, like the landscape in which she finds herself, she resists his colonising efforts. Edward Said has noted that within colonialism the colonised subject is presented as necessarily weak, infantile, backward and effeminate with the colonised seen as ‘always in the position of the outsider and of incorporated weak partner for the West’ (Said, 1991, p. 2). Victor’s behaviour towards Sym reflects a similar attitude; his constant phrase ‘Think on lass!’ implies that she is inferior to him mentally and in need of his guidance. Victor insists on treating Sym like a child despite the fact that as an adolescent she is maturing quickly and already displays more practicality and understanding of the situation in which they find themselves than her uncle.


  Ultimately Victor attempts to physically force Sym into the crevasse which he has decided is Symmes’s Hole,


  Crouching down to embrace my knees, he lifts me bodily towards the opening. The pain in my cut thigh is momentarily bigger and blacker than the darkness below; I can’t lift a hand to help myself… as Victor attempts to feed me into the Underworld like a worm into some gross, petrified cuckoo (WD, p. 221).


  However this physical assault becomes a moment of revolt for Sym as she refuses to allow her uncle to make this decision on her behalf. Instead Sym acts: ‘I kicked him in the head and spread eagle myself across the opening, so that he cannot force me down it’ (WD, p. 221). This moment of revolt is enough to save her life as Victor turns his possessive drive towards the world he expects to find under the ice:


  “Don’t you understand Lassie?” … “It’s Symmes’s Hole! … Then his generosity and patience are all spent, and he clambers up again, flings me aside, jealous of anyone reaching the Truth before him (WD, p. 222).


  Even in the moment in which he spares Sym from being thrown bodily down the crevasse it is still a possessive colonising mentality that drives Victor. Now that he sees her as useless because she refuses to comply with his wishes she can be disposed of, flung aside and abandoned alone in the vastness of the Antarctic. Once again she is property but this time the property is useless and so is disregarded. McCaughrean’s depiction of Victor is a clear criticism of the possessive mindset that is inherent in colonialism. His desire to find new land and claim it as his drives him to commit terrible crimes: killing his business partner, deafening a young child, poisoning his fellow travellers and killing Brunch to name but a few. These crimes are ultimately fruitless. There is no Symmes’s hole. There is only a massive crevasse in the ice and a fall to certain death. But Victor sees this too late as he slips into the blackness of the crevasse ‘his face, in falling, is turned up towards mine, so I see the look that crosses it. Realization. True enlightenment. Dark takes him in the blink of an eye’ (WD, p. 223). Victor’s death is the destruction of his fantasies about the Antarctic and the failure of his attempts to control and claim both Antarctica and Sym.


  Summary


  The references to Symmes’s Hole and to the Antarctic Explorers in The White Darkness, demonstrate the different ways in which humans have interacted with the white continent, and have sought to control, own and subdue it. McCaughrean is unrelenting in her descriptions of the harshness of the climate and landscape, she describes the physical effect of the cold: ‘Victor must surely feel it. He is shedding skin like a bird moulting. He’s shedding weight, too’ (WD, p. 197); the excruciating pain of ice-blindness: ‘At first it feels like when you peel onions, then like when you open the oven door and something’s burning and the smoke is acrid in your face. Then it gets really bad.’ (WD, p. 203); and the difficulties involved in navigating through the landscape: ‘the sastrugi here have surfaces like millions of fishhooks. When you fall, they try to keep hold of you’ (WD, p. 204). By setting this narrative in Antarctica McCaughrean is examining the absurd extremes of the imperialist project. In order to complete human ownership of the earth, people from many different nations have been willing to risk death to try and claim a landscape in which it is incredibly difficult to live. Sym ironically notes that ‘The only reason terrorists would go to Antarctica is to find out the meaning of terror’ (WD, p. 251). By highlighting the harshness of the climate McCaughrean is underlining its unsuitability for human habitation, and through the character of Victor she is parodying the unsuccessful attempts to assert ownership of the landscape.


  The final view of the Antarctic is one in which nature remains dominant: ‘either side of us towers of ice soar to the height of skyscrapers, fissured and etched by wind and water, colonised by birds and sunlight…’ (WD, p. 252). McCaughrean situates the humans as guests, or visitors in a landscape that cannot be owned. Similarly Sym has rejected the colonising efforts of Victor and by the end of the novel Sym finally finds her voice. Humans have failed again to take possession of the landscape, they are returned to the place of perpetual visitors, guests. This final image underlines McCaughrean’s persistent anti-colonialist theme in the novel. The Antarctic landscape is celebrated in its ability to resist colonisation. The coloniser through the figure of Victor is made to look ridiculous and throughout the novel the possessive colonialist drive is critiqued in favour of a form of travel which seeks to understand and experience instead of own the landscape. In this novel McCaughrean has created a text which is culturally resistant to the colonial project and which can therefore be seen as a postcolonialist text.
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  Children, Cooking, Church, Campfires and Beautiful German Lasses: How the Magazine Das Deutsche Mädel Built Young German Women, 1933-1944


  Gillian James (University of Salford)


  Abstract


  Copies of the magazine Das Deutsche Mädel (The German Girl) 1933-1942 give us an insight into what the girls may have learnt when they were in the Bund Deutscher Mädel (The League of German Girls) and what was expected of them as they did their ‘duty’ year and gradually moved into war work.


  In his book about young people during the Nazi period Heinz Schreckenberg questions how strong were the influences of the parental home, the church, school and the Hitler Youth movement of young people at the time. This paper adds to that debate. Schreckenberg suggests that the main purpose of the Hitler Youth movement and the BDM was to turn the boys into soldiers and the girl into mother (p. 22).


  Introduction


  A group of young German girls aged 14 were forced to leave their Lutheran school, the Wilhelm Löhe School in Nuremberg, towards the end of their school year in 1939. They continued to write a Rundbrief (round robin letter) until 1947. Each girl would write a letter in an exercise book and send it on to the next girl on the list. Their class teacher joined in. They filled three exercise books, though only one volume remains. This contains letters written between March 1942 and November 1944, when the girls were aged 18-20. The letters seem at first to show a naivety about the war and an ignorance of the Holocaust. The girls who wrote the letters would certainly have been members of the Bund Deutscher Mädel, as it was compulsory to join at this time. They may also have read the magazine.


  Das Deutsche Mädel and the Bund Deutscher Mädel


  Das Deutsche Mädel was issued monthly and was bought by subscription. The post official delivered it and every three months the girls or their families paid the officials when they called at the front door. It contained material for younger girls who would be members of the Jungmädel (young lasses), aged 10-14, and for the members of the Glaube und Schönheit (belief and beauty), aged 17-21, as well as for the Bund Deutscher Mädel themselves, aged 14-17.1 These other groups also had their own magazines, but including material for younger and older girls in one magazine allowed for different rates of maturing and also spared big families greater expense.


  Membership of the Bund Deutscher Mädel (BDM) was compulsory for girls aged 14-17 from 1939, but membership of the organisations for younger and older girls was a matter of choice. However, there was often peer pressure to join and the family might find it a matter of status, even before 1939. It was good for your children to be seen to be members of one of the Hitler Youth organisations, just as it was prudent for adults to become members of the Nazi party.


  Both the magazine and the BDM brought a sense of hope and purpose at a time of great depression. The girls’ uniform was very smart – calf-length navy blue skirt, white shirt, black neckerchief held in place with a gold-coloured metal ring, a khaki flying-jacket for cooler days and a dark greatcoat for really cold weather. There were also supplementary uniforms for sports events and for working on the land or in the kitchen. How did families afford all of this during a severe depression? Hundreds of pictures of BDM girls show very few of them wearing the greatcoat – presumably one of the most expensive items of uniform. A close look at footwear shows often a hotch-potch of rather unsuitable shoes that don’t match the uniform. This may reflect financial concerns or the same sort of teenage rebellion we experience in the twenty-first century about school footwear, or indeed both. But the uniform brings pride, equality and a sense of belonging. It was afforded somehow. This is confirmed by Gisela Miller-Kipp’s account in Der Führer braucht mich (The Führer Needs Me) (p. 64). ‘Ob wir das schön fanden? Und wie!’ (Did we find it smart? Oh, not half.)


  Erika Mann, daughter of Thomas Mann, the well-known author who was persecuted by the Nazis, remarks in her book Zehn Millionen Kinder (Ten Million Children) that the founder of the Hitler Youth movements, including the BDM, saw the young people as an ‘enormen und glänzend organisierten Armee’ (an enormous and brilliant army) (pp. 140-41).


  The word Mädel in both the magazine title and the name of the girls’ organisation really means ‘lass’, though also has the sense of ‘maid’ or ‘maiden’ which incidentally is a term often used by British farmers of their land girls. A lass, a maiden, a maid, or a Mädel is more than just a girl. There’s an implication of virginity but also of womanhood and youth.


  Das Deutsche Mädel Formula


  The magazines seem to be written to a formula that carries on throughout the series from October 1933 to August 1942. The quality of the magazine deteriorates during the war years and the propaganda and the portrayal of Nazi ideals become more dominant.


  The magazine seems quite innocent and worthy at first. It appears similar to the guiding and scouting magazines of the late twentieth century. The March-April 2012 cover of the American Scouting Magazine shows three young men in uniform hiking. Inside on p. 32 is picture of woodland. A love of nature is encouraged and tips are given about good practice on camping expeditions. Even the song in the October 1933 of Das Deutsche Mädel edition encourages the girls to seek out nature: ‘Rings um uns her, nur Wellen und Meer, ist alles was ich seh’ (Paul Vollrath 1903) (p. 11). Perhaps surprisingly the girls are introduced to people from other countries. Other nationalities and even races are respected. Hints and tips are given about household management that might remind us of some of the work that girls within the Scouting movement worldwide undertake to obtain badges such as the ‘Caring for Children’ badge for older girls and the ‘Homecare’ badge for younger girls. The January 1937 edition of the magazine even contains an article about BDM girls visiting English Girl Guides – ‘Zehn Deutsche Mädel fuhren nach England’ (Ten German Girls Travelled to England) (p. 12). March 1939 contains an article about how to put together a first aid kit (p. 26). As late as August 1942 there is an article about collecting plants for pressing and turning natural medicines. (‘Alle Wiesen sind Apotheken’ (All Meadows are Chemists) (p. 10).


  Miller-Kipp records several interviews with women who remember their time with the BDM. Hiking was a popular activity, particularly in the mid-1930s (p. 88).


  Each magazine has an attractive and colourful cover. For example July 1935 shows BDM members in summer casual uniform walking amongst sand-dunes against a blue summer sky. In November 1936 we may admire a well-proportioned Greek-style building against a Nazi-red background. On the cover of the September 1938 edition we see three girls dressed as we imagine Johanna Spyri’s Heidi, dancing in meadows with a blue sky and snow-capped mountains in the distance. The photography, especially in the earlier magazines is astounding for its time. Although black and white because of the technology available, it is artistic and shows inspiring shots of nature – woodland, mountains, rivers and the coast. The March 1939 magazine includes a lengthy article about nature, ‘Eine handvoll Erde’ (A handful of earth) (p. 3), illustrated with striking photos. There are also some well-structured portraits of girls and well balanced formal shots of state occasions.


  The magazines also contain anonymous reports form BDM members about memorable activities, often a feature on a prominent woman, a song, a story for the younger girls, a list of recommended books and the type of advertising you might be more likely to encounter in a women’s magazine. There is also often a feature about the sort of work that young women aged 17-20 might be doing and these articles match very well what the girls from the Wilhelm Löhe School describe in their letters. Each magazine begins with an introduction, written initially by senior girls’ leaders and later by leading Nazi figures.


  Church, Cooking and Children


  Woman’s role according to the Nazis was largely to do with Kinder, Küche, Kirche – children, kitchen/cooking, and church. This is addressed in the general activities of the BDM and in particular in the content of Das Deutsche Mädel.


  On page 13 of October 1936 there is a picture of a Hitler Youth boy and a BDM girl on a camp in the countryside. They are sitting on the grass in the sunshine. The girl is holding a baby. They look like the idealised family. In November 1936 there is a report, ‘Wieder ein neues Aufgabengebiet’ (Yet another new area of duty) (p. 12) on a scheme where BDM girls were tested for an aptitude for nursing. They also helped some of the established nurses and nannies look after small children. The article ‘NSO und JMFührerinnen schaffen gemeinsam’ (Nationalsozialistischer Orden [the National Socialist Order] and Jungmädchen [young girl] leaders pull together) with the sub-title ‘Unsere offenen Kinderstuben’ (Our open nurseries). The April 1936 issue discusses aspects of child care, assigns the role of organising the children and the nurseries to BDM leaders and shows pictures of contented children and well-equipped playrooms. The May 1939 edition contains three articles on motherhood. By September 1939 Hitler himself is adamant about the role of women. He says (p. 11) ‘Ich ewarte von der deutschen Frau, daß sie sich in eiserner Disziplin vorbildlich in diese Kampfgemeinschaft einfügt!’ (I expect the German woman to enter into this conflict with an exemplary iron will). The magazine goes into some detail about how this might be achieved.


  ‘Peterl, der Aussenseiter’ (Little Peter, the Outsider) (p. 12) in October 1939 is really an article about one girl’s experience of working in an orphanage. She is working in the countryside rather than the city, which she would have preferred, but the article makes the point that children are children everywhere, including the rather ill at ease Peter. It is a young woman’s duty to become familiar with how to look after them. In March 1941 girls make a puppet theatre for younger children to watch (p. 14).


  Cooking was certainly something that BDM girls were expected to master. In October 1933 the article ‘BDM-Mädels kochen für den freiwilligen Arbeitsdienst’ (p. 12) describes how the girls cook for the voluntary work service. In July 1935 a fairly typical article ‘Wir wollen das Gediegene’ (p. 12) (We want what is well made) gives instructions about setting a table attractively and efficiently. In the November 1936 (p. 27) edition instructions are given about making lampshades and Christmas decorations. Being able to run a house efficiently is also part of the war effort, L. Sch. (sic) informs the girls in the October 1941 magazine (front end paper). One of Miller-Kipp’s interviewees confirms spending time completing handwork (p. 89).


  The church is not actually mentioned in detail. The Nazi regime had a strange relationship with the Christian religion. God was mentioned often in the morale-boosting songs and ceremonies. Yet church schools were closed because they did not teach Nazi ideology. The Hitlerjugend and the girls’ organisations gradually took over from the church-based youth groups, and until they became compulsory in 1939. In many of the pages about towns of historical interest, however, churches are given considerable attention.


  The magazine was supported by advertising much of which may seem more appropriate to a women’s magazine. There are many adverts for sewing machines, fashions, knitting, household cleaners, education and invitations to church and charity events.


  Guido Knopp claims that the BDM was formed partly to encourage good breeding. (p. 58). The aim of the organisation was to produce well-brought up German women who would make good breeding stock. We can clearly see that the magazine goes beyond being just a publication about good scouting. There is a gradual shift from encouraging the girls to behave like the boys, partaking in military shows and sporting prowess, to becoming excellent homemakers.


  Change in Quality


  The earlier editions within this sample were quite full magazines. The October 1933 edition contained 33 pages. The March 1937 ran to 40 pages. By September 1938 there were still, on average, 32 pages in the publication. Even September 1939 managed 30 pages. Presumably the latter was actually put together sometime before war was declared. May 1940, however, was just 18 pages long. There was some apparent recovery by March 1941 – the magazine had 28 pages, but this included more pages of advertising than the earlier editions. August 1942, the last magazine in this sample, contained just 20 pages.


  Some of the photography in the earlier editions was truly remarkable: October 1933 has a photo of magnificent woodland (p. 7) and of a village scene (p. 11). July 1935 (p. 5) shows well composed photographs of young women working in a fabric factory and playing sports on a beach. However, as we move through 1936, 1937 and 1938 the photographs, though still of a good quality and well-composed are more and more about the activities of the girls, women working, sporting achievements and Nazi rallies. By October 1939, the photos are grainier and less well-composed. In April 1940, they are almost entirely of the girls’ activities, though some postcard-type pictures are included. In July 1940 there are no more inspiring views of nature. October 1941 contains no full page photos. Many of the photos are now supplied by the girls themselves and their leaders, rather than being supplied by professional photographers.


  The nominal editor of the magazine is Baldur von Schirach, who also actually coordinated all of the Nazi German youth movements. Much of the copy in the magazine is written by anonymous contributors though there is often a paragraph by Goebbels, or Hitler himself. Other named writers include Maria Kahle (guest writer July 1935 – she also is the featured woman in this edition), and Hilde Munste, (March 1936 – article about Anne-Marie Wenzel, a German nurse working in Siberia). By October 1936 there are fewer by-lines, and even one here is reduced to the initials R.T. Suse Harms writes in several editions. By August 1937 there are seven by-lines, with a mixture of regular contributors, still including von Schirach and some specialist guest writers – such as Hilde Rinkowski who writes about making glassware. September 1938 also has seven by-lines, yet by October 1939 there are only four by-lines – in admittedly a much shorter magazine with only 20 pages – but there is only one named staff writer – Suse Harms and other by-lines are initials only. March 1941 is a slightly longer magazine. There are more by-lines again but these are the names of the girls themselves and their leaders. They are no longer writing anonymously. Staff and guest writers seem to have been cut right back.


  The nature of the standalone articles also changes in this time. In July 1939 the article about Maria Kahle, who had just returned from a six-month trip to America where she had toured and lectured to German communities, is quite aspirational. By October 1936 leading articles are about the prowess of the German militia, including the youth movements, for example ‘Adolf Hitlers Appell an die deutsche Jugend’ (Hitler’s Call to German Youth) (pp. 3-9). This article, incidentally, has no by-line. Nevertheless, staff writers do include interesting seemingly non-political articles in August 1937 – M. describes a summer camp and Hilde Herding describes a traditional Black Forest wedding. There are several other articles by named staff writers in this edition. Then mood seems lighter and celebrates the summer with most of the articles being about summer activities. By September 1938, however, the magazine is dominated by articles on BDM military discipline written by unnamed staff writers with the only aspirational ones being written by the girls themselves. An article about the Youth Sports Championships is also written by an unnamed staff writer. The October 1939 edition is again dominated by images of and articles about the German military, including a fly-past by the Luftwaffe (p. 8). Hanna Blömer writes an article about Hitler as Führer (Leader). However, this edition also contains an article on collecting fossils and flints – ‘Scherbensammler und Entdeckungsfahrt’ (Fragment collectors and a discovery journey) (pp. 24-25) by Lotte Oberfeld. The collectors are the girls themselves and the magazine at this point seems to remember its roots. This type of article might appear in traditional scouting magazines.


  Also, as we come more into the war years, the design of the magazine changes. The blocking of text is less successful. Huge holes appear in the text and the words are spread across lines with such big gaps that the text becomes difficult to read. (See October 1939, p. 3). Are all the expert printers at war? By March 1941, half the magazine is printed in a much simpler font than normal. It is still a serif font but is not as elaborate as the normal Fraktur script in earlier magazines.


  Subtle and Not So Subtle Propaganda


  The Fraktur script – this literally means ‘broken’ and the handwriting equivalent, Sütterlin, was introduced in 1915 to replace the Kurrent, even more complex Blackletter handwriting. By 1935 it was the only handwriting taught in German schools. Sütterlin and Fraktur were banned in Nazi Germany from 3 January 1941. Martin Bormann declared them, mistakenly, to be of Jewish origin. Therefore even the way the magazine was printed was a political statement after that date. Interestingly, the most readable handwriting in the girls’ letters is that of the class teacher. She writes in a modern hand.


  Subtle Nazi indoctrination was there from the beginning. As early as March 1936 the opening article is ‘Das unbekannte Heer’ (The Unrecognised Army) (p. 1). This article discusses the good deeds of the BDM and some remarkable German women. The work of these younger and older women goes unrecognised. The article reinforces the image of the idealised woman. It also connects them to the military. The German word Heer, particularly at that time, only referred to the army and did not carry the figurative sense that we have in modern English. This is also the title of a book reviewed at the end of the magazine and the article offers a taste of what is in the book. Another article in this magazine shows the BDM girls as part of a paramilitary organization (photo 13). Generally, this edition of the magazine looks back to the First World War. It seems to foreshadow what will happen. Even cattle trucks for the transport of people (p. 9) and prisoner of war camps appear (p. 10) though here they are for German prisoners of war in Siberia. The October 1941 magazine seems quite positive compared with many published after the war had started. It seems more outward looking, containing articles about Spain and the USA. However, we might consider the article ‘Jugend in USA’ (p. 11) as anti-American propaganda. It discusses child murderers, child poverty in rural communities and child poverty caused by anti-trade union employers.


  The glory of the German nation and how the girls must do their bit is often discussed in editorial articles near the beginnings of the magazines. For example, in September 1937, girls are told about how they should behave when meeting people of other nationalities: ‘Das Mädel, das als Reichsdeutsche im Ausland lebt, soll nicht mehr ohne Widerstand, dem Einfluß ihrer fremdvölkischen Umgebung gegenüberstehen’ (The lass, who lives abroad as a Reichscitizen, should no longer confront the influence of her foreign environment without resistance) (p. 1).This sentence is just as awkwardly phrased in the original German as in its translation into English. The word ‘fremdvölkisch’ carries the idea of strangeness and includes the German concept of Volk, literally ‘people’. Volk actually means something quite specific in Nazi Germany; it refers to a united German people, classless but perfect. This article seems at first very positive in its attitude to other countries but in fact the girls are being told to resist cultural influences. This particular magazine contains several articles about other countries, including some cultural references. Praise is given to those families where German is spoken. Quite sinisterly an affinity is identified between German and Japanese youth ‘Japans Jugend grüßt Deutschland’ (Japan’s Youth Greets Germany) (p. 11).


  Many of the magazines carry inspirational poems. They seem relatively harmless at first but even early on they may carry a subtle message. In March 1936 we encounter the phrase ‘Es ist das Schicksal das uns vorwärts treibt, des Volkes Blut’ (It is the fate of the people’s blood that pushes us forwards) (p. 4). Is there here an allusion to the recently passed Blutschutzgesetz (Blood Protection Law) (Nuremberg 1935)? This poem hints that it is all in the genes.


  Several magazines also include songs. We can perhaps forgive the ‘Chor der Mütter’ (The Mothers’ Chorus) (29 March 1936). Its sentiments are not that dissimilar from the recent hit by the Military Wives, though its music is simpler and it does include some mention of saluting the flag. This is reminiscent of the Horst Wessel song, which became a substitute for the national anthem during the Nazi time. Even the seemingly worthy ‘Lobet der Berge leuchtende Firne’ (Praise the mountains’ glimmering snow) (September 1937, p. 21) ends with a reference to ‘Deutschland, du unser Mutter Land’ (Germany, you, our Motherland.)


  Even in earlier editions the indoctrination is sometimes not so subtle. ‘Wir sind als Deutsche hineingestellt (sic) in unser Land, um ihm ein deutsches Wesen zu geben.’ (We are put into our country [and possibly here in the sense of ‘land’] as Germans in order to give it a German presence) is the beginning of the introductory paragraph of an article about land management (March 1936, p. 13).


  On page 6 of the November 1936 edition there is a picture of Hitler, surrounded by people performing the Nazi salute. There is a huge swastika in front of him and he calls on the youth to take a big part in society. On pages 9 and 10 of the same magazine we see BDM girls taking up this call. The paperwork looks sinister to us because it is festooned with swastikas. To the girls reading it at the time it was probably exciting and inspirational.


  Also breathtakingly impressive and at the same time alarming is the picture of BDM girls performing at the first party day of the Great German Reich, on the Nuremberg parade ground, October 1938 (p. 1). The girls hold hands to form rings within rings. They are dressed in calf-length white skirts and dark sleeveless tops. They are performing something that is partly a military parade and partly May pole dance. This same magazine has several articles about the Great German Reich, illustrated with additional photos of military pomp.


  The title ‘Deutsche Kunst’ (German Art) (September 1937, p. 14) makes the point that German art is superior to the art of most other nations, and national pride is reinforced by the pictures of an Olympic torch and a German eagle and swastika. The article also includes pictures of a bust of Hitler and a painting of a German family that represents the Church, Children, Cooking ideal.


  Many of the magazines contain photos of military parades and crowd interactions with Nazi leaders, including Hitler himself. An example is September 1936 (p. 18) where Hitler bends down to greet the many young women who stretch their arms up towards him. It is like a New Testament scene. Miller-Kipp presents an interviewee who was left with a feeling that Hitler really needed her (p. 94).


  Perhaps the most alarming are the recommended books. As early as March 1936 there are only two books out of nine that do not either reinforce the idea of racial purity or glorify war: a book about women in journalism and one of games for ‘lasses’ i.e. the BDM girls, so even these games may contain a political bias. The May 1936 magazine recommends a quite openly political Der Weltfriede gegen das Deutsche Volk (World Peace against the German People) (p. 32), a book that explains what the Treaty of Versailles means for the German people. In the November 1936, ‘Eltern, schenkt nur güte Bücher (Parents, give only good books) (p. 22) the recommended books are discussed in more detail. These are largely story books and we cannot be sure of their exact content. The titles seem innocent enough: Lore gets Lucky, Peter and the Boy Soldiers, A Task for Marianne. However, Lore looks like a refugee as she and her families pack up and leave home, Peter enjoys a paramilitary life and Marianne looks after lots of babies. The covers of the three books represent aspects of life at that time in Germany. Bizarrely, the recommended books at the end of this edition are more varied and mainstream with only one having the dubious title Das Deutsche Führergesicht. (The German face of leadership – or the German Führer’s face!) Even this one claims to be about leadership in general rather than about the Führer (the Leader) in particular. October 1938’s books by contrast are all politically motivated including the one that offers dance music for the ‘Tänze unserer Gemeinschaft’ (Dances of our Community) (p. 31), where ‘community’ refers to the German people. Surprisingly, however, a review of a book not in the main book section, ‘Die feindlichen Dörfer’ (The Enemy Villages) (January 1941, p. 11), a book written specifically for the Jungmädel, (10-14-year-old girls) points to a story about reconciliation.


  Many of the stories in the magazine appear surprisingly innocent. True, ‘Die Laugerudkinder’ (The Laugerudchildren) (November 1936, p. 26) is about bravery and physical prowess, with a picture of young people skiing competently but we would not be surprised to find similar stories in our own scouting publications, then and even now. However, although ‘Abenteuer um Saratow’ (September 1937, p. 26) is at first glance just yet another fine adventure, there are quite strong feelings of xenophobia as the young people struggle to understand those who speak differently from themselves. Again we encounter this xenophobia in ‘Die Kinder von Kirwang’ (October 1938, p. 26) (The Children of Kirwang): ‘Aber wir sind doch Deutsche. Ich kann doch mein Kind nicht in eine tschechische Schule schicken.’ (But we are after all Germans. I cannot send my children to a Czech school.) ‘Jakko’ (11 October) is an extract of a book, a film version of which was commissioned by Goebbels. It portrays the relationship of a circus boy to a Hitler Youth group. Jakko is portrayed as the enemy.


  Politics are discussed openly from October 1938 in articles such as ‘Blick in die Welt’ (Glimpse of the World) (p. 27) about the German attitude towards the Sudetenland. The editorial, ‘Das Jahr der Bewährung’ (The Year of Probation) (front endpaper) in January 1940 talks of several German victories and manages to portray these as a turning point in German history. A little further into this magazine, Jutta Rüdiger in ‘Das Deutsche Mädel’ reminds the girls of their duty within that process. ‘Wir Mädel und Jungen wollen in diesem Krieg tun, was wir zu tun vermögen, trotz aller äußeren Schwierigkeiten.’ (We girls and boys want to do all that we’re capable of in this war, despite any external difficulties.) (p. 1). This article is accompanied by a photo of a mass gathering of BDM girls. In fact, in this rather short magazine – just 16 pages long, the last two being adverts – all articles are about the might of the German forces, the purity of the German people and about how the young people may play their part.


  Dagmar Rees in her Growing Up Female in Nazi Germany emphasises that the girls’ movements were politicised and so it is perhaps not surprising that we see this level of indoctrination in the magazines.


  Building the Girls from the Wilhelm Löhe Rundbrief


  The letters take over from where the magazines finish. Much of what the girls relate in the letters seems innocent and reasonably typical of adolescent girls. They certainly do not seem to display the anxiety felt by some of Miller-Kipp’s interviewees (p. 96). However, two expressions are used time and time and time again: Kameradschaft (camaraderie) and Pflicht (duty). Even these seem worthy sentiments. The BDM gave young women independence and courage. It also gave them a sense of duty. They owed something back to the Volk, the Motherland, the Fatherland, the state, the Big Society that looked after their well-being.


  Many of the magazines, such as January 1937 (p. 6), have articles about the hostels established for the girls. These were quite luxurious, apart from the shared dormitories, but even these were kept beautifully neat and tidy. Naturally the girls who visited them played a big part in keeping them in an excellent condition. There they would gather, away from home and the influence of their families, and be exposed to Nazi rhetoric.


  Of course, these homes also encouraged camaraderie. The theme is discussed over and over again in the magazines, often in articles that seem to be about something else. In November 1936’s ‘Eltern, schenkt nur gute Bücher’ (Parents, only give good books) parents are told that “Auf Heimatnachmittagen und auf Fahrt erziehen wir unsere Mädel zu den Gedanken der Selbstzucht, der Kameradenschaft und der Einfachheit” (On home afternoons and whilst travelling we bring up the girls in ideas about self-discipline, camaraderie and simplicity) (p. 22). Many of the regular BDM meetings took the form of an ‘at home’, afternoon or evening, where girls were encouraged to feel comfortable in each other’s company. Books, claims the article, should do the same. Is camaraderie perhaps the compensation for hard work? January 1937 contains an article about girls working on the land: ‘Bei den Landjahrmädeln’ (With the girls completing their duty year on the land) (p. 24). As well as photos of girls hard at work, there are also photos of them enjoying meals together and doing craftwork companionably. In one photo there are thirty girls together, all dressed in a pretty summer uniform. The January 1937 magazine even starts with a call to all ‘Kameradinnen!’ (p. 1). Further pictures of the girls enjoying each other’s company can be found in the April 1940 magazine (p. 12). Later, after the Wilhelm Löhe girls started work placements they would enjoy the camaraderie in the sometimes frugal accommodation. In Letter 2, a girl describes the fun she and her companions had when they had to climb out of the windows because there was so much snow piled up at the barrack door. The girl in Letter 3 also valued the camaraderie she felt as she and her companions worked on household tasks during the evenings. Even when the girls refer to their time at school together they refer to their camaraderie (Letters 5, 7 and 9).


  ‘Wir sind bereit zu unserer Pflicht’ (We are ready for our duty) (March 1936, p. 19) is the title of a short article written by a BDM leader from Berlin. ‘Das Leben ist Kampf’ (life is a struggle), she says. ‘Führer, dir gehören wir Kameraden’ (Führer / leader we comrades belong to you). ‘Neue Aufgaben, neue Pflichten’ (New Tasks, New Duties) is the title of the lead editorial in the January 1937 magazine (pp. 1-2). The girls are encouraged to be proud of the contribution they can make. ‘Deine Leistung gehört Deutschland’ (Your achievement belongs to Germany) (February 1937, p. 2) points out to the girls how their career really is a vocation – interestingly the German word – Beruf – profession/job almost literally means ‘calling’ – a vocation dedicated to the nation. Every girl who contributed to the class letter uses the work Pflicht (duty) and/or derivatives of it in their letters.


  Even younger girls learnt about a sense of duty. ‘Jungmädel! Erfülle deine Aufgabe als Jungmädel im Geiste der Mütter, die im großen Kriege schwere Ofer und tiefes Leiden trugen, in dem du der Mutter aller Deutschen dienst: Deutschland’ (Young girl. Fulfill your task as a young lass in the spirit of the mothers who bore great sacrifice and suffering, in that you serve the mother of all Germans: Germany)’ (Baldur von Schirach, March 1939, p. 15).


  Some of this sense of duty was translated into a work ethic. The magazine reinforces this. In March 1936 in the article ‘Mädel am Werk’ (Girls at Work) (p. 16) we see a smartly dressed young girl sitting at a typewriter. The photo is watermarked with a swastika in a cogged wheel, so although the article actually describes the young women training to be sales assistants and the jobs are not yet to do with the war effort there is a sense that the girls’ work nevertheless somehow aids the Reich. Further pictures in the article show the girls preparing food, serving food and making elaborate flower arrangements. Only one picture shows a sales assistant and that is an older woman in a jewelry shop.


  Rees points out that the girls’ organisations did help with a career path.


  As an organization solely for girls, the league in turn offered a diverse array of career paths for females and in addition offered numerous opportunities for the inclusion of girls in National Socialist politics. Girls and young women had an interest in maintaining these spheres of influence (p. 11).


  Work is expected of all girls. Even their leaders meet for several days each year to organise working bees. This is discussed in the article entitle ‘Potsdamer Arbeitstage’ in January 1937 (Potsdam Working Days) (p. 4). The leaders set the girls a good example. The BDM, along with the Hitler Youth, even had a four-year plan which included an Arbeitsausschuß (work effort), we learn also in that same issue of January 1937 (p. 8).


  The Wilhelm Löhe girls, like all girls their age, would have to complete their Reichsarbeitsdienst (RAD). This was a scheme originally set up to get unemployed young men into work. As Germany prepared for and eventually went into work it became a scheme for training young girls to help replace the men by completing household tasks, such as child care, washing cooking and looking after gardens, so that older woman could do some of the work that the men who had gone to war had done previously. The girls were trained, then either went out on placements or trained other girls. Placements could include working on farms. In the January 1937 article, mentioned above (p. 24) a slightly idealised view is given of work on the farm: it includes a photo of two young girls with two lambs on a lead. The August 1942 magazine, contemporary with when the Wilhelm Löhe girls began their state-directed working lives, has a further article about land girls (p. 1). The girl in letter 2 spent some of her RAD time working on a farm as well as helping in the household. Several of the girls from the Wilhelm Löhe School went on to the Ludwig Piloty School in Nuremberg where they also learned household tasks. Even today this school is a tertiary college specializing in domestic arts. Girls who attend this school only had to complete half a year of RAD (letters 1, 6.)


  Later the girls have to do their Kriegeshilfsdienst – war effort work. Most of the girls in the Rundbrief manage to avoid the munitions factories and find work in laboratories (the August 1942 magazine cover shows a young woman in a white lab coat measuring out chemicals), forces’ mail or air traffic control. Not all of their contemporaries would have avoided more direct war work. In letter 2 we read of a young lady who worked first of all with the field post and later in a laboratory. In Letter 16 we read of a girl who has worked as an air traffic control assistant. One girl works for the church and takes over as secretary and organist (Letter 7) and another works at the telephone exchange (Letter 11). They may have been inspired in their choices from what they read in Das Deutsche Mädel. In the April 1940 magazine there is an article about young women building aircraft parts (p. 4). ‘Am Abend nach Geschäftsschluß’ (In the evening after the shop is shut) (August 1942, p. 5) shows us a young girl on Kriegeshilfsdienst helping to prepare medicine to be dispensed the next day. A further article in the same edition (p. 8) discusses the forces’ mail. In the June 1940 magazine there is an article about working with the field post – the post for the troops (pp. 8-9). Yet another article, ‘Jungmädel, Seidenräupen und Fallschirme’ (Young lasses, silk worms and parachutes) (p. 11) is about young women who work in industrial scientific laboratories.


  Conclusion


  Perhaps neither the BDM nor Das Deutsche Mädel seems particularly threatening at first glance. The BDM gave girls and young women opportunities that they could not have had before. These were particularly important at a time when the nation was impoverished and at war. Encouraging camaraderie and a sense of duty in young people seems a good idea and certainly would help to make them useful members of society. Yet it is clear from the contents of the magazine and the letters from the Wilhelm Löhe girls that there was also another agenda for these young women. They were to be healthy and beautiful home-makers. They were rehearsing for marriage and motherhood. There was also a general work ethic and as in all wars the women were expected to do men’s work for a while at least. All of this was to be completed in the name of the German people, and although family was of the utmost importance, individual families should be abandoned if they were at odds with Nazi idealism. A new order was being formed. All of this was packaged in a way that would be palatable to young women in the form of Das Deutsche Mädel.
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  Reviews


  Barrie, Hook, and Peter Pan. Studies in Contemporary Myth; Estudios Sobre un Mito Contemporáneo


  eds. Alfonso Muñoz Corcuera and Elisa T. Di Biase


  Newcastle-upon-Tyne: Cambridge Scholars, 2012. 310pp. ISBN: 9781443840026


  I can only comment and review half this book, not because I have not had time to read it but because half of the text is in Spanish. Do not be deterred however if, like me, you are not a reader of Spanish for there is plenty of thought-provoking material to read. If you are wondering why this book came to be published in two languages it is because it results from the ‘One Hundred Years of Peter Pan and Wendy’ conference held in Madrid in 2011. Many of the papers contained in this volume were selected and edited after this event. At the same time however it is important to note that new research and articles have additionally been included to ensure that a balanced and consistent selection of essays has been produced.


  Peter Pan is a contradiction. He was born over a hundred years ago and yet he is the boy that will never grow up. He has become mythical and yet real to children and adults alike. He is an undeniably intrinsic aspect of classic English literature and part of the national psyche of Britain yet he has also been neglected – familiarity breeds content may be one such reason, another is the way in which his story is both for adults and children. When Peter was Disney-fied he became very much a character for children, which has meant that all the literary value of the text was eroded in the minds of the harshest of critics. Yet the literary value is considerable and has much to offer adults.


  The essays in this collection attempt to offer a three-fold approach to Peter Pan. They consider his myth, status as a cultural icon and literary character. It may be that this level of literary consideration and investigation is too deep for many but for those interested in the development of children’s literature and the role played by the every youthful Peter and his companions this is a seminal study with profound significance.


  How was Peter created? asks Ronald D. S. Jack in his opening essay. He considers the textual origins of the story and the way in which Barrie experimented with myth and creation stories. There is not any one answer to his question but a fascinating study opening part 1 of the book – London. The book has been divided not by discipline or rigid themes but rather by images from the story that metaphorically point to the reflections of the essayists. London is followed by The Shadow; Neverland; The Lost Boys; The Pirate Ship and finally Skull Rock. In total there are seventeen essays contained within the five sections.


  Freud and Oedipus feature in David Rudd’s essay on Never Never Land, with reflections on ideology and a discussion of the limits of desire and its dangers. Psychology continues to be a dominant theme in ‘The True Nature of Captain Hook’ where Alfonso Munoz Corcuera tries to get to the roots of the real character of Captain Hook. The conspiracy of Peter and his mermaids – why is Peter the only person in myth who can approach them with no disastrous consequences? ¬– is discussed and followed by a consideration of Peter as a hybrid: half human, half fairy. Is this his secret regarding his approach to the mermaids? The essays do not provide conclusive answers or proof to the questions that they raise; rather they stimulate thought and will no doubt also stimulate further discussion and scholarship.


  Do not be led into thinking that the scholars accessing this book and material on Peter Pan will be solely those from a literary background or with literary interests. The essay on colonialisation by Pradeep Sharma will encourage historians to use Peter Pan to assess the late Victorian and early Edwardian imperialist mindset and adds a new perspective to approaches to the historical study of culture.


  Peter Pan has endured for over a century, popular with children and adults alike, by turns ignored and applauded by critics. He has always and will likely continue to always be a character we love, whom we would love to emulate, and who embodies our fears of growing up. Through Peter we can vicariously enjoy an ever-lasting childhood. The book is adaptable and yet durable, it is inspiring and comforting. We all use it to build our own stories in our own imaginations. The contributors to this though-provoking and wide-ranging study have done the same. They are keeping the myth alive, requiring scholars and academics to delve further into an investigation of the skill of Barrie and prompting further discussion and debate to ensure that Peter will never grow up.


  Louise Ellis-Barrett is a school librarian, and is current editor of Armadillo, the online magazine of news and reviews of children’s literature.


  


  Children’s Stories and ‘Child-Time’ in the Works of Joseph Cornell and the Transatlantic Avant-Garde


  by Analisa Leppanen-Guerra


  Farnham and Burlington, VT: Ashgate, 2011. 280pp. ISBN: 9781409401568


  Joseph Cornell’s box constructions are fairly well known, but Analisa Leppanen-Guerra has concentrated on his relatively neglected multimedia works. The result is a wonderful volume, profusely illustrated as such a work really needs to be (83 illustrations, plus eight colour plates). The result is a labour of love. For those involved in discussions of the nature of childhood, the work of Joseph Cornell must always hold an allure, his miniature containers capturing what he saw as the quirkiness, wonder and evanescence of the world.


  Leppanen-Guerra’s work will not disappoint. She has suffused herself in Cornell’s life and work, and is also aware of the various influences of his avant-garde colleagues, especially the Surrealists, like André Breton, Max Ernst, Salvador Dali and Marcel Duchamp. But as she makes plain, whereas they were more interested in violent, erotic or political content in order to disrupt the status quo, Cornell was concerned with a more epistemological disruption: to upset an adult, bourgeois way of thinking, especially in its rather limited, rational ordering of existence. For Cornell, childhood provided the key to a more enlightened state of being: one of spirituality and imaginative possibilities with ‘its emphasis on creativity, innocence, and self-actualization’ (p. 3).


  Part of this vision was informed by Cornell’s belief in Christian Science, which ‘equates time, in its conventional sense (i.e. adult time), with “matter”, and therefore “limits”’ (p. 41). Childhood, in contrast, represented a more open, spiritual realm, a state of grace, just as it did for the Romantics, and for Rousseau and Wordsworth in particular. Leppanen-Guerra also points to other autobiographical factors that influenced Cornell in his choice of subject matter; in particular the fact that, after his father died when Joseph was aged 13, he came to live as part of ‘an inseparable trio’ (p. 2) with his mother and younger brother, who suffered from cerebral palsy. As Leppanen-Guerra puts it, ‘Cornell lived in his childhood home with his mother and disabled brother for his entire life, never marrying and never sustaining any significant romantic relationship’ (p. 183).


  Though Cornell held various jobs, such as salesman, for which he was totally unsuited (suffering psychosomatic ailments), in many ways he seems to resemble an adolescent, held back from attaining adulthood (Julia Kristeva’s notion of adolescence as an ‘open psychic structure’ might have been a useful theoretical reference point here, but Leppanen-Guerra does not draw upon it). Hence, argues Leppanen-Guerra, Cornell’s celebration of a time prior to the greyer world of adulthood, a time, that is, when potentialities still quickened. But adolescence is also a time of stasis, as Leppanen-Guerra points out, hence Cornell’s celebration of figures like Sleeping Beauty, who represented what Cornell saw himself doing in his art; that is, he ‘turned inward and froze himself in early adolescence to develop the potentials of the child-mind’ (p. 212). For Cornell, then, characters like the protagonist of this tale, and of Beauty and the Beast, appealed precisely because of their latent, budding sense of becoming. In practice, this means that Cornell’s work always resists closure; in the case of ‘Sleeping Beauty’, for instance, aiming to ‘fixate on the moment of transition, permanently forestalling the resolution of the tale in marriage’ (p. 183).


  It could be argued, of course, that this vision plays right into Jacqueline Rose’s claim that what is at stake in much children’s literature is ‘the adult’s desire for the child’, such that Sleeping Beauty, like Peter Pan, is better not growing up, ‘not because [s]he doesn’t want to, but because someone else prefers that [s]he shouldn’t’ (Rose, 1984, p. 3). While there might be something in this – it is not an issue that the author explores – Leppanen-Guerra does suggest that Cornell was more centrally driven by the child’s representation of that which adult society had lost, to its cost; that is, a more open and imaginative outlook on the world. She productively draws on Deleuze and Guattari’s notion of ‘minor literature’ to explore this sense of becoming. For these two philosophers argued in favour of a form of literature that pre-empted the binary, closed way of thinking that ‘major’ literature encodes. Instead, in minor literature there is an attempt to escape such categorisations through ‘deterritorialisation’, by becoming-child, or, indeed, becoming-woman, becoming-animal: all beings that have been pushed into a ‘minor’, marginalised space within patriarchal society, with its firm and closed delineation of things.


  We certainly see Cornell’s art repeatedly drawn to the potentialities such figures offer, whether it addresses the becoming-woman figure discussed earlier (Sleeping Beauty and Beauty [of the Beast]) or the child figures that also feature, either directly in Cornell’s own works (like Berenice), or in the literary figures of others that feature heavily in his work, like Carroll’s Alice or Antoine de Saint-Exupéry’s Little Prince; or, indeed, in animal figures (drawn from Andersen, Carroll, and elsewhere). All such beings, as Deleuze and Guattari put it, ‘liberate a living and expressive material that speaks for itself and has no need of being put into a form’ (quoted, p. 52).


  Cornell’s artworks, therefore, tend to ‘allow the reader to break out of the traditional linear pattern of narrative by traversing paths which move sideways, rather than always straight ahead, backwards and forwards in time, spiraling in upon themselves, and forging connections between points that jut out and zig-zag’ (p. 58).


  The chapters of Leppanen-Guerra’s study cover a number of Cornell’s works, but all are framed through children’s books which had a profound influence on the resulting artefacts. Thus the book opens with a discussion of Cornell’s reworking of ABC primers, followed by his treatment of Hans Christian Andersen’s works, especially ‘The Little Mermaid’ (who, once again, Cornell celebrates prior to her involvement in any ‘marriage plot’); then Saint-Exupéry’s The Little Prince is the focus for Cornell’s influential work, The Crystal Cage (Portrait of Berenice) (1943). Next Alice in Wonderland is used to focalise Cornell’s Monsieur Phot (Seen through the Stereoscope) (1933), a film scenario that hovers between forms (it is a series of still images never realised in film). In this, we witness a rather stiff, starchy photographer ‘becoming’ child as he moves into more disruptive spaces around Paris. Carroll’s Through the Looking-Glass is the next springboard, which is used to explore Cornell’s Journal d’Agriculture pratique, wherein the artist took an arid tome from 1911 and turned it ‘into a fantastic voyage of discovery’ by using ‘collages, cut-outs, page inserts, altered texts, and even origami’ (p. 143). Things thus morph into other things and, as in Alice, notions of gender, age, size and, indeed, categorisation in general, are confounded.


  For those who are interested in wider conceptualisations of the child, especially in how the child is figured in relation to other arts, this is a worthy contribution. I have only a few reservations. First, some other conceptual frameworks could productively have been drawn upon (aside from Deleuze and Guattari). Some have been mentioned above, but, given the time period covered, Walter Benjamin’s figuration of the child should certainly have been considered, as should Jean-François Lyotard’s conceptualisation of childhood in the light of Benjamin. Second, the book would have benefitted from a more summative conclusion. As it is, the book almost ends with a somewhat inconsequential ‘Conclusion’, only to add an even briefer ‘Postscript’, subtitled ‘Fin du rêve’ (or ‘End of the dream’), referencing part of one of Cornell’s own works. Cornell-like as this ending arguably is, it doesn’t help the coherence of what is, otherwise, a substantial academic study.
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  Constructing Girlhood through the Periodical Press, 1850-1915


  by Kristine Moruzi


  Farnham/Burlington VT: Ashgate, 2012. 244pp. ISBN: 9781409422662


  The complete runs of a total of six publications targeted (for the most part) at what we would now refer to as teenagers and young adult women form the basis of this highly informative, snappily expressed, and carefully constructed study. The potential constraints of the structure which focuses on one periodical per chapter, and one ‘type’ of girl per periodical, (e.g. the religious girl, the healthy girl, the modern girl in the Monthly Packet, Girl’s Own Paper and Girl’s Realm respectively) are overcome by numerous cross-references to other titles. The result is neat, easy to navigate and well-justified by the pressures of the market which – then as now – meant that it was incumbent upon publishers to carve out particular niches and identities for their magazines. Each chapter offers a thorough contextualisation of the periodical in question before moving on to more detailed analysis of key girl-related concerns. Chronological developments within the individual titles and within girl’s publishing as a whole are well charted. Similarly, Moruzi underlines the many multiplicities, tensions and paradoxes apparent both within individual titles (e.g. the desire of Atalanta to promote both education and marriage in a Victorian version of the ongoing ‘having it all’ debate) and across the overall form. It becomes clear that such texts not only reflect contemporary developments but also themselves serve to beat out new paths and create new possibilities. A major contribution of this study is the attention paid to the readers themselves in all this, both the paradoxes and the possibilities. Very much of its time, it stresses the active contributions of the readership via detailed analysis of correspondence and essays. On the other hand, despite being richly illustrated, the study has relatively little to say about illustration and what discussion there is (e.g. pp. 46-50), although interesting, tends to neglect issues of style, aesthetics, and design. There is also regretfully little on surrounding discourses of masculinity, which especially in the discussion of maternity in chapter 6, would have provided useful contextualisation. These are relatively minor points, however, and the study overall presents a deft handling of a broad range of material, providing precious insights into an influential, capacious and often highly conflicted form.
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  Philosophy in Children’s Literature


  ed. Peter R. Costello


  Lanham, Maryland: Lexington Books, 2012. 354pp. ISBN: 9780739184424


  Philosophy in Children’s Literature is a collection of articles that employ philosophy as a method for analysing books for children and that also explore how books can offer children the time and space to consider some of life’s big issues. Many adults underestimate what children can handle, so it is refreshing to read work by scholars who seem convinced that even young children can think and learn about topics such as death or ethics.


  The book is divided into three sections: picture books, chapter books, and multiple avenues of criticism. Strangely, the chapter on picture books does not include any illustrations, and while it might have been expensive or time-consuming to get permissions, it would have contributed to some of the discussions. For example, Kirsten Jacobson looks at Margery Williams’ book The Velveteen Rabbit in order to consider D.W. Winnicott’s concept of ‘transitional objects’. Jacob discusses how the book raises questions about what it means to be real; she argues that it ‘is a story of the need for mutual recognition for the establishment and maintenance of reality’ (p. 16). The discussion of Winnicott connects nicely to Licia Carlson’s chapter on P.D. Eastman’s Are You My Mother? and ideas of separation and otherness. But it does seem a strange lack that neither of these interesting chapters analyses the links between the words and the pictures, especially given how recent work on picture books (such as by Maria Nikolajeva and Carole Scott or by Perry Nodelman) talks about the way images and text tell two different but connected stories. To focus on text to the detriment of the illustrations is to miss at least half the story.


  Some of the essays on books for older readers are arguably more successful. Aaron Allen Schiller and Denise H.B. Schiller analyse Beverly Cleary’s book Ramona the Pest, which for some reason is not well known in the UK, though the authors note that Cleary’s peers include Dr. Seuss and Lewis Carroll and thus they seem to feel she has quite a high status in the world of children’s literature. The Schillers argue that language can reveal a lot about a book, and about the readers, and in Cleary’s case, they feel that the wordplay is centred on the protagonist. This, they claim, suggests that Ramona is aware of power differentials (i.e. the power adults and older children have over younger ones) and that her language usage is in part an attempt to gain access to more power. Perhaps this will influence young readers who may feel disempowered.


  Claire M. Brown discusses whether Pollyanna by Eleanor H. Porter offers children a role model. Brown writes that Pollyanna does indeed have many admirable qualities, but that they are ultimately harmful if not ‘qualified’, as Brown puts it, because she can be too naïve and trusting. Brown says that Pollyanna’s ‘playfulness’ and her game approach to life’s drudgeries and challenges are skills that pay dividends into adulthood’ (pp. 247-8), and that children could learn from her to make games out of things that just must be done.


  The chapters by Ellen Miller and Milena Radeva both look at Shel Silverstein’s The Giving Tree, which has over the years already received feminist and ecological critiques. The two articles do not add too much to the debates except citations from Heidegger and Derrida, but their side-by-side placement does suggest an intriguing idea: perhaps there could be an anthology that explores one children’s book in great detail, with each essay approaching it from a different perspective. Indeed, while many of the articles make some interesting points, overall one could argue that this collection is merely the start of a larger conversation about the intrinsically philosophical aspects within children’s books as well as philosophical approaches to children’s literature.
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  Playing with Picturebooks: Postmodernism and the Postmodernesque


  by Cherie Allan


  Basingstoke and New York: Palgrave Macmillan, 2012. 201pp. ISBN: 9789230319493


  This is another publication in the ‘Critical Approaches to Children’s Literature’ series, edited by the Australian academics, Clare Bradford and Kerry Mallan. Cherie Allan is herself Australian, this volume having grown out of her PhD. However, the book bears hardly any of the (sometimes telltale) signs of its former incarnation. It is a most readable and informed volume, the Introduction (‘Looking Back’) giving any reader new to postmodernism a thorough grounding in what this ragbag term encompasses. As she reviews earlier contributions to the debate, Allan carefully distinguishes the ‘postmodern’ from ‘postmodernism’ and ‘postmodernity’ before coming up with her own coinage, the ‘postmodernesque’, which trades on Bakhtin’s notion of the ‘carnivalesque’. As Allan puts it, ‘postmodernesque picturebooks have emerged from the postmodern tradition and yet exhibit a sufficient shift in direction to warrant a separate designation. These texts draw attention to aspects of postmodernity, including globalisation and its attendant components of mass media and consumerism’ (p. 24). And, as she later declares, they ‘are not so much postmodern picturebooks as picturebooks about postmodernity’ (141), being almost exclusively a twenty-first century phenomenon.


  The bulk of her book involves contrasting examples of the former – the postmodernist picture book, most popular in the 1990s (though she finds traces of this shift as far back as Sendak’s Where the Wild Things Are (1963)) – with the latter, the postmodernesque. Some old favourites are here, like Jon Scieszka and Lane Smith’s The Stinky Cheese Man and Other Fairly Stupid Tales and The True Story of the 3 Little Pigs!, David Wiesner’s The Three Pigs, David Macaulay’s Black and White, Chris Van Allsburg’s Bad Day at Riverbend, Anthony Browne’s Voices in the Park, Emily Gravett’s Wolves and Little Mouse’s …Big Book of Fears, Shaun Tan’s The Lost Thing (her book was perhaps too late to take account of my own reading of Tan’s work, which takes issue with both Allan’s and Debra Dudek’s interpretations), and a number of Lauren Child’s works (e.g. Who’s Afraid of the Big Bad Book?). But there are also other, less well-known, and less picked over picture books that she considers, such as Graeme Base’s The Discovery of Dragons, Raymond Briggs’ The Tin-Pot Foreign General and the Old Iron Woman, Paul Cox’s Il Libro piu corto del mondo (The Shortest Book in the World), Gary Crew and Shaun Tan’s Memorial, Barry Downard’s The Race of the Century, Roland Harvey’s In the City: Our Scrapbook of Souvenirs, Maira Kalman’s Ooh-la-la (Max in Love), Thomas King and William Kent Monkman’s A Coyote Columbus Story, David Megarrity and Jonathon Oxlade’s The Empty City, and Tohby Riddle’s works (The Great Escape from City Zoo, The Singing Hat and Nobody Owns the Moon). And this list is only a selection, too.


  Even if some of these works are not known to the reader – and some were new to me – Allan gives us sufficient background information to make sense of her discussions of them, carefully explaining her terms as she goes. Indeed, the book is organised around the various facets of postmodernism, with chapter titles such as ‘Destabilising Modes of Representation’, ‘Disturbing the Air of Reality’ and ‘Problematising Unity through Ex-centricity and Difference’. Clearly, as we all know, illustrations are a key element in any discussion of picture books, but, as we also know, obtaining permission to use them at a reasonable rate is very difficult; however, Allan is to be commended for managing to include four images in her volume. The only disappointing feature, in fact, is the Index, which as I’ve come to realise in the course of writing this review, is very selective and unreliable. But this is a relatively small matter.


  My other disagreements are nothing to do with the text itself, which is an excellent introduction to the postmodern picture book (and there have recently been a few disappointing volumes examining this area). But I take issue with the whole notion that postmodernist texts, because they stress the constructedness of reality, can thereby destabilise the status quo and (to paraphrase Linda Hutcheon, as Allan does) ‘interrogate dominant discourses of liberal humanism’ any more successfully than realist texts might. As the argument goes, ‘readers of conventional texts often align with particular characters’, whereas a postmodernist perspective ‘actively draws attention to the ontological status of characters’ (p. 76). To my mind, this always neglects the fact that, as most readers are already aware, the ontic status of any character within a book must always be in doubt.


  I use the word ‘ontic’, above, deliberately, because another beef I have lies with the misuse of the word ‘ontological’, though I realise that Allan is only following what is now a common trend. Here, for example is an indicative sentence discussing Lauren Child’s Who’s Afraid of the Big Bad Book? (2003): ‘These intruders come from a range of ontological realities, and bring traces of those ontologies with them which disturb the established ontology …’ (p. 91). Apart from its overuse, and its senseless pluralisation, ‘ontological’ simply loses its specificity. Thus, in the above, Allan surely means, more straightforwardly, ‘a range of realities’, with little to do with that branch of philosophy (hence its singularity) which concerns itself with theories of being and existence (not being-ness itself). However, after Brian McHale’s stress on postmodernism being concerned with the ‘ontological dominant’, I can hardly lay any blame for this misuse at Allan’s feet.


  Quibbles aside (and they really don’t affect the quality of the book at all), this is a volume I’d certainly recommend for any course that deals with the postmodern picture book.


  David Rudd is Professor of Children’s Literature at the University of Bolton.


  


  The ‘Evil Child’ in Literature, Film and Popular Culture


  ed. Karen J. Renner


  London and New York: Routledge, 2013. 191pp. ISBN: 9780415538923


  Karen Renner provides an excellent introduction to this volume, which initially comprised two special issues (vol. 22, 2-3) of the journal LIT: Literature Interpretation Theory. Renner discusses two types of ‘evil’ child in particular, the possessed and the feral, noting how each is a product of a prevailing adult malaise: the former around the family and masculinity, the latter around failures of society in terms of war, pollution, and general adult irresponsibility.


  The essays open with Steffen Hantke’s wittily titled, ‘My Baby Ate the Dingo: The Visual Construction of the Monstrous Infant in Horror Film’. Given the extent to which evil children have appeared in horror films, the relative absence of the monstrous infant is worth consideration (the preposterous Stewie Griffin from Family Guy perhaps making the point). Hantke explores this absence in two classic films, beginning with Roman Polanski’s Rosemary’s Baby (1968), where the titular character is never shown. As Hantke argues, this allows us to focus on the future mother’s psychological feelings about the approaching birth; namely, a ‘loss of individual agency and self-determination’ (p. 34):


  The horror of the film lies not in the sight of a grotesquely anomalous infant body. It lies in this reversal – from having the infant be the adjunct to her own body as its grounding biological and ideological reality, to becoming an adjunct to the infant as her grounding reality, turning her from an autonomous person into ‘the baby’s mother’ (p. 34).


  Larry Cohen’s It’s Alive (1974) is considered next, where, again, it is less the child itself that is the focus of the film than society’s reaction to this abhorrent anomaly.


  Daniel Sullivan and Jeff Greenberg’s essay, ‘Monstrous Children as Harbingers of Mortality: A Psychological Analysis of Doris Lessing’s The Fifth Child’, does what it says on the tin. Greenberg, in particular, has been involved in the development of a theory of human behaviour known as TMT (Terror Management Theory) which, as the authors make much of, has substantial empirical support. TMT argues that ‘fear of personal mortality is a primary motivating force behind human behavior’ (p. 46). Thus Ben, the evil child of Lessing’s novel, demonstrates how ‘the corrupt child’ is ‘a subversion of the use of children to secure symbolic immortality’ (p. 47). Consequently, in TMT terms, the monstrous child rubs adult mortality in grown-ups’ faces. However, the authors of this article themselves seem less secure about the explanatory value of TMT, giving other theoretical approaches houseroom and, in particular, admitting that, in some ways, ‘a Kristevan perspective is better suited than TMT to explain’ Lessing’s novel (p. 62).


  In ‘Spoil the Child: Unsettling Ethics and the Representation of Evil’, William Wandless examines less innately disturbing children than Ben is shown to be. Wandless considers the films Halloween (1978), Joshua (2007), Home Movie (2008) and Orphan (2009), exploring the ways that the children’s evil is accounted for by various aspects of their upbringing, thus alleviating viewers’ concerns about innate evil to some extent. William Wandless’s alliterative name ironically seems to carry over into some of his prose, which occasionally distracts the reader from the sense of what he says: ‘The opening of the film features distilled domestic dysfunction, a cluster of cues that builds causal, catalytic momentum’ (p. 70). But the essay itself is a valuable contribution, noting the way that viewers are let off the hook from feeling for these children, especially so in Orphan, where the evil child turns out to be an adult all along. Home Movie remains the most unsettling example, though, especially as the mother is a child psychiatrist, ironically called ‘Clare’ (albeit the family surname is Poe!). Moreover, for students of children’s literature, more attention is worth paying to the fact that it is a fairy tale about dragons that is seen to be a possible cause of the children’s subsequent, evil behaviour.


  Holly Blackford considers Harry Potter in her contribution, ‘Private Lessons from Dumbledore’s “Chamber of Secrets”: The Riddle of the Evil Child in Harry Potter and the Half-Blood Prince’, arguing that Hogwarts fails Tom Riddle, as he responds positively to the school’s hidden curriculum only later to be accused of being innately evil. Harry, in contrast, despite displaying similar behaviour in many ways, is exonerated – in fact, lauded. Blackford deftly draws on queer theory to argue that Riddle, indeed, represents the love that dare not speak its name, the whole book being ‘a coming-out story that fails’, creating, in Riddle/Voldemort, ‘a very closeted monster’ (p. 102).


  In ‘Terrifying Tots and Hapless Homes: Undoing Modernity in Recent Bollywood Cinema’, Meheli Sen takes some less well-known texts (for most of us, anyway), arguing that the flirtation of Bollywood films with horror exemplifies a negative reaction to India’s half-reluctant engagement with modernity, with globalisation, and that the figure of the child is shown to be the unfortunate victim of such processes. Sen’s work is particularly good in showing the different ideological agendas of her three selected films, not all of which (Phoonk, in particular) are regressive in their depictions of the child.


  What collection of essays on the evil child, though, could be complete without an examination of The Exorcist? Sara Williams fortunately provides this, although she concentrates less on Friedkin’s film than on the original William Peter Blatty novel. In ‘“The Power of Christ Compels You”: Holy Water, Hysteria, and the Oedipal Psychodrama in The Exorcist’, Williams argues that the book plays out the hysterical symptoms of a daughter’s Oedipal desire for her father (although this underlying cause is not probed). However, the film and its critics have preferred to look elsewhere: to focus their attention on a supernatural explanation of events (revolving heads, etc) since ‘the demonic is more permissible than the neurotic’ (p. 145), allowing the ‘patriarchal Christian moral order’ to triumph while hysteria is itself demonised.


  A. Robin Hoffman returns our attention to Rosemary’s Baby, picking up on some similar issues to those raised in Hantke’s essay. Hoffman sets Roman Polanski’s film alongside Ridley Scott’s science fiction shocker of 1979. In ‘How to See the Horror: The Hostile Fetus in Rosemary’s Baby and Alien’, Hoffman situates these films in their historical context, noting that the first in vitro pictures of a foetus preceded Rosemary’s Baby (1968) by three years only. The ’70s then saw huge developments in reproductive technology, alongside considerations of the rights of the foetus and vociferous anti-abortionist lobbying. The result, as Hoffman argues, has been mothers feeling somewhat overshadowed by what she terms a ‘fetal threat’. As she puts it, these films ‘respond to the increasing pressures on women to heed the voice of the foetus and subordinate their own bodies to its demands by recasting the helpless unborn baby as a power-hungry, dangerous, and barely human force biding its time behind a shield of human flesh’ (p. 168).


  In the final essay, the notion of the ‘evil’ child is perhaps stretched to its limit in considering the ‘unruly’ children that Jo Frost (as nominal exorcist/witchfinder general) invariably rehabilitates. Catherine Fowler and Rebecca Kambuta’s essay, ‘Extreme Human Makeovers: Supernanny, the Unruly Child, and Adulthood in Crisis’ shows that, as the last part of their title suggests, it is adulthood that needs reaffirming in order for children to come to know their place. The programmes then demonstrate that, as a result of a fairly straightforward makeover – forget underlying causes, the impact of late capitalism, etc – proper childhood can be redeemed and all live happily thereafter.


  All in all, this is a very useful collection, with the contributors’ impressive knowledge always extending, in exciting ways, beyond the texts themselves to show how the wider social context has inflected the production and consumption of these ‘evil child’ films and novels. I only have two, fairly minor criticisms of the work. First, having originally appeared in journal format, the physical format of the volume is itself rather large and unwieldy; secondly, irrespective of the necessarily disturbing content, there are some stylistic infelicities that might cause unsought grimacing.


  David Rudd is Professor of Children’s Literature at the University of Bolton.


  


  Empire in British Girls’ Literature and Culture: Imperial Girls, 1880-1915


  by Michelle J. Smith


  Basingstoke: Palgrave Macmillan 2011. 224pp. ISBN: 9780230272866


  It is very refreshing and exciting to read a monograph which both builds upon and opens a new area of research in British print culture. Michelle J. Smith’s Empire in British Girls’ Literature and Culture: Imperial Girls, 1880-1915 is a detailed and highly sophisticated consideration of the representation and positioning of girls in fiction for children, magazines, newspaper articles, advertising, school stories for girls and the first Girl Guide Handbook. Smith’s monograph is deservedly the winner of the 2012 European Society for the Study of English’s Book Award for Junior Scholars (Literatures in the English Language). Smith demonstrates and analyses how imperial concerns informed the way in which girls were depicted and constructed as mothers and civilisers in Britain and as colonial settlers, nurses and explorers, on whom the future of the Empire depended. To date previous scholarship, such as that by J.S. Bratton and D.M. Kutzer, which has pursued the importance played by literature for children in British Imperialism, whilst very valuable in itself, has given but mention to the contribution girls were to make to the imperial project. In contrast Smith makes a very convincing case for the importance of the socialisation of girls through their reading so that they became an active component, if not directly in battle, but certainly in all aspects of engagement with the furtherance of British imperialism and the Empire.


  Although the work covers a great deal of material the organisation is clear and gathered together in very helpful cognate sections which both widen the reading and enables a depth of consideration. Structurally the text is satisfying and easy to use. The chapters work as standalone reading whilst developing the overarching discussion of the representation of girls. Furthermore the chapters are very usefully divided into subheadings so this is a text which works as a single read or as reference. This is an exemplary way to organise complex work and a relief to see subheading beings used properly without disruption of the overall argument. It is the kind of work one would recommend to students across all levels as an exemplar of controlling material and argument in addition to the high quality of the content. The written style is clear and straightforward. One of the most difficult things to do is to make the complex seem simple. Smith writes with authority yet maintains an attractive readability. I have emphasised the ‘usefulness’ of this work this far, however it is not simply a gathering together of facts for reference, but a well-informed theorised argument which works in a fruitful interdisciplinary manner. The combination of literary analysis, theory, cultural studies and historical grounding opens up the field of children’s literature demonstrating how interdisciplinary research really is at the centre of the work which many colleagues have developed over the past decades.


  The ‘Introduction: Imperial Girls in British literature and Culture’ returns to familiar and explores the less familiar setting the functionality of girls within the imperial project as preparation for their adult roles. Femininity is not fixed within the domestic for as the work clearly demonstrates girls who moved beyond conventional constructions of the feminine were also celebrated as performing a useful part despite the tensions which arose from such. The exploration of this diversification is carried out across a range of genres, as noted above, demonstrating the depth of social construction throughout print culture. Following chapters very interestingly bring to the attention of scholars the work, for example, of Bessie Marchant (1862-1941) who wrote more than one hundred and fifty adventure books for girls which variously spanned the Empire. Writing somewhat later than G.A. Henty et al who produced imperialist adventure stories for boys, Marchant’s work places girls as active participants in taking on the responsibilities associated with settlement. This section of Smith’s work in particular will be active in the development of transnational studies of the mid-nineteenth to mid-twentieth century in relation to colonisation. There are important links to be made, for instance in the work in Canadian-German studies of children’s literature where Dr Martina Seifert has analysed the active role of German girls in the settlement of Canadian German colonies. The strategies of colonisation can therefore be seen to move beyond national boundaries and are part of common cultural constructions in Western society during the period. A note here is that one might question the emphasis on ‘Britishness’, for the emphasis and influence of ‘Englishness’ is highly noticeable, yet this is also part of the project of Empire which stifled Irish, Welsh and Scots national identity in the effort to produce a singular force and philosophy. Smith’s work could fruitfully stimulate academic response from Irish, Welsh and Scottish perspectives to perhaps release silenced voices.


  In addition to bringing lesser known or forgotten writers such as Marchant to the attention of scholars, Smith also returns to give new readings of very familiar and well-worn texts such as Burnett’s The Secret Garden. Here substance is given to the placing of Burnett’s text within Romanticism, for Smith’s discussion broadens to evidencing the work within the traditions of gardening and a more deeply reasoned relationship with the landscape and culture.


  There is so much richness within this work that such a review as this can only brush upon some of the arguments, my conclusion, therefore, has to be to strongly recommend Smith’s work as a must read and a valuable contribution to academic libraries.


  Jean Webb is Director of the International Forum for Research in Children’s Literature, University of Worcester.


  


  The Hidden Teacher: Ideology and Children’s Reading


  by Peter Hollindale


  Stroud: Thimble Press, 2011. 113pp. ISBN: 9780903355551


  Peter Hollindale’s essay, ‘Ideology and the Children’s Book’, first published in Signal in 1988, reprinted by Thimble Press in 1991 and 1994, and reproduced in Peter Hunt’s Literature for Children: Contemporary Criticism (1992), can scarcely be said to have lacked visibility. It has been quoted in a range of other critical texts, most notably John Stephens’ influential Language and Ideology in Children’s Fiction (1992), as well as being cited in innumerable student essays. So a question which inevitably arises is whether its reappearance as the core of this small collection of Hollindale’s work is justified. How coherent can a book be when it prefaces the 1988 essay by another Signal essay, ‘The Critic and the Child’ (1991) and later offers a third, ‘The Darkening of the Green’, from 1990? As well as introductory material and some paragraphs inserted into the previously published texts, the book includes two new pieces: the application of Hollindale’s critical approach to Nesbit’s The Railiway Children, and an updating of his presentation of his own ideological stance on ecological matters in the perspective of more recent events.


  Answers to the questions postulated above are not entirely clear-cut. Firstly, Hollindale’s views are always worth reading: they are presented both forcefully and clearly and are often challenging. Thus drawing the attention of contemporary readers to the previously published pieces can only be welcomed. The two main new essays certainly amplify the earlier work to advantage: in particular, the critical examen of Nesbit’s still popular classic is illuminating, and will receive more attention below. It would however be more difficult to defend the overall coherence of this slim volume, since the second part bears only a tenuous relationship to the first and has less to say directly about children’s literature: personally I should have welcomed more practical criticism on similar lines to the Nesbit, followed perhaps by an appendix combining the two ‘green’ essays as an instance of how a critic’s revealed ideology may affect that writer’s own reading.


  The first essay (in fact the last published of the three) unifies its discussion of three then recently published books by the overall question as to how far works of criticism can ‘help our understanding of children’s literature and its place and value in the lives of boys and girls’ (p. 27). One of its most interesting sections is the provision of a ‘code of self-interrogation’ by which children’s literature critics may determine the limitations of their own approach to any text or subject. Despite being published after the central essay on ideology, it makes a good preface to it.


  The most notable change in Hollindale’s well-established discussion of his ‘three levels of ideology’ seems to be his new labelling of the (previously unlabelled) third level (after ‘active’ and ‘passive’) as ‘organic’ (p. 42). This term refers to how the ideology of any book is inscribed in the world in which its author lives. In the analysis of Nesbit’s The Railway Children (1905) which follows, Hollindale illustrates all three of his categories, showing for instance how Nesbit’s ‘active ideology of classless generosity and interchange is compromised by her passive ideology of material class difference’ (p. 66). He illustrates his third category by a discussion of the double aspect of the railway, within both the book and the Edwardian period, as both purveyor of domestic happiness and ‘a conveyance to and from a darkening world’ (p. 73). I think it is fair to say that many textual analyses by those who have taken on Hollindale’s original categorisation would have been strengthened had this demonstration of his approach in action been available with his original essay.


  ‘The Darkening of the Green’ was first published in a period when there was far less ecological awareness than exists today. It includes the remarkable encomium of Lucy Boston’s A Stranger at Green Knowe (1961) as ‘perhaps the most outstanding children’s book of modern times’ (p. 87) and ‘[possibly] the greatest of all modern children’s books’ (p. 92), especially because of its ‘imaginative empathy with Hanno [the gorilla] in his jungle childhood’ (p. 87). This perhaps extravagant praise results from the fact that in this book, unlike most writers, Boston succeeds in transcending the limitations of a ‘speciesist’ perspective and thus comes closer to Hollindale’s own ‘dark green’ ideology. At the end of this essay he expresses his hope that children will come to recognise the potentially disastrous outcomes of the way in which humans have treated our planet.


  The concluding additional essay, entitled ‘Hope Against Hope’, acknowledges developments since 1990. Its main contribution to children’s literature criticism is a discussion of Peter Dickinson’s Eva (1988), in which the eponymous heroine’s assumption of a chimpanzee’s body enables the novelist to engage imaginatively with the concept of a future in which humans are extinct but other animals continue to evolve. This kind of exploration, which Hollindale also lauds in Julia Green’s Drawing with Light (2010) and David Almond’s My Name is Mina (2010), presents him with hope that today’s children will be alert to questions about the future of the planet and the human race, and will therefore be ‘determined to improve on the human performance’ (p. 110).


  This book, then, provides a combination of very personal standpoints and excellent and perceptive original analyses. It would be difficult to argue that it is truly coherent, despite its continual reminders of Hollindale’s own sensibility. That there is no index and a complex system of referencing does not make the task of the reader easier. Nevertheless, it certainly includes a number of pieces which deserve reading on their own merits but gain from being linked with others. It is always stimulating and challenging.


  Pat Pinsent is Senior Research Fellow at the University of Roehampton. This review also appeared in IBBYLink.


  


  Young Irelands: Studies in Children’s Literature


  ed. Mary Shine Thompson


  Dublin: Four Courts Press, 2011. 197pp. ISBN: 9781846821417


  This is the fourth in the series of ‘Studies in Children’s Literature’ which derives from the biennial conferences of the Irish Society for the Study of Children’s Literature. The present volume contains some of the contributions to the 2006 Conference, alongside additions which complement its theme. Perhaps to a greater extent than the previous books in the series, this volume has a decidedly Irish preoccupation. Nearly all of its contributors teach or work in Ireland, mainly in Eire; and those that do not, like Emer O’Sullivan and Aedín Clements, have an Irish background.


  The title of the volume, and Thompson’s introduction, cleverly suggest a connection between the young people of Ireland and the stage of maturity of Irish nationhood; and, in the introduction, Thompson asserts that childhood provided nationalist Ireland both with a metaphor of the development of the nation and a means, through various forms of propaganda, including literature and youth organisations, for promoting and embedding nationalist ideals. Her introduction provides a useful brief survey of the importance of the Irish child in both Irish nationalist and British imperialist agendas and the implications of this process in terms of constructing a version of Irish literary culture that was accessible to young people, particularly regarding the relationship of oracy and literacy and the translation or rewriting of Irish folklore and classic literature.


  As might be gathered from Thompson’s introduction, there is an emphasis in the collection on the ideological implications of children’s reading, and it includes Marnie Hay’s history of the publications of the Na Fianna Eirean, the nationalist youth organisation equivalent to the Boy Scouts, in the early years of the twentieth century; and Michael Flanagan’s consideration of the image of Ireland presented by Victor O’Donovan Power’s ‘Tales Told in the Turflight’ in the Christian Brothers’ publication for young people, Our Boys, in the middle years of the twentieth century. Flanagan’s is a wide ranging study which draws in the Irish nationalist school of painters and speculates that the ‘pastoral idealism’ so created on canvas and the page, which accorded with Éamon de Valera’s vision of Ireland, appealed to ‘a rurally-rooted class in exile’, in the cities of Ireland itself, but perhaps more often, on mainland Britain.


  The image of Ireland created for young people in the United States (the other main Irish diaspora) is examined by Aidín Clements through the reception afforded the work of Padraic Colum in the pages of The Horn Book. For Clements, Colum’s most influential contribution to the world of American children’s books was, drawing on his Irish childhood, his understanding of the oral roots of literature and the importance of storytelling.


  The notion of translation or rewriting implicit in the movement of originally oral tales or distinctive forms of speech into written form is examined in another set of contributions. Ciara Ní Bhroin’s history of the retellings of the Táin (the story of Cuchulain), sets them in the context of emerging Irish cultural nationalism at the turn of the twentieth century and concludes, in accord with P.J. Mathews’ more general conclusions about Irish nationalist cultural thinking (Mathews 2003, p. 45; quoted by Ní Bhroin, p. 80), that those who translated the Táin with nationalist intent often replicated in nationalist guise the very colonial thinking which they sought to dislodge.


  Another aspect of the representation of Irish identity is addressed in Emer O’Sullivan’s characteristically lucid and provocative study of how representations of Irish speech patterns and word coinage are treated in German translations of modern Irish children’s books. O’Sullivan’s work is complemented by Coralline Dupuy’s contribution on how the Irishness of Morgan Llywelyn’s novel Cold Places is perceived by a French reader, although, in this instance, what is perceived as Irishness might very well be the reference to Celtic myth and legend which appears in the work of many British fantasy writers.


  A number of other papers in the collection, if they do address in some way what constitutes Irishness, do so only tangentially. Anne Markey’s examination of Wilde’s fairy tales emphasises their eclectic inter-textual and cultural references. Jane O’Hanlon revisits the criticism of the muscular Christianity of C.S. Lewis’s Narnia. Ann Marie Herron traces the influence of James Stephens on Kate Thompson. Sharon Murphy looks at the emphasis on national and imperial citizenship in Maria Edgeworth’s work. Joy Alexander contributes a welcome appraisal of one of the most prominent children’s non-fiction works of the twentieth century: Arthur Mee’s encyclopaedia. Valerie Coghlan looks closely at Joyce’s The Cat of Beaugency and its interpretation through illustration. The greatest space is given to Mary Shine Thompson’s own survey of how Gulliver’s Travels was published for children and received by them and their moral guardians.


  Apart from the intellectual content of the book, Four Courts Press and Thompson should be congratulated for, once more, producing an attractive hardback volume, fully indexed and footnoted (although illustrations would be a welcome, if, I imagine, an expensive addition), that’s a pleasure to read.


  Reference


  P.J. Mathews, Revival, Sinn Fein, the Gaelic League and the Cooperative Movement, Cork: Cork University Press, 2003.


  Clive Barnes has an MA in Children’s Literature from the University of Surrey, Roehampton (now Roehampton University), in which he researched children’s island adventure stories in Britain and the USA in the early twentieth century.
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