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ABSTRACT

The time-stop story emerges in England in 186% #ie publication oAlice’s
Adventures in Wonderlan@ime-stop novels share many qualities with thisites genre, the
time-slip novel. Where time-slip novels focus prithyeon heritage and national identity,
time-stop novels deal with issues of time and gngwip, or more specifically, not growing
up. In this thesis, | focus on examining four authtime-stop works: Lewis Carroll'Alice’s
Adventures in WonderlarehdThrough the Looking-Glasd. M. Barrie'sPeter PanA. A.
Milne’s Winnie-the-PoolandThe House at Pooh Corneand Philippa Pearce™m’s
Midnight Garden These secondary worlds reveal the attitudes aboatand the conflict
between childhood and adulthood of the authors evhated them, as well as how childhood

is culturally constructed at the time the novel watten.
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CHAPTER ONE
INTRODUCTION

After H. G. Wells first published his novelldhe Time Machinen 1895, it would
become the book which scholars most often credieasy the first to explore the
concept of time manipulation in British fiction. iBidystopian masterpiece helped pave
the way for other writers’ use of time travel irthown work both in adult fiction and in
children’s literature. As British literary schol@ess Cosslett observes, Rudyard Kipling's
novelPuck of Pook’s Hil(1906) and E. Nesbhit'Story of the Amuldtlso 1906) were
the first works to use the concept of time trawethie genre of children’s literature (243).
As the genre grew, an appreciation for a periothe¢ in the past also became a
convention of the genre. Linda Hall, a time-slipalar, notes that E. Nesbiflhe House
of Arden(1908) is another early novel to use the form Watld become the time-slip
novel (“House and Garden” 153). In the time-slipige children travel into the past,
usually through the means of some magical object,raturn to their own time, often
without any time having elapsed in their origineggent.

These novels incorporated time travel as a meaadwfation about national
history or heritage. The over-arching attitude dlimoe within these types of novels is
the dismissal of it while the children go aboutaonadventure for the purposes of
learning about something. Time-slip novels ofterpkasized education in some way for
the children as the children educate themselvess|€i continues her discussion of the
time-slip genre, stating that most time-slip stefieature a child who has been displaced
from their home, some form of research being dontné child, a heritage connection to

the past, and several other characteristics (2¥Bj)le these time-slip stories have an
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emphasis on the past, the protagonists of the areryarely attempting to escape from
something in their present.

However, around the same time that these timesghipes were being produced,
another genre of children’s literature emerges:twhefer to as the time-stop novel. In
these works, children are still engaged in magdiealel of some kind (though not
explicitly through time to an earlier time, althduthis is sometimes the case) to a
secondary world. These stories certainly shareteslith the time-slip genre, and
some works could be considered a part of both gehvever, instead of a focus on
national identity and education, these time-stopiest focus specifically more on the
conflict between childhood and the inevitable cleafjadulthood. The child
protagonists are often searching for endless obddlor attempting to delay the onset of
adulthood. The child characters in these storieiitite their desires by traveling to an
alternate world situated separately from the adold. The primary reason for the travel
to this secondary world is its freedom from or sapan from the constraints of linear
time, or adult time. These worlds are imbued wittaliered flow of time as it fits with a
more childlike understanding of time.

This thesis will explore the idea of and manipwlatof time in the secondary
worlds of four British children’s fantasy authorsri the beginning of the first golden
age of children’s literature to after World Warllewis Carroll’'s Wonderland/Looking-
Glass Land fronAlice’s Adventures in Wonderlamehd Through the Looking-Glass.

M. Barrie’s Neverland fronPeter PanA. A. Milne’s Pooh’s Forest froriVinnie-the-

PoohandThe House at Pooh Corneand finally Philippa Pearce’s Midnight Garden



from Tom’s Midnight GardenThese lands of escape all exhibit altered floftinme

which support the child characters’ desire to pagltheir own childhood and avoid the
eventualities of growing up. In addition, althouble reader experiences these worlds
through the perspective of a child character oratdtars, these worlds are created by
adultauthors. Valerie Krips, author ®he Presence of the Past: Memory, Heritage, and
Childhood in Postwar Britaincomments on the connection between childhood and
adults: “childhood and its representations areriately connected to the adult’s sense of
self” (xi). Each world, as it functions as a re@netation of childhood, also speaks to its
author’s attitude about time and growing up, witlcle author having differing influences
for creating this secondary world ranging from agimg for a missed childhood to a
nostalgia for a pre-World War England.

Even though the child characters of these wonldsrabued with their own
motivations, they and the worlds they inhabit drer@ations of adult authors. So these
perceptions of time are not actually the creatibohddren, though that is the supposition
within the fictional narrative. These perceptiofisime areadult reflections of an
idealized view of childhood. At a conference theraeaund the discussion of time in
children’s literature in August 1989, children’stlaor Penelope Lively commented that
“We cannot view childhood in the sense that it wagn we were within it. It seems to
me that you think you remember childhood, but witat're actually remembering is an
experience that is already clouded by the perceptamd assumptions and the prejudices
and the knowledge of life” (67-8). The authors’ mations inform the view of childhood

they create. Each author’'s remembrance of childi®ddferent, which accounts for



some of the differences in their fantasy worlds.il/there is certainly a degree of
selective memory involved when recalling one’s @hdod, the memory of childhood
these adults hold still offers insight into notttieir own lives but the cultural attitude
of their era regarding time and growing up.

The four authors discussed in this thesis share swrtheir motivations for
creating a world in which to escape adult, linéaet Adult, linear time is the concept of
time under which most adults operate. This aduigdr time (also referred to by time
scholars as objective time or sometimes real wmid) is the converse of a childlike
conception of time. For children, while their tinseregulated to some extent by adults,
they have a degree of freedom in how to use thm that adults do not. Adult, linear
time incorporates the idea of living according techedule, having responsibilities, and
the loss of possibility. In essence, adult timariddea of time heavily regulated by
external sources. All of these authors identifieche aspect that was missing from their
adult lives (governed by adult time) and chosertd the solutions for these problems in
the idea of childhood. Lewis Carroll, for instancegated Wonderland as a means to
idealize his encounters with Alice Liddell, thedrg which represented to him the idea of
childhood. While the real life Alice and the fiatial Alice are by no means
interchangeable entities, Carroll's preferenceafod comfort with childhood was
certainly influenced by his encounters with thenygWictorian girl and compounded by
his discomfort for adult life. J. M. Barrie wrote tecreate a childhood he never truly
experienced partially due to the death of his gtbavid. Instead spending his youth

venturing to his own Neverland, Barrie spent mseticonsoling his mother by pretending



5

to be his deceased brother. Barrie also sharedQetholl the idealization of the child
through his relationship with the Llewellyn Davigsildren. Having a much more
appealing childhood than Carroll or Barrie, A. Ailiv created an idealized version of
his own childhood and his son’s childhood, situgtimem in an idealized version of
idyllic England. Milne wrote in response to beingness to World War | and foreseeing
the rift that would appear between him and his ¥@ith motivations closest to Milne,
Philippa Pearce wrote of her own positive childh@etth more of an emphasis on a more
peaceful England. She also offers the hopeful asserthat adults can re-experience the
golden age of childhood through the window of drenabout these secondary worlds.

The entire idea that these secondary worlds appedildren over the adult
world hinges upon the assumption that childrengieectime differently than adults do.
These secondary world representations of childhbecdefore exhibit a more childlike
understanding of time. The child’s understandingroé has been the subject of much
developmental study, the cornerstone of which @ Jiaget'sThe Child’s Conception of
Time,published in 1927. This seminal work in the areatold psychology was
composed as Piaget conducted a number of expesrttenugh interviews with young
children, presenting them with different scenadad then asking questions relating to
the scenario’s sequence of events, its duratiortladhild’s measurement of it, and
simultaneity, which is the understanding that twerdgs can and do occur at once. These
interviews led him to many insightful conclusiohsp of which pertain to the goal of
this thesis. To begin with, he discovered thatdrkih do indeed have a differing

perception of time than adults. Younger childramtéo equate the dimension of time
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with the dimension of space (i.e. the assumptianttire object that traveled further along
a path is the one that took longer) with this cbhemastic disappearing as the child grows
to separate the spatial from the temporal. Atybisng age, children are unable to
separate movement through space from movementghrime. This connection appears
in all the works discussed here, as all the childravel to a separate physical space in
order to accomplish a temporal change, supportiage?s observation of the connection
between spatial change and temporal change in ychitdren.

Piaget’s second observation which pertains to tigest of this thesis is that
children differ from adults in their understandiofgthe idea of age. When presented with
two objects (plants, pictures of people, etc.) witlual age but different size, younger
children will identify the larger object to be tbae that is older. The connection between
size and age is an extension of the connectiondegtihe spatial and the temporal. This
connection between age and size diminishes astliegrows to understand differing
growth rates.

The observation about the way children perceivel@ags to a discussion about
how children view the idea of growing up. Whileghinesis aims to expound upon the
attitudes of both child protagonists and their atgtregarding how they feel about
growing up, this thesis does not intend to arga¢ & children do not want to grow up.
In fact, most children do view growing up as a pesievent that enables them to pursue
careers as firemen, astronauts, and doctors; hawtng positive outlook can begin to
deteriorate as the child goes from being a younid afito being a young adult. As the

child nears adulthood and leaves childhood, thevkedge of the burden of



responsibility and the realization that not evegytecomes what their child-self
envisioned can create a trepidation about leavatgral the freedom and potential of
childhood: a concept most effectively illustratedhe attitudes of Christopher Robin and
Tom Long.

On the opposite end of the spectrum is the wayatalts view childhood. As
adults grow older, there comes an increased lorfgintihe time before”: the time
before work, the time before disappointment, amdtitme before now. For most adults,
the most accessible representation of that tinshildhood. In the same way that younger
children idealize adulthood, adults idealize tlohitdhoods, remembering the freedom
they had while forgetting all the things they dmt get have. Regarding adult longing for
childhood, David Lowenthal, a scholar of percepionthe past and conceptions of time,
asks, “But what are we nostalgic for? Many aspetthildhood seemed at the time sad
or unsavory; even the fortunate had to put up gitdwn-up impaosition,
incomprehension, and tyranny over time, place,evwh . . . . We nostalgize what was
different about childhood, however good or badayrhave been or now seems” (76).
For the adult authors who wrote these works ungdemeénation here, childhood is their
representation of what they wished was differerheir lives. Childhood is not just the
time when they were freer to do what they wishdaldbood is the time the world was
more innocent, safer, and simpler, or at leasgtethsed that way. The idea of childhood
represents more than just the time adults weregoehildhood represents the time when

something was better.
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The other childhood developmental aspect regarttimg which plays a role in
this thesis is the way children perceive the systefitime, more specifically clock time
and calendar time. Diana Paolitto, a developmersathologist, conducted a series of
interviews similar to those done by Piaget to asgehow children understand “clock
time,” which she defines as a basic understandirigeopassing of seconds, minutes, and
hours and also how children understand “calendae,ti defined as the understanding of
any unit of measuring time from a day and beyoret. $iudy, “The Child’s Perception of
Time in Children’s Books,” showed that children ypger than seven have a fluid
understanding of the duration of activities in &diene. When questioned more than
once about the duration of the same activity, Hmeschildren would give vastly
different answers. Paolitto also found that yourgyeidren have trouble recognizing
simultaneity. When asked about the duration ofyaaddhe beach, younger children
would say the day lasted longer for the child, wias active, than for the parents, who
were passive. These findings support Piaget'sexaatisertion that younger children
connect the temporal to the spatial or physic#hat the child attributes more movement
in time to the party who moved further in spacewdweer, Paolitto also discovered that
children around ages seven to eight are first lmginto grasp the idea that time is
relative, that the time at the beach mifgdl different to both parties, but objectively, it is
the same. This assertion underlies the idea bahmredslip and time-stop fiction in that
the children experience a different duration ofetiim their secondary world than the

adults do in their real world.



| chose these four authors’ works for a numbeeatons. As a group, they
represent a span of time across which much sde@alige occurs. Fromlice’s
publication in 1865 to the publication ©dm’s Midnight Gardes in 1958, the world
saw the turn of the century, two World Wars, antteéased industrialization. Just as the
world was going through a period of growth, thisug of novels also goes through a
period of development in the way that they treatittea of time. Looking at the attitudes
towards time and growing up in the stories, thera continuum fromilice to Tom
Moving along this continuum, there are changes@nlé¢vel of awareness that the child
protagonists in the stories have about the workafgsne and growing up.

For example, Alice’s experiences are largely metaiphwith her adventures in
Wonderland and Looking-Glass Land being analogoubkéd way she views adult life but
there are truths in the novels that she does rest grasp. Alice the character is shielded
from the idea of death by Carroll and the knowlettge she will indeed grow up. Even
through all of the absurdity she encounters wiilear secondary worlds, Alice remains
safely able to return to her childhood. From tlaifesy, the progression moves irReter
Panwhere the focus on time shifts slightly. While thetaphors and more abstract
representations of the conflict between childhood adulthood are still present, there is
a much more explicit representation of this cohflis the goal of Neverland is obliquely
stated as avoiding the fate of becoming an aduk. dhildren in this story are at least
aware of growing up in enough complexity to consitie possibility of avoiding it
although they ultimately do ndtvinnie-the-Poohiakes this progression one step further

and portrays a child who has essentially becomedait to his own playthings: in
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essence his children in the sense that they adasions. Christopher Robin is much
more aware of his own growth as evidenced by hsgits to communicate his feelings
to Pooh, despite being unsuccessful. ChristopheirRe right on the cusp of growing up
and leaving the infinite time of Pooh’s Forest it to the linear time of the adult
world, and the story ends with his doing so. Se #ution ends the story, and the reader
is left with the hopeful afterthought that whilerpaps Christopher Robin’s adventure is
over, the perpetuity of childhood remains. Theus@n ofTom’s Midnight Gardeim
this study is done so in order to illustrate thesgrvation of the idea of the childhood
space thaPoohleaves with its reader. Continuing the trend of@ased awareness of
time from text to textTom’s Midnight Gardenleals explicitly with the topic of time and
growing up. Tom engages in conversation throughwaitext that is directly related to
his understanding of these concepts. Where etekés deal with this idea less openly,
Tom’s Midnight Gardemlemonstrates the apex of maturity regarding ttiieé about
time.

The genre of time-stop literature mirrors in it¥elepment the same
development a child goes through as they grow tterstand time. The entire sequence
of novels presented here is analogous to the iflaaloild moving from childhood
towards adulthood. The earlier texts of Carroll &adrie represent the quintessential
eternal boy and girl. Alice and Peter Pan are buthepitome of childhood:
representations of that which the authors wantelair own lives. These stories are
analogous to the young child who is more accepmmgjless informed about the nature of

time. Milne writes these works after the first WlbWar. In the same way this conflict
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forced the world to change, Milne is forced to apathe way he views the world.
Although the violence of World War | is certainlgtrmeant to be of an equal weight to
the common act of growing up, the two experienaestiire common features. With the
violence of World War I, the world was forced tanémnt the idea that wide scale
violence was a possibility. Milne saw the possibithat the childhood which he
experienced might cease to be something futurergeome of children could enjoy.
Winnie-the-PootandThe House at Pooh Cornegpresents the child who has first
grasped the idea that he will grow up and thatightnot be the adventure he previously
believed it to be. Christopher Robin shows uswhik his apprehension about leaving
the safety of Pooh’s Forest. However, ChristophabiR lacks the knowledge to
comprehend exactly what the world of growing ud v like as evidenced by his
convoluted description to Pooh. Years lafemn’s Midnight Gardemill represent the
full growth of the understanding of time and grogvup. Just a¥he Time Machinas
the first English novel to deal with time travéhm’s Midnight Gardems among the first
in children’s literature to talk openly about tim@nipulation. Where earlier novels
dance around the issue of growing Tipm’s Midnight Gardestates explicitly what the
others only hinted at. Tom knows that he is gomgrow up and openly discusses ways
to avoid this, to “duck Time” in a sense. The ba®kublished after the second World
War which forced changes in the attitudes regardimiglhood in an even more
significant way than did World War I. World Warrtiore directly affected the

childhoods of English children with the violencerfr that conflict having a much more
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physical impact on England than World Wafam’s Midnight Gardemepresents the
full maturation and acceptance about the inevitsiof growing up.

Both children and adults create alternate situatighich are not in line with
reality. Children call it pretending; adults cdltiaydreaming. Regardless of what name it
is given, both children and adults pretend for Emieasons. All pretending aims to
create a situation in which some desired effectbmachieved. For these authors, one of
those desired effects is an escape from linear. fiinese stories, along with much of
children’s literature, accomplish the manipulatadiinear time by means of a secondary
world. Simply put, the creation of the secondaryld/allows things to be accomplished
that are not possible in the regular adult world bfiefly distinguish between these
alternative worlds and the more general idea @ingalsy world, what the fantasy realm is
set up against is important. In this thesis, tlses®ndary worlds are separated from the
real world, but there is still a “real” world thexists somewhere outside the bounds of
the alternative world: While the children are inMddand, there is still a London waiting
for them, Alice spends brief narrative momentshim teal world, Christopher Robin
makes references to the world outside the ForedtTam spends his days in the real
world and his nights in the Garden. This devicetiasts with the creation of a true
fantasy secondary world like Tolkien’s Middle-Earivhich while certainly informed in
its creation by aspects of the “real” world, is Bet up as a concurrent alternative to a
real world but is instead presented as the primemyd.

Some of these worlds are the creations of the i@nlch the stories. For example,

Neverland is at least partially formed by the exagans of the children, and Alice’s
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expectations imbue the characters she encountdrseriain traits. Other worlds seem
to predate the arrival of the child protagonistowturney through them. For example,
Pooh’s Forest is implied to exist without ChristepRobin’s presence. However, each
world, while populated by child characters, isl stit adult creation by an adult author.
Children’s literature critic Peter Hunt discusdes differences in the desires of children
and adults for an alternate reality. “It is far mdikely, as we shall see, with fantasists
from Macdonald to Barrie and onwards, that it igladriters who are interested in, or
have a need for such alternatives. And so we nagkitis, to a developing child, this
world not enough? And if it is not, is it becauskilés have closed off its inherent
wonders?” Fantasy and Alternate Worldg. The creation of these worlds, this thesis
maintains, offers insight into both the child ahd adult. The children in these stories
utilize these alternate worlds to escape adult-sepaestrictions: Alice plays at being an
adult, the Lost Boys leave their parents, Chriséogkobin seeks solace from his
education, and Tom circumvents the exile his par@arted upon him. However, the
adult authors of these stories use the worldsmasans to combat larger social forces:
Carroll seeks to protect the idealized child, Bardcreates a childhood stolen, Milne
preserves the idea of childhood, and Pearce heablaak to a different childhood. The
desires of the adult author are informed by théas@ontext in which the story is written
whereas the child concerns are much more localideel time-stop genre presents the
secondary worlds they contain as embodiments &f thet authorial and cultural attitudes
about time and growing up, and this thesis willrakee the features of the secondary

worlds created by these four authors.



14
CHAPTER TWO
FROM PAWN TO QUEEN: TIME AND GROWING UP IDALICE
Lewis Carroll'sAlice’s Adventures in Wonderlar@i865) andrhrough the
Looking Glas€1871) recount Alice’s adventures through two of the ntesbgnizable
magical alternate realms in the entire corpus déidn’s fiction: Wonderland and
Looking-Glass Land. Through extensive adaptatiarsraimaginings, countless children
have followed Alice’s journey through these fantagylds. In addition to their
overwhelming popularity, Carroll’s original Wondand and Looking-Glass Land both
exhibit altered flows of linear time as well as hijis of the time-stop story. Wonderland
is a fantasy realm ruled by the Queen of Heartgavtime does not move at all. Carroll,
through the creative power of Alice’s dreaming,ates Wonderland as a means for Alice
to preserve the safety of her childhood while siestjons and experiments with the
unfamiliar adult world that Wonderland represefisice time is virtually suspended
while Alice is in Wonderland, she instead substisuthe concept of size in the place of
age/time which is indicated by her constant slfiser own size as well as the relative
size of things around her. This constant shiftize sepresents her shifting back and forth
between a child state (being smaller than thosemartver) and an adult state (being as
large as, or larger than, those around her), asngi@phorically “tries on” what it means
to be an adult in a confusing world. Her experismo@ving back and forth between
child and adult in Wonderland ultimately end witr Isafe return to her idyllic

childhood, which emphasizes that her childhoodisyet lost although her sister alludes

L All textual citations of the Alice stories come from the 1992 Norton Critical Edition unless otherwise
noted.
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to its eventual loss in the story’s final pages.i/Wonderland’s time is only suspended,
Looking-Glass Land'’s flow of time is so stuntedtthiactually begins to move
backwards in certain places. The backward moveindidates Carroll's awareness that
Alice is inevitably approaching adulthood, and LogkGlass Land is the manifestation
of Alice’s ultimately unsuccessful avoidance of thevitable passage of time. Both
Wonderland and Looking-Glass Land are manifestatairCarroll’s interpretation of
how Alice imagines her transition from childhoodoimdulthood, and the two fictional
worlds’ altered flows of time serve to complemédrg attempts at the preservation of the
idealized Alice’s childhood.

Lewis Carroll, the pen name of Charles Lutwidge §smh, originally created
Wonderland as an entertaining story for the Liddkildren. He and the Liddell family
grew close (before eventually becoming estranget),Wonderland was conceived on a
day trip to Godstow with three of the Liddell girisfter drafting the tale into a partially
complete manuscript entitle&lice’s Adventures Under Groumhich he presented to
Alice Liddell, the child upon whom the characterAdice is popularly thought to be
based, Dodgson let fellow writer George McDonaktréhe story, and McDonald urged
Dodgson to take his work furtheklice’'s Adventures in Wonderlaneas published in
1865 with a sequel;hrough the Looking-Glasarriving in late 1871. When comparing
the settings of the two works, it is clear that Werland possesses a freedom and an air
of more open-ended possibilities whereas Lookings&Land has a darker, more somber

inevitability to its eventual end.
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Wonderland differs from fantasy realms that wadhte after it in this thesis in that
Alice spends very little time there. Alice’s advergs are continuous and not demarcated
by sleep, whereas the adventures of the Darlingrem, Christopher Robin, and Tom
Long all take place over at least more than oneiagult time. The secondary world
does not occupy a truly real physical space, asgheer discovers when the book ends
with Alice awakening from a dream. In essence, Volathd represents the vision of
adulthood from the viewpoint of a child. Alice’sgton as fictive creator of this world,
through the power of her dreaming, endows the astamd attitudes of characters within
Wonderland with elements of how Alice imagines &lahd adulthood to be.
Wonderland is a creation of the fictional Alice wihishe uses to help facilitate her
experimentation and understanding of what is tarbadult. Alice’s fantasy world is
constructed unconsciously as she sleeps and dr&aswmause Alice’s intention is to
experiment with the conventions of being an adwjthecessity the flow of time in
Wonderland is halted. This altered flow of timenisat allows Alice to play at being an
adult: taking part in their conversations, toyinghatheir conventions, and so on. Rather
than actually changing her age from child to adirile there, Alice’s size constantly
fluctuates as a representation of her emotionatitian between child and adult.

Alice’s initial descent into Wonderland is furtr@ridence of the frozen nature of
time that exists there, and the stagnation thatdtlerepresents is easily explained from a
physics point of view given Carroll’s familiarityithh mathematics. A falling object’s
speed is affected by two forces: its initial vetg@nd its acceleration. The formula for

calculating an object’s acceleration involves dalae for change over time. Now if time
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in Wonderland ishot changingthen Alice’s speed as she falls is alebd changing Thus
this explains why Alice is able to “f[a]ll very skdy” (Carroll 8) in her initial descent
into Wonderland. Alice’s worlds’ passage of time,cammented on by Maria Nikolajeva
in her bookFrom Mythic to Linear: Time in Children’s Literatgrconforms most closely
to the “most common temporal pattern in fantastypoluced and vastly commented on
by Edith Nesbit . . . that the primary time, thelh@hronological time, stands still while
the child protagonists are away in a magical realmi (90). Alice returns from her
adventures to the almost exact moment that shanefresumes her childhood, ending
her experimentation in Wonderland.

Looking-Glass Land, while similar to Wonderlandverious respects, differs in
ways which illuminate areas where Alice has grovaser to adulthood since the end of
her last adventure. For example, Alice demonstrai@® agency in the way she enters
Looking-Glass Land as opposed to the way she ehWenderland. Her decision to
move into Looking-Glass Land through the permeatikd of the mirror is more
conscious than is her decision to enter Wonderldaohonstrating growth towards the
autonomy of adulthood. Her social position has alsfied as she begins this story; she
is not lazily sitting by the river but situatedtine drawing room of her home, a space
firmly within the domestic feminine sphere she @aibd to inhabit in her adult life. This
same sentiment is mirrored (pun intended) in LogkBiass Land’s chess board
structure: gone is the aimless freedom with whitice®wandered through Wonderland.
Instead, Alice, as a pawn, can inevitably only mimvene direction: forward. In

Looking-Glass Land, not only is time stopped, Hsba&ause and effect is often inverted,
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giving the impression that time is actually movlerckwards. The overall feeling of
inevitability to Looking-Glass Land despite theeadtd flow of time is demonstrated by
Alice’s continual forward motion on the chess bodrde story functions as an
illustration of Alice’s process of growing up froapawn (a child) into a queen (an
adult), and after she finds being a queen not @asrshgined it, “’I ca’'n’t stand this any
longer!’ [Alice] cried” (204), she returns to thafety of childhood again, playing at
being a mother to two kittens. Alice enjoys playatdeing a mother more than she
enjoys actually being a queen. Carroll seems tionipéying that playing at being an adult
in the real world is safer and more enjoyable tieéthan actually being an adult in
Looking-Glass Land.

The conflict between the competing concepts dilbleiod and adulthood is
central to the understanding of Alice’s adventungsoth fictional worlds. Carroll wrote
the books as fictional representations of a fiadlaniddle-class Victorian girl’s
exploration of her own boundaries and as a waxpfessing his own feelings on the
idea of growing up. Because the book focuses tegae# on childhood, the alteration of
the linear time frame is essential in order to gres (if only temporarily) Alice’s
childhood as she clashes with the representatiovrhat she views adulthood to be like.
Wonderland even begins with an illustration of toaflict in that Carroll gives us the
contrasting images of Alice, idyllically contemptad the merits of making a daisy chain,
versus the image of her sister, engaged in a tkeg Aerself deems to be pointless.
When faced with this image of what she eventuallybecome, Alice retreats away

from the image of her future and follows the WiR&bbit down into Wonderland, a
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place in which time is temporarily suspended altgywhlice to safely experiment with
adulthood.

When Alice arrives in Wonderland, her first endeaaware to get to “the garden”
that she can glimpse through the small door. Rayhdoames identifies the garden in
literature as representative of “a time in evedividual's life” (214). In Alice’s case, the
garden represents her childhood whereas the diivkalyas the contrasting
representation of adulthood. We see Alice’s pursiihe garden again in Looking-Glass.
Alice leaves the house and tries to make off tow#neé garden to see it better. However
the path keeps her away from the garden and keegpsrg her back towards the house.
Alice cries out against the house which she pefigsnis conspiring against her. “’I'm
not going in again yet. | know | should have to ebugh the Looking-glass again—
back into the old room—and there’d be an end tonglladventures™ (120). Alice knows
that to go back into the real world will mean that adventures in childhood are doomed
to come to an end. The symbol of female domestigitize form of the house
continuously interferes in Alice’s pursuit of thieildhood symbol of the garden. Alice’s
struggle to reach this garden involves frequenhgka in her size which in the absence
of time in Wonderland is equated with age.

The connection between age and size is sometbmiymed in the vocabulary of
children and the aging process. Older siblingdaseribed by younger ones as being
“bigger.” The process of becoming older is everemefd to as “growing up.” This is a
connection supported by Piaget’s identificationhe&f connection between the spatial and

the temporal in children’s perception. So when &lgats and drinks her way through
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multiple sizes, she is trying to settle on an agectvallows her to do what she wants to
do (reach the garden). She knows she gets thrinegticor by becoming smaller
(younger) and by drinking of the liquid (which mrfunately not poison). However, once
she becomes small (young), she lacks the meaesth the garden. She eats to become
larger (older) but now will no longer fit throughet door. Her back and forth changes in
size (repeated throughout the text) demonstrateAliinternal conflict between being a
child and able to achieve that idyllic existenag] &eing an adult and actually having the
means to recognize that idea as something thadrithyereserving. Later, Alice drinks
from a different bottle and grows so much that stin@ins against the confines of the
house she is inside. Feeling the pressure of theedtic space around her, she wishes
that “I hope | sha’'n’t grow anymore” (28) but Cdtqarovides the reader with the
reminder that Alice is doomed to grow up. “AlasiMas too late to wish that!” (28).

Another example of the conflict between childheod adulthood and the
connection of size and age occurSNonderlandduring the chapter in which Alice
converses with the Caterpillar. Alice’s conversatwath the Caterpillar is, on its surface,
circular and confusing. However, the conversat®also a summation of Alice’s feelings
about the process and experience of growing up.ighnestioned about who she is by
the Caterpillar, Alice responds timidly with statemts about being confused and how it
has been disorienting being different sizes inadae Alice has experienced what it feels
like to be an adult and found it unsettling. Shentdescribes the process of growing up
as she envisions it for the Caterpillar. “Wellrpaps you haven't found it so yet,’ said

Alice, ‘but when you have to turn into a chrysaliged will someday you know—and
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then after that into a butterfly, | should thinkwjibfeel it a little queer, wo’'n’t you?"”
(36). Alice seeks solace in the idea that othepfgeare uncomfortable with the idea of
growing up which is symbolized by the changing simeWonderland and Looking-Glass
Land’s altered time flow. Unfortunately, she fintsne in the Caterpillar’s terse answer
of “Not a bit” (36).

When Alice’s dual nature of child and adult motes close to adult, Alice’s own
mind forces her to retreat back into the real waalgoint supported by the endings of
each story. During the chaotic court room scerteeaend ofWonderland Alice grows
rapidly as she gets more and more weary of theamsnsal nature of the proceedings. As
Alice grows larger and larger in this final scen@Vonderland, she grows more and
more confident and authoritative in her understagdind lack of complacency with the
events unfolding in front of her. “She had grownage in the last few minutes that she
wasn’t a bit afraid of interrupting him” (95). Hsize instills her with confidence to
actually acknowledge the absurdity and confusianhss been feeling the whole time
she is in Wonderland. With size substituted for, @dee quickly approaches adulthood.
When this occurs, she almost immediately leavesd&dand for the temporary but real
safety of her real life childhood. The same seqaeri@vents occurs at the end of
Looking-GlassAlice has been more or less dealing with the atiguof the situation
while in Looking-Glass Land; however, when Alicenag# longer stomach the absurdity
of the conversations with the Queens, she findsthigaRed Queen has “suddenly
dwindled down to the size of a little doll” (204Mhen Alice utilizes her newfound size

to physically assault the now diminutive Red Qudbka,action returns her to the real
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world. Alice’s experiments with adulthood end wiste rebels against the vision of
adulthood she has created.

When Alice is not rejecting the idea of adulthobe fiad created for herself, her
duality of character helps her to work throughatitons. Alice’s duality as a character
involves her attempting to be both child and adutich is only possible with
Wonderland and Looking-Glass Land’s lack of lintsare, and this duality is illustrated
many times throughout the stories Alice’s Adventures in Wonderlanthe narrator tells
the reader that “this curious child was very fofg@tending to be two people” (12).
These two people are often her adult persona ailisgif, and this internal conflict
between childhood and adulthood voices itself tghoher very speech. Also in
Wonderlandthe reader sees her acting out this duality @jindwer speech when she finds
herself trapped in White Rabbit’s house. While pegbin the house, Alice talks through
the series of events to herself, playing both sadéke conversation, simultaneously
celebrating and lamenting the possibility of renagrthe same age forever; in essence
she looks at things from a child perspective anddnit perspective. The adult part of
her recognizes the benefits of not growing up wthikechild part of her bemoans having
to be in school forever, not recognizing that agstion to be likely false.

Alice demonstrates throughout both works that shbe fictive creator of both
Wonderland and Looking-Glass Land. She considersviy that things ought to be and
so they are because these worlds are her constmafithow she imagines adulthood to
be. For example, in the Pool of Tearg\irce’s Adventures in Wonderlandlice muses

about the Mouse, thinking that “I should think véikely it can talk” (18) after which it
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does. The same order of events occutsoioking-Glassvhen Alice enters The Garden
of Live Flowers. Alice exclaims, ‘Wishyou could talk!” (120) after which the Tiger-
Lily immediately speaks. She gives the charactétbase worlds traits that she desires
them to have in the same way she influences eadd's/flow of time. Since Alice is the
fictive force of creation responsible for both @y worlds, their flow of time is altered
to suit her needs. The only time that doubt is opsh the authorship of the fantasy
realm occurs ih.ooking-Glassvhen Alice encounters the Tweedles.

The question of whether or not Alice is the creatolcooking-Glass Land
introduces the idea of the shared dream, the tbgaAlice and another person are both
dreaming of the same place, creating the worldmadém. Tweedledee and Tweedledum,
in addition to be being characters that illusttheduality and conflict of Alice being
two people (child/adult), cast doubt on Alice bethg creator of the space. The stories
show Alice dreaming up this world filled with adglaracters as she envisions adults to
be. The Tweedles hypothesize that Alice is meralgaaacter in the Red King’s dream,
making him an adult dreaming up child charactereréfore he would be creating a
world through which a child journeys as he rememlotildhood to be. This mirrors the
process that Carroll himself is undergoing as leaters a fictional version of Alice and
imbues her created world with traits that he ewvisishe would do herself. Alice and
Carroll share the dream of Alice’s adventures gsumg child because of Carroll's
nostalgia for the connection that he shared wiiheAl Alice defends herself against the
accusation, but her defense lacks conviction. ¢ars/ersation introduces the idea of the

shared dream between child and adult, an idead¢bppears later in Philippa Pearce’s
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Tom’s Midnight GardenAlice’s dream creation of Wonderland and Lookiagass Land
is a mechanism for Alice to experiment with theaidé being an adult; it almost akin to a
form of time travel which allows Alice to move seassly between the two experiences
of being a child and adult in an effort to avoié thitimate end of the process of growing
up which is death.

The submission of the child to linear time mearad the child will eventually
grow up, and the end result of growing up in atlaie will ultimately be death. At the
Hatter’'s time-locked tea party, the party goerda&xphe system by which they partake
of their tea time, which is a time in which the ch@ers shield Alice from death. The
party guests continue to move around the tablecincée as things get eaten. When Alice
guestions what happens when they get around toei@ning again, The March Hare
quickly changes the subject. What Alice views a&sliginning is also the end, which in
the concept of growing up, is death. A similar giton occurs when Alice questions what
happens at the end of the Mock Turtle’s definitddiis schooling. She is interrupted by
the Gryphon who changes the subject. Since Wonttkdad Looking-Glass Land are
the fictive Alice’s own creation, these charactmes extensions of Alice’s mind trying to
shield her from the idea of death.

Although Alice is shielded from direct knowledged#ath, both of Alice’s stories
contain references to death as the end resultssimgfrom childhood to adulthood. For
instance, upon Alice’s exit from Wonderland shanmediately confronted by an image
of death as a result of the passage of time. “Glfound herself lying on the bank, with

her head in the lap of her sister, who was genthgling away some dead leaves that had
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fluttered down from the trees upon her face” (%8hile her fantasy creations shield her
from the idea of death, the image of death is itts¢ thing the reader gets when Alice
returns to the adult world. While Alice runs baokiier home, her sister remains behind.
While Alice never suspects the true nature of gngwip, her sister is much more adult in
her concept of time. The slow (static) pace of tim#&/onderland, Alice’s creation,
sharply contrasts with the passage of time in thelraf Alice’s sister at the end of the
story in which Alice grows from child to adult ihg span of a couple of paragraphs even
though Alice had not aged a day for the past eleWxpters. Alice’s sister, older and
closer to adulthood, has a much more developedrstaaeling of time which quickly
propels Alice from childhood to adulthood. She egses a nostalgia regarding
childhood but knows that Alice will eventually grayp. She keeps this observation to
herself, which is exactly what the characters ofndérland and Looking-Glass Land do
to shield Alice from the idea of death.

Not all characters shield Alice from death, howeW® the conversation between
the Gnat and Alice ihooking-Glassthe Gnat points out to her the Bread-and-butyer-f
and the fact that it lives on “weak tea with creant” (134). When Alice asks about
what would happen if the creature could not fing amch food, the Gnat very bluntly
tells her “[t]hen it would die, of course” (134)ftar Alice points out that this must
happen often, the Gnat replies, “It always happ€b34). While on its surface, this
comment is a nonsense observation about the naittine wildlife of Looking-Glass
Land, the comment is also an illustration of thebbem that Alice faces. While her

adventures to these fantasy worlds are efforts¢apme the constraints of linear time, she
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will ultimately be unsuccessful because death abdappens. Alice’s conversation with
Humpty Dumpty indicates a change in her way ofkimg regarding death and growing
up. After they discuss Alice’s age, Humpty Dumpiyrs to muse on how if she had
asked his advice, he would have encouraged héedaoé€ off at seven.” Alice responds
indignantly that “one ca’n’t help growing older’§2). Humpty Dumpty then responds
with the very morbid commentary that while one parsan’t help growing oldetywo
can. “With proper assistance, you might have I#fabseven” (162). The not-so-subtle
implication here is of course murder and death boef part which would technically
leave her at age seven. Alice has already, basééroown dialogue here, recognized
that she cannot delay her own growth into adulthaod it is only here in Looking-Glass
Land that her age/state of mind is affected attab.also Alice by this time, instead of
another character, who abruptly shifts her awamftbe topic of death. After questioning
the presence of the plum cake left behind by tloa land the Unicorn, Alice decides that
she is tired of feeling like she might be part @ihgone else’s dream. She complains that
she “has a great mind to go wake [the Red King], see what happens” (179). Although
she is taking control of the situation, she stiled not understand the full implications of
what would actually occur if she was part of thelRéng’s dream and he were to wake
up, although she does appear prepared to facetiseguences. In this instance, her
thought process is interrupted by the charactechviepresents Carroll himself: The
White Knight.

The comparison between Carroll and the White Knigleiasy to make when

looking at their motivations. The White Knight eetforce that escorts Alice through her
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transition from being a pawn (child) into beinguegn (adult). Carroll, as the author and
co-creator of Alice’s dream worlds, alone has thevgr to do so. Beneath his outward
appearance of clumsiness, the White Knight's oVeiexheanor is that of sadness,
sadness at having to see Alice off into this neasglof her life. He cannot follow her
any longer because, as he puts it, “That’'s theoémay move” (181). He sees her through
the seventh Square and turns back when they agptbadorder between Alice’s life as
a pawn and Alice’s life as a Queen. This transiparallels Alice’s transition from child
to adult and the fact that Carroll’s friendship eanfollow her into adulthood. Carroll
knows this truth by the time this story was writtas the real life Alice has already
grown up beyond his companionship, and the endeo¥White Knight and the fictional
Alice’s friendship is the metaphorical “death” o&x@oll’'s connection to childhood.

Both of Alice’s adventures contain a number ofcspereferences to time and
imagery of time, particularly clock imagery. Thelumsion of clocks in particular in the
two stories is made more interesting considerirgaitered nature of time and the
functionality of the clocksAlice’s Adventures in Wonderlarniakats the reader to both
clocks and clock imagery. Alice’s motivation tostienter Wonderland begins with a
clock. Alice follows the White Rabbit with a pock&atch down the rabbit-hole into
Wonderland. It is not the appearance of a talkadapit which initially strikes her interest
but rather that the rabbit has a watch (Carrollf8ge White Rabbit's obsession with the
watch (time) embodies the adult attitude of keepong schedule, which runs very
counter to how we see Alice in the beginning ofstay, lazily laying on the grassy

bank drifting off to sleep instead of participatimgeducational enrichment as her sister
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does by reading. The Mad Hatter’s watch also repssan adult sense of time. The Mad
Hatter holds a unique position in that he is awhat time is frozen in Wonderland (he
does take blame in his recounting of the story} thllowing him to have a watch that
tells not the time but the day (Carroll 56). Theatais wrong by two days, as it is in fact
Alice’s birthday. Since time in Wonderland is lodkat tea-time though, the days do not
have quite as much significance if they have argtflaHowever, there is further
significance to be found at the tea party and thecture of the books. The structure of
booksthemselves supports further clock imagelyce’s Adventures in Wonderlarahd
Through the Looking-Glassach have twelve chapters which Alice moves thndogend
up right back where she started, just as a cloels @3 it marks the passing of a day.
Alice enters Wonderland and Looking-Glass Land gpehds an undetermined amount
of time in each only to return to the same momenthich she left. IWonderland she
awakens still on the riverbank that she fell aslee@nd inLooking-Glassshe awakens
once again in the company of her kittens. No disbée amount of time has passed in
her real world while she is in her respective dre@mnds. The participants at the tea
party shift seats around the table just like thevimgphands of a clock. Despite the
imagery of clocks, Alice’s comments about normagér time are not taken well. When
Alice attempts to define the standard method ofsueag a day, her life is threatened by
the Duchess. “Just think what work it would makighwthe day and night! You see the
earth take twenty-four hours to turn round on ¥isa-'; ‘Talking of axes,” said the

Duchess, ‘chop off her head!” (48). Alice’s attetmpo reinstate a normal (adult) sense
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of time are met with hostility. Linear time is as&ded with violence in this manner, and
Alice is being pushed towards remaining in the tyad& childhood.

Alice’s story ends with unanswered questions abimeitrue nature of Alice’s
shared dream, leaving the final answer up to thdee The worlds of Wonderland and
Looking-Glass Land are gone for now as the finamall but confirms Alice has indeed
grown up, and, now subject to linear time, sherhased on. The poem itself, with its
imagery of changing seasons, gives the readentpeession that Carroll has finally
accepted the fact that Alice is no longer the chiltlis story but rather a nearly grown
woman. The story does not end on an entirely séel Despite the fact that Alice’s
fantasy does not effectively preserve her childhimoever as Carroll might want, the
reader is afforded a degree of hope in the ideaftihare children will one day occupy
their own Wonderlands as they are left with thegmaf a grown Alice telling stories to
a new generation of children. Wonderland and Logkilass Land’s endowment with a
wishful childlike sense of infinite time creates@mbodiment of the wonderfully idyllic

childhood that Carroll envisioned and idealized.
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CHAPTER THREE
THE GREAT ADVENTURE:
THE SUSPENSION OF TIME AND RESPONSIBILITY IN NEVERND

The Neverland of J.M. BarrieReter Panshares much with Wonderland and
Looking-Glass Land of Lewis CarrollAlice’s Adventures in Wonderlamehd Through
the Looking-Glas# regard to the reasons for their initial creatiBoth authors’
secondary worlds were originally conceived as acoaf entertainment for those
children in the authors’ lives who comprised tharists’ first audiences. Barrie met the
Llewellyn Davies children during an outing to theanby Kensington Gardens from his
London home in the 1890s and quickly formed a tigdmp with them and their parents
that lasted the rest of their lives. With the hefiphe young boys during a summer
vacation in 1901, Barrie began a series of imagiagjames that would eventually create
Peter Pan and Neverland.

Neverland (also referred to as Never-Never Lanehity iterations of Barrie’s
work) is the magical realm to which Peter Pan ess&@s an infant and lives in so that he
may remain a young boy forever. Set up as a faatatind adventure, Neverland is the
paramount example of any Edwardian boy’s dreamradve. Children’s literature
scholar Alison Lurie refers to Neverland as “a negdbf incongruous fantasy settings —
the mermaids’ lagoon, the forest full of wolves dndians, the pirate ship” (126).
Neverland is composed of these archetypes of &uilthsy in order to suit the wishes of
the children, each element speaking to differepéeets of childhood play: the sensual

mystery of the mermaids, the wild unfamiliaritytbe wolves and Indians, the danger
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and adventure of pirates, etc. Neverland’s geoggedpiiout facilitates the adventures of
Peter Pan and the Lost Boys in the same mannaetbléverland’s altered flow of time
facilitates their ability to not grow up. In order demonstrate how the altered flow of
time of Neverland affects the character®efer Panthis chapter will take a more
detailed look at the characters of Peter Pan,tdr@a child unaccepting of time; Wendy,
the child who submits to time; and Captain Jameskithe adult force against which
Peter spends his days battling; as well as theseptations of time presented in the
portrayal of Neverland.

Neverland as a separate physical space coupledts/itieedom from a linear
flow of time epitomizes that attitude of oppositimwvards the consequences of adult
time and growing up. The physical features of Niver serve to reflect the activities of
the children within. Barrie’s authorial descriptiohNeverland gives the reader the
impression that the children are shaping it as #pgyroach it for the first time: “Strange
to say, [the Darling children] all recognized itamice, and until fear fell upon them they
hailed it, not as something long dreamt of and stéast, but as a familiar friend to
whom they were returning home for the holidays”r(iga Peter and Wend$05). As the
children first see the island, they notice thabibtains elements that appeal to all of
them, elements which represent idealized versibtisewr childhood. Readers most
commonly associate Peter Pan with this idea ofgiagb youth. Young boys escape to
Neverland with Peter so that they may also esdapétevitable responsibility of
growing up. Both the play that eventually grew otuithat summer adventure in 1901,

Peter Panand the 1911 novelization of the pl&gter and Wendyontain two distinct
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settings which exemplify these two competing coteeptime: London, the place where
adult concepts of time are imposed upon the yoand,Neverland, the place to which
children escape to remain children indefinitelyisiNeverland’s freedom from the linear
flow of time that enables the adventures of thédcén.

Where Neverland is the space of child-like timendon represents the adult
defined concept of time which threatens Peter Partlze other children. Set up in
contrast to Neverland, the adult-framing realitjLohdon begins the story. While in
London, the Darling children are subject to the doom of adult measured time. The
Darling parents enforce various time-based regiriston their children: Michael is
forced to take a bath at a certain time and to ta&dicine, the adult Darlings attend a
social event designated for Saturdays, and so ¢verMih London, the adults subject the
children to things like bedtime as governed byghssage of time. Michael knows that
the time to bathe and go to bed is coming becadausepproaching six o’clock. Wendy
grows old after returning home to London, duringakiitime Peter does not even
recognize that Time has passed on. While the frgmaality of London follows the
adult-defined, conventional model of time, time sloet obey the typical conventions
whenever our primary child characters enter théafgnworld of Neverland.

It is an important distinction that in Barrie’s N&land, time does pass; however,
it does not pass in the normal “adult” fashion. Ma\ikolajeva defines it as such: “The
adult, measurable time is abolished in the Nevdiléd0). Time doesnovein a sense
although the passage of time does not bring ab®abrmal effects, i.e. the natural

progression from childhood to adulthood. Certatiye does pass in Neverland in the
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sense that there is a cycle of day and night akeaeed by the fact that the children go to
bed at night and wake up in the morning. Accordmmthe play’s initial description of
Neverland, time also affects the seasons, alththehtoo do not adhere to the normal
pattern associated with them: spring, summer, dalli then winter. “It is summer time on
the trees and on the lagoon but winter on the rivaich is not unremarkable on Peter’s
island where all four seasons may pass while yedilling a jug at the well” (Barrie,
Peter Panl323). The seasons exist simultaneously to see/puhposes a child might
want them to. For example, a tree would be morgduwiimb in the summer with its
foliage present, and a lagoon makes for a moresgfgaswim if the temperature is
higher. Conversely, a frozen river (river in winteright represent a different type of
adventure for a child. So although the seasonsads (at the author’'s own admission),
they are not any kind of accurate marker of time ttuthe nature of Peter’s island.

This compression of the seasons pairs itself visghdiffering nature of time
between Neverland and London. Time does not pabe &ame rate in both locations.
While Wendy says that “they stayed away for yeaiBdrrie, Peter Panl340) it is not
immediately clear how much time has passed foDéwting parents in London. The only
indicator of time passing iReter Panis spoken by Mrs. Darling to Nana in the scene in
which the children return to the nursery; she laiméaving to see the dog put out their
(the children’s) night clothes “night after nigl{Barrie, Peter Panl351). In the novel,
Barrie’s narrator’s lamentation about whether drtodet Mrs. Darling know her
children are returning is the only real time margen about the length of the trip: “One

thing | should like to do immensely, and that igel her, in the way authors have, that
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the children are coming back, that indeed they lbglhere on Thursday week” (Barrie,
Peter and Wendg07). While the text does show that enough nighte passed to cause
the Darlings to become distressed about the disappee of their children, there is no
way to accurately ascertain how many have passeulysbased on the text, supporting
Paolitto’s observation about children and the waytunderstand the relativity of time. It
appears that more time passes for the children,ambactive, than does for the parents,
who are passive.

While time may have a cyclical nature in Neverlamdegards to the fact that
Peter seems to play these same types of gamesmy@ver with new Lost Boys and
have new adventures with new “Wendies,” time dagsseem to flow backwards. Peter
and Wendy do not travel backwards in time like abters from a Nesbit story. While the
forward motion of time in Neverland is not like dar time in London, the pirates who
die certainly seem to stay dead. Hook’s hand doéeseturn. Thus, time in Neverland
moves forward but not at any measurable, adult padeondon does. Much like time in
Pooh’s Forest, which will be discussed in the rodepter, Neverland does have a
forward flow of time, but a separate flow of tinagd it does not cause any of the
children within it to age as they would in the natpradult world.

Since dying becomes more difficult in a world whpe®ple do not age, the
concept of “real” death represents an intrusiothefadult time of London into the child
world of Neverland. Even though many adventuresharkin Neverland, and time does
indeed move forward, the children living there mey®@w any older as long as they stay

there. The narrator dfeter and Wendgloes discuss Peter’s tendency to “thin out” the
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number of Lost Boys when they “seem to be growipg(Barrie, Peter and Wend$12)
but “seeming” to grow up does not equate to acigibwing up. Peter may simply grow
tired of his companions and forget them as he aftees with other details. Despite the
fact that they have escaped adult time, Neverlaagents evidence of the Lost Boys’
discomfort with death and growing up. While theldten themselves show no physical
signs of growing older, plants do die of “age,"ea®denced by Curly’s confused remark
that he “thought it was only flowers that die” (Bar Peter Panl328); however, with the
death of flowers comes the implied promise of &tenn of the flowers in the following
spring. Curly readily accepts the fact that floweies because he knows that they will
return again as the seasons change, but Wendyéseapgmeath unnerves him because
the same rules may not apply to “Wendies.” Wendyparent death is even more
unsettling to the Lost Boys given that their leadezternally youthful.

Barrie’s own desire to recapture his lost youth ptates Peter’s creation as the
boy who would never grow up. Peter Pan is firmlyremched in the world of children’s
literature as the quintessential example of thehfauichild. Literary critic Jackie
Wullschlager notes that “[a]lmost a century aftewas written Peter Parremains a
byword for eternal youth” (127). Peter Pan is @élstia representation of Barrie himself,
who was a man at odds with the idea of growingngbtae society of adults. Barrie’s
childhood was permanently marred by the deathblother David when Barrie was six
years old. To ease his mother’s devastation, Bamiald fill in the role of David as
though he still lived. (Birkin 3-5). David’s perpetl youth, preserved through Barrie’s

willingness to indulge his mother after David’s tteglays a part in Peter’s creation.
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Peter Pan accomplishes what Barrie could not. bhdees only Peter Pan who is
able to escape the grasp of adult linear time anthin a child forever, as all the other
children eventually move on from Neverland eittevard death or growing up;
however, Peter's behavior indicates that this de&ts not come without a cost. Peter Pan
is continuously abandoned by those children whoeymv. Barrie biographer Andrew
Birkin observes that “Peter’s character is a dedidcmlance between the mortal and
immortal in his character” (117). Peter Pan schatat editor Peter Hollingdale says of
Peter Pan that “his resistance is also ‘tragic’ishithe tragic boy’, in visible and terrible
immunity from the rhythms of time to which all extdiimself consent” (xxvii). Peter’s
independence from these rhythms of time also affieist ability to recall events which
have occurred in the past according to adult linieae.

Peter's memory is drastically affected by his sapan from adult linear time.
Unwilling to submit to linear time, he forfeits tlability to remember events in a linear
fashion. He frequently forgets names and eventseagn loses focus in the midst of an
activity. A scene fronfPeter and Wendgptly illustrates the speed at which Peter can
forget his thoughts. As Peter and the Darling ebitldare making their way to Neverland,
Peter forgets who the children are in mid-flightroore than one occasion. “Indeed,
sometimes when he returned he did not remember, thigleast not well. Wendy was
sure of it” (Barrie Peter and Wend$04). Wendy, who is more conscious of adult linear
time due to her increased maturity, notices Petegmory loss more than the other
children. Wendy is the most adult-like of the chéid and thus has the firmest grasp of

the passage of time and its effects.
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Peter’s grim trade of youth for memory is an ofieated motif throughout the
whole ofPeter Pan This device reveals itself to be a particulantegral part of the
ending toPeter and Wendgs well. Peter participates in the cycle in whiehcontinually
visits the same nursery in which he first met Weadg subsequently takes each new
generation of daughter to Neverland to be his nrdtirea time until he forgets them.
Barrie elucidates on the nature of the cycle: “WN&rgaret grows up she will have a
daughter, who is to be Peter’s mother in turn; g it will go on, so long as children
are gay and innocent and heartless” (BaRater and Wend226). The ending speaks to
the cyclical nature of time which, while not domiman Neverland, is more present than
adult linear time. Each generation of childrenradtely leaves childhood—and Peter—
behind while Peter remains fixed in childhood.

The ending oPeter and Wendgerves to highlight the exact nature of Peter’s
problem. Yes, Peter is free from the effects aédintime, but this also causes him to be
ignorant of events that occurred in the past. Madebtern states in her article
“Counterclockwise: The Flux of Time in Literaturdiat “[ijn Barrie’s Neverland there is
no necessity for Peter to have a sense of time3)(34e cannot maintain a linear
memory of events past, but in his current circumsta, he does not need to. Peter’'s
shortcomings are only highlighted when he interagtls the characters who are more
closely associated with adult linear time such anly or Captain Hook. Wendy’s
interest in Peter is consistently foiled by hisfusion and inability to recognize her
feelings, and Hook’s disdain for Peter’s youthightighted by Peter’'s seeming

nonchalance. So long as Peter remains in Neverlbaaltered flow of time will
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continue to serve his need for adventure and hed fa a mother figure. He cannot grow
up but is left behind as others do grow up. Evemilyegrows up, but Peter’s ignorance
of time helps to shield him from that fact by legihis concept of time replace Wendy
continuously.

As Peter Pan represents the resistance of youitméo Wendy represents the
acceptance of time and its power to make one gmviouchange from child to adult. The
difference in the characters illustrates a diffeeeim Barrie’s way of thinking. Barrie
himself felt differently about young girls as comgato young boys. While young boys
could grow up slowly, Barrie considered girls toealdy be grown up, and Wendy is
another example of the “unbroken continuum” betwieenale children and female
adults (Hollingdale xxii). Wendy is more grown upah the boys in Neverland. While
Peter uses Neverland’s altered time flow as a wagrain a child forever, Wendy
simply uses it to have more time to continue plgyahbeing an adult.

Wendy embraces certain aspects of adulthood evarchaigd. She knows that her
role in life is likely to be that of a mother, opaovider, and of a wife, and her chosen
play activities are evidence of that knowledge.lidgtale discusses her choice of play in
the book’s introduction: “Wendy’s favoured games initations of a life she can
expect” (xiii). The boys bring Wendy to Neverlamdftlfill the adult role of mother;
given Neverland’s flow of time, having a “real” nmetr cannot be accomplished, so the
boys must create a mother through imagination dad jVhile the boys who escape to
Neverland experience a change in their play a@sjionce Wendy joins them, she

experiences no such change. Before they journdet@rland, young boys are only
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playing at fighting battles with pirates; in Neantl, these dreams are actualized. In
Wendy’s case, her play activities do not changeil®\nder the rules of adult time in
London, Wendy plays at being a mother, pretendirgether own mother. Even after she
escapes to the child time of Neverland, Wendy gldl/s at being a mother. Wendy
brings her concept of adult time with her into Ndasred and continues to go on
pretending. Even given freedom from the boundsarfdon adult time, Wendy is still
unable to shake the compulsion towards mothering.

Where Wendy represents an acceptance of time, Jdowsrepresents the fear
of what Peter might become, what Barrie has becamadult. Not only is Hook the
threatening male adult in Neverland, but Hook soaln intrusion of adult London into
the childlike NeverlandPeter and Wendgstablishes Hook’s connection to the adult real
world through his knowledge of the traditions cb&iCollege, a boy’s public school in
the real world England. The play enhances this ectiwn even further by often having
the same actor play both Mr. Darling and Captaiokid¢iook’s jealousy over Peter’s
exemption from adult time fuels his rage and drivies to hunt Peter relentlessly;
however, Hook is the same as Peter in one regihegtboth are trying to escape time.
For Hook, time is personified in the crocodile whielentlessly pursues him.

In this fantasy realm of Neverland, the threat editth at the hands of time is given
a physically frightening form: the crocodile. Hob&ars the clock ticking from inside the
crocodile. He even comments on how he once heardldck inside the crocodile strike
six (Barrie,Peter Panl325). Six o’clock has been established as the &trwhich

Michael, the youngest Darling, must prepare for. ligadrie builds on the connection
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between going to sleep and dying: Michael’s sledperalded by the chiming of six
o’clock just as Hook’s death is heralded by the safimee makes the comment that
“Some day the clock will run down, and then he8t gou” (Barrie,Peter Panl325).

The degree of ambiguity in this statement presematsy different interpretations. Is the
“clock” to which Smee refers the clock inside tmecodile or Hook’s metaphorical “life
clock?” For that matter, is the “he” to which Snre&ers the crocodile or Peter Pan? The
best interpretation is that Smee’s statement rédeadl of these things at once.

In contrast to Peter Pan as the most complex reptaison of childhood in the
story, the simplest representation of adulthodtiesclock itself. The timepiece
represents the measurement of time, a practicewtas no real use in Neverland as time
does not pass in a normal fashion there. In thifrg setting of London, the play is
begun by the sound of a clock: The cuckoo clodkisty six o’clock is what starts both
the play and Nana into motion. It sets up the fdedhe opening scene of the play that
this place is governed by adult time. While timehis context is the enemy of the
children, Hook also faces his own version of tinseless foe. Michael Egan points out
that “Peter Pan is not Hook’s only enemy. His oihdefatigable foe is Time itself,
emblematically presented in the relentlessly pugarocodile” (51). The clock from the
nursery is contrasted with the only one preseiarerland which happens to be inside
of a crocodile.

The presence of the clock inside the crocodil@mewvhat of a mystery.
Neverland, by its very name, is a land where timesdthot function as it normally does. It

stands to reason that clocks—or any other timegm@cthat matter—have no business or
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purpose in Neverland, as their normal function wiawt do Neverland’s residents any
good since children do not mark time by the harfdsaock but rather by the events of a
day. So where did the clock that the crocodile bwadd come from? Given how
Neverland is free from the constraints of adukeéintime, the crocodile has consumed
more than a literal clock and swallowed the metajphbconcept of Time. This theory
would help to explain why time does not pass in@tkand, as Time itself is now trapped
within the crocodile. The crocodile also represehésthreat of death at the hands of
Time. If time passes normally, the eventual outcavilebe death, which is the same
outcome Hook faces when he is eventually devouyettido crocodile.

Where the crocodile is a physical representatiaimuod and its effects, the
language that the characters use in regards todifeeinsights into how they feel about
child and adult concepts of time. Children’s cornseay time, and for that matter adults’
as well, are evidenced by the language used bgitfezent groups of characters when
making reference to the passing or marking of tiieen looking at the specific words
used which denote a period of time, adults in theysuse more concrete language to
define time as compared to the children who raneky concrete language and rather use
more abstract terms unless relating some adultesginEor example, Nana begins the
play by performing her duties promptly at “six @ck” (Barrie,Peter Panl311); this is
a time that shows up repeatedly not juse@ter Parbut also inAlice in Wonderlands
tea time. While irAlice it represents a time at which a specific eventumcsix o’clock
plays an important role iReter Paras a representation of the “end” of things. While i

London, Michael must go to bed around six, andadigentures for the day are ended.



42
The clock inside the crocodile is heard to striikete herald Hook’s impending death.
Peter, as the poster child for eternal youth, destrates little concern for adult concepts
of time. In a rare example of using adult langualgeut time, Peter defines the amount of
time that Lost Boys must be lost before they ard aeay as “seven days” (Barrieeter
Pan1319). This measured unit of time is the most $igeeference that Peter makes in
the entirety of the play, and he makes this staténvben he is in London, not
Neverland. When in Neverland, Peter has no cormepted of time. It is only when in
the real (adult) world that Peter needs to knowtlaing of time. Mrs. Darling’s limitation
of Wendy in the closing act of the play servesfteatively force Peter to forget Wendy,
as Peter is incapable of maintaining memories avdeng period of adult time. After the
children return to London, Mrs. Darling agreesébWendy visit Peter in Neverland
“once a year for a week...” (BarriBeter Panl355). This explicitly adult-defined
boundary of time impose the adult concept of timé\dendy’s connection to childhood
which is Peter.

While the previous examples are used to illustaa@t concepts, there are some
terms which are used by both adults and childrée. dsage of these terms varies
depending upon the age of the speaker and the pisnebich are being referred to. For
instance, in Act IV of the play when the Lost Bayant to play at dancing, they decide
that it must be Saturday night. Given that adufietihas no real meaning in the world of
the Lost Boys, Saturday functions as the absti@utept of a time in which children
commonly perceive their parents participating inaas social activities outside of the

home. Thus, Saturday’s status as an actual ddyeoféek has no real meaning here
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since adult defined time also has no meaning. Heweaturday represents a distinct
occasion for adults. It is likely the night on wihiadults do not have to concern
themselves with work or the impending threat of kv@o while Saturday is an abstract
concept for the children, it is a concrete timeddults. The Lost Boys place the
responsibility of establishing this concept on Wigrttleir surrogate mother.

Moving from a larger unit of time to a smaller ottee play both begins and ends
with a reference to “two minutes.” This unit of #ns uttered by Michael once, the
youngest character of the story, and in the otigance it is spoken by Hook, one of the
oldest characters. The same words lend themselvasiih an abstract construction of
time and an adult defined ultimatum. When threademi¢h the idea of going to bed at six
o’clock, Michael first denies the legitimacy of diddefined time: “Nana, it isn’t six
o’clock yet” (Barrie,Peter Panl311). Even though the audience has just heard the
cuckoo clock in the nursery strike six, Michaell stoes not accept the fact that it is
indeed six o’clock and begs for “[{jwo minutes mqgokease, one minute more?” (Barrie,
Peter Panl1311). When Michael asks for this extension, hesdwot literally mean two
minutes in the sense of it being one hundred aedtiywseconds in clock time. He views
this as an indeterminate amount of time only agans to stave off the threat of bedtime.
This particular usage contrasts with the usage@phrase “two minutes” by Hook in the
end of Act IV, and it also contrasts in terms ofatvbccurs at the end of those “two”
minutes. When faced with the unrelenting assauReiér Pan, the embodiment of youth,
Hook sets an explosive in the powder magazineettip. Upon his return he proclaims

that, “[ijn two minutes the ship will be blown teeges” (Barrie Peter Panl350). As an
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adult and pirate familiar with these tools of destion, Hook likely literally means two
minutes when he speaks here. His adult status piveshe ability to measure both time
and fuses. Comparing these two countdowns, atti@eMichael’'s countdown is the
end of his adventures for the day. At the end oblocountdown, the same thing occurs
albeit in a much more violent fashion. Given thegste two events bookend the children’s
time in Neverland, Michael enters Neverland witleference to “two minutes” and exits
with one as well. An abstract, childlike usagehs time phrase precedes his entry into
the child fantasy realm, and an adult usage osémee phrase signals his return into the
adult world of London.

Speaking about the abstract nature of childrenfsitien of time, one of the
iconic lines from Peter Pan involves just that. Whsked where he lives, Peter replies,
“Second to the right and straight on till mornih¢Barrie, Peter Panl317). The idea of
“morning,” while representing a defined time of ddges not take into account the
adventurer’s starting time. Thus, Neverland candaehed by morning without regard to
whatever time the journeyer chooses to departestirting location. A child’s concept
of nighttime, and by extension sleep, is illustddbg this mechanism. “Morning,” as an
abstract concept, represents the end of sleefiagrd of dreaming, and the beginning
of a new adventure. This connection between meammeof time and sleeping is
supported by other terms the childrerPieter Panuse to define time. Other periods of
time such as “after the night-lights are lit” (131@efore | put you to bed” (1330), and

“bedtime” (1355) are all phrases which are useguialify time in relation to the act of

1t was not Barrie but Disney who was responsibtepfupularizing the addition of the
word “star” to the familiar phrase.
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going to sleep. Also the idea of being “put to bed*put to sleep” is another example of
the adult conception of time imposing its will upcmildhood. The children are not in
control of how their time is spent. Adults limitwwdhe children spend their childhood by
imposing a schedule based in adult linear time.

While Peter and the Lost Boys already illustrate¢bmpeting attitudes of adult
and child time through their language, their apgpdtr stories takes that illustration one
step further. Both Peter and the other Lost Bogsvary anxious to hear the end to the
story of Cinderella, which only Wendy can tell. Tfet of Cinderella involves a young
woman who is bound by the confines of her magidatiyosed curfew. She endeavors to
avoid violating her curfew and flees from her ttoee in an effort to adhere to the adult
imposed boundaries. Hence, Wendy telling the LastsBa story about the consequences
of young people ignoring the restraints and bouedasf adult defined time is
significant, since that is precisely what Petgrisssuring all of the other children in the
story to strive for. He wants to remain young faew defiance of the imposing threat of
growing old and dealing with adulthood. Howevemd&rella chooses to try to adhere to
the time limit and is eventually rewarded for h#empts to remain obedient to the
imposed adult limitation. By leaving the ball befanidnight, she loses her slipper, and
the prince is able to locate her eventually, emgihem to achieve their own happily
ever after. The children, particularly the Lost Bpgre rewarded with a new family for
their return to London. Wendy is rewarded with @ased awareness of times that have

passed in the form of memory. Whereas she can rbeetine adventures that Peter and
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she had together in Neverland, Peter, who remaihgeverland, cannot even remember
the time of year he is supposed to visit Wendy.

Although this thesis is focused on Barrie’s oridiimegarnations of Neverland,
Disney’s 1953 adaptation of the work offers somntergsting insights into the
relationship of Neverland to adult time. The filnakes some notable changes to the
story especially with regard to the early portiohshe film. The film’s opening line of
“All this has happened before, and it will all happagain” (Sears) reinforces the
interpretation of Neverland’s flow of time beingatigal although this is truer in the
Disney version of the story due to the survivaboé James Hook at the story’s end. The
image of the clock in particular makes a memoraplgearance in the Disney film. As
the children fly above London on their way to Ndaed to the catchy tune of “You Can
Fly,” Peter and the Darling children interact wilie clock tower in a rather famous
scene. Not only do they fly around Big Ben, theally land on the clock’s hands and
change time. Rather than imagery and instanceguifsamposing their perception of
time on children, the Darling children, with Petenelp, actually alter adult time by
changing the hands of London’s iconic clock toweis only after they have altered time
that Peter reveals to them the way to get to NemdtIBy assuming agency over the
adult definition of time, the children are ableattress Peter’'s Neverland.

Peter Panspeaks to the youthful desire for eternal youtth aoidance of
adulthood and responsibilities that come with @teP's desire mirrors Barrie’s desire to
return to days past and regain the childhood wheeslost. Neverland’s altered flow of

time, both separate and different from adult lingae as represented by London, creates
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the space in which Peter and children like Peteiiga forever in the ideal place for
childhood adventure. Where Peter represents Bauy@ithful desires, his discomfort
with adulthood is embodied in Peter’s interactiaith Wendy and Captain Hook, the
more adult presences in Neverland. Although Petereeds in his quest to remain young
forever while Barrie cannot, Peter’s forfeiturehis memory keeps him not only separate

from the adult world but forever separate from dkiger children as well.
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CHAPTER FOUR
THE CHAPTER IN WHICH POOH’S FOREST IS THE IDEALIZEENGLISH
CHILDHOOD

A. A. Milne, despite writing many other works irvariety of genres, is most
popularly known for his stories about the adverguwkthe fictionalized version of his
son Christopher Robin and his son’s stuffed bele. Gear, although first known as
Edward Bear, is now forever cemented in the mirfdshiddren everywhere as Winnie-
the-Pooh. Alison Lurie notes that the appeal ofi€€bpher Robin and Pooh’s adventures
lies largely in the fact that they “are concernatrely with things children are most
interested in — friends, food, birthdays, tree-lesusnd expeditions, jokes and songs”
(“Now We Are Fifty”), and these adventures takecplanside Pooh’s Forest, which is
commonly referred to as the Hundred Acre Wood. €bpher Robin’s play in the Forest
is timeless, with his childhood games represeritiegarchetypal actions of an idealized
English childhood and his activities being undestakor the sake of exploration and
enjoyment with no accomplishment necessary. Thagter will explore Christopher
Robin’s adventures while safely ensconced in thestand how it is a representation of
the idealized childhood as well as a nostalgiertibn on Milne’s part. This chapter will
also examine how Christopher Robin’s childhooddaghe Forest is endless,
directionless, and free as only youth can be; hewevhile the Forest itself is isolated
from the outside adult world, Christopher Robin Wische must eventually leave as the

passage of time outside the Forest and the thfeagmnented education ultimately pull
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him away. Pooh’s Forest, however, remains as therap of the eternal idealized
childhood safe from the trappings of adult time.

The Pooh stories embodied Milne’s personal belbfsut not only his son but his
own childhood as well. As a devoted parent, Alaexahder Milne first gave fictional
life to his son’s stuffed animals and made themrattars living and playing in Pooh’s
Forest to entertain young Christopher Robin Mildaly later were they published as
Winnie-the-Poohon October 14, 1926, in London. The second sBooh'’s storiesThe
House at Pooh Cornewas published in 1928, also in October. Both watlere the
types of stories a child would enjoy, but they walso stories created by an adult and
enjoyed by adults as well. Milne endowed the sgowéh elements of both the childhood
he remembered and the one that he envisioneddaohi. By all accounts, Milne, unlike
his predecessor Carroll and friend Barrie, hadranag well-adjusted childhood, and he
used this to invoke the feelings of nostalgia P@abh’s Forest so encompasses. Jackie
Wullschlager said of Milne’s childhood, “Where mawmiythe others invented in fantasy
the ideal youth they never knew, Milne had an idythildhood whose mood the Pooh
stories recapture....The Pooh stories sprang froroaishappiness just as Carroll's or
Barrie’s fantasies grew out of their disappointns&iit77). Unlike the authors examined
in this thesis who wrote before him, Milne wroteadtfime in his life that was both real
and positive. As a result, Pooh’s Forest is muchensamilar to the real adult world than
Wonderland or Neverland. A. A. Milne was very invedl in his son’s life and enjoyed
the connection he shared with his young son, atoitved him to create that same ideal

childhood for his son that he himself had knownséwh Lurie concurs, saying that
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“Milne’s happy childhood centered around his fati{gBack to Pooh Corner”). Milne
wished for his son to know the same happy childibatihe himself had. While Milne
was not trying to write a life for himself that had never known, he was trying to create
a space separate from the England which he savgicigparound him.

Milne’s years of service in the military only sedto reinforce the ideology
behind the creation of the idyllic, pastoral safetyooh’s Forest, a place untouched by
time, war, death, or real fear. Even though he aviiiglong pacifist, Milne nevertheless
served four years in the military during World War his war, the first large-scale
conflict of its kind, posed not only a direct thréathe lives of a generation of men
freshly pulled from their own childhoods but albogiatened the historic, idyllic
countryside of rural England. The threat of deatithed those who previously thought
themselves to be safe. Milne said of his time exwhar, “[I] would have liked to ignore
the four years [I] spent in the army. ‘I shoulddito put asterisks here, and then write ‘It
was in 1919 that | found myself once again a @wili For it makes me almost physically
sick to think of that nightmare of mental and mategradation, the war” (as qtd in
Thwaite 161). As many biographers and critics ttzeoihis creation of Pooh’s Forest is
his response to the growing change in the prevaleheiolence in the world. Children’s
literature scholar Paula Connolly says, “Ind&#ithnie-the-PoolandThe House at Pooh
Cornerdepict a vision of the world that hearkens badkamy to the 1920’s but to the
years of A. A. Milne’s childhood and, indeed, frdlhere to an idealized, preindustrial,
rural England” (3). Pooh’s Forest was shaped froenchange Milne saw occurring

around him, and World War | was a big part of ttiznge.
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Even though the world was changing, Milne still eaded the idea of a parent
sharing a story with a child, aMidinnie-the-Pooluses this idea as both an anchor and a
frame. Before the reader is taken into Pooh’s Fptlee opening chapter &¥innie-the-
Poohnot only introduces the reader to the ever lovahbracter of Pooh but also sets up
the human participants in the stories. There isonetChristopher Robin but rather two,
and the same is true for A. A. Milne. There is bililne the author of the actual text and
Milne the storyteller who is narrating Christoplfbin’s adventure to him and creating
the world of Pooh’s Forest. Likewise, there is disth Christopher Robin the listener as
well as Christopher Robin the character who ispitiéagonist and father figure to Pooh
in Milne’s story.

The conflict between the image of Christopher Rabat A. A. Milne
popularized and how Christopher Milne reacted iarléfe to being associated with that
image only highlights the motivations behind théssion of the idealized child.
Christopher Robin is the character through whi@rgader experiences the events in
Pooh’s Forest. However, Christopher Robin is netdhly force responsible. While
Christopher Robin the character is responsiblelements of Pooh’s Forest, the place is
also a construction of Milne’s. He, as the stotgtelis not only creating an idealized
version of England, of childhood, of safety; halso creating an idealized version of his
son both in the image of attentive child listeniadnis father’s stories and adventurous
explorer playing in nature. Milne’s preference floe young, innocent child version of his
son Christopher, who is six at the timeWdinnie-the-Poohwas what Milne wanted to

preserve with his creation of Pooh’s Forest.
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The shift in the structure in the second set dfissareflects the growth that Milne
observed in the real life Christopher RobinThe House at Pooh Corneahe frame of
bedtime stories is dropped. The distancing frontibexstories fits with Christopher
Robin’s growing older and further from the ideailldhood of the Forest. Connolly
suggests that “the confines of the nursery have bagyassed by a child now too old for
bedtime stories” (45). This implies that ChristopRebin has already begun to change
which also hints at his eventual growing up anddeigarture from the freedom of the
Forest. The interference of the outside, adult wariwhat changes the structureloie
House at Pooh Corneand Christopher Robin’s desire to venture intofaiser’s
creation: Pooh’s Forest.

Pooh’s Forest is a magical realm set up to beparate as possible from the
outside influence of adult England and adult tiffilee imaginative Pooh’s Forest is based
on Ashdown Forest, also called the Five HundreceAlood, which Milne could see
from his country cottage in the spring of 1925 (Hiter 262). While the Forest in the
stories which Milne the storyteller describes te fictional Christopher Robin of the
frame story is based on a real place, it is theepts that the Forest represents that make
it a truly magical place. The Forest is both tharegle of and the setting for the idealized
English childhood. The Forest endures as a syniltbleopeaceful existence of a pre-war
England or a post-war escape, specifically World Wahe Forest's emphasis on the
natural elements with its trees, streams, and dsiomtrasts with the movement of

England towards a more industrialized, man-madstexce. Milne creates this space in
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an attempt to preserve the innocent childhood bg#inst a changing social landscape
and the reaching effects of a new kind of war.

Where Wonderland suspends the idea of adult timgptately, Pooh’s Forest
emphasizes separation/safety. The Forest is deddram the adult world, adult time,
and adult problems. The only glimpses that we ¢agler even receive of the outside
world are the brief acknowledgments of the frammiagrative in the first set of stories as
well as Christopher Robin’s cryptic allusions ts Bchooling in the second set. Anita
Wilson talks of the Forest as “[p]roviding liberati from the constraints of school and
work (school is the beginning of the end of Chiiéter Robin’s carefree existence) and
freedom from danger and anxiety, the Forest reptes ideal world for both children
and adults” (170). The fictional Christopher Robfrthe frame story accepts the
description of this world from Milne the storytallas well as his role in the world. The
Forest is also the place where Christopher Rol@rcharacter, the ideal child, acts out
his youthful adventures. The Forest is an escapledit Christopher Robin and Milne
himself. Christopher Robin the character physicefigapes to the Forest as a means to
avoid or postpone his inevitable growth into adodtth, while Milne uses the Forest as a
nostalgic reflection on a better time in his sdiissand England’s life.

The Forest has its own flow of time separate fromadult flow of time in the
real world outside. In the real world outside tloedst, time’s passing inevitably leads to
school, responsibility, and an end to childish gnetgames; however, within the Forest,
Christopher Robin is safe from the demands of aduk and is free to leisurely enjoy

the childhood the Forest represents. His time twlaot his adventures is not limited or
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restricted as it would be in the adult world. Ctujher Robin and Pooh are willing and
able to live slowly without necessity for hurryagenda. Childhood exists in this way as
something that is not concerned by the real wafhonsibilities that plague the adult
mind. Literary critic Paul Wake talks about childigbin Winnie-the-Poolbeing “placed
outside of the temporal in a space that is cledelyarcated as somehow beexgra
temporal, at least in the sense that it belongsmtmstant that stands outside of the
progression of time” (31). As time progresses mdhtside world, time in Pooh’s Forest
does not pass in the same way. Whereas Christ®ai@n can’t permanently escape the
rigors of linear time, the Forest provides him watplace to be unbothered by it. It also
provides Milne with a way to preserve the idealizedsion of both his own childhood
and his son’s in the form of a remembrance of & tinat he valued. The Forest functions
both as real retreat from the dangers of a postBmgtand and the metaphoric
representation of the idea of the ideal, eternédlicbod.

The inherent appeal of Pooh’s Forest lies in thass of the idealized, infinite
childhood. Maria Nikolajeva asserts that “In chddis fiction, the idea of everlasting
time is perhaps best expressed by two temporatatidns inWinnie-the-Pooland
sequel: ‘Once upon a time, a very long time agoualast Friday’ and ‘a little boy and
his bear will always be playing’..Few adult novels evoke the same sense of
timelessness . . .” (6). These quotes bookenditbeséts of stories, and both invoke
different ideas about child time: the first quoteeeys the idea of the relativity and
malleability of time that a child is capable ofdaime second quote conveys the

permanence of the idea or the feeling that childnembodies. The contrasting ideas
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between something as far away as “a very long &ge€ and the relative closeness of
something like “last Friday” exemplifies the child# understanding of time. While the
opening lines oWinnie-the-Poolinvoke the idea of this subjective view of tinfdne
House at Pooh Corné&r end invokes the idea of infinite, separate, icatlitime.
Childhood is a feeling, a state of mind, and a veshd dream of playing in the woods
with toys. The Forest exists separate and contimtmthe adult world and will continue
to do so even after this particular boy and hig laea gone. They will be replaced by
new boys and new bears and loving fathers’ memofigsem.

This continual process of renewal is perhaps besnelified by Milne’s
description of the stream/river that runs throughwoods which Milne uses as a
metaphor for the inevitable growing up that everyd; including Christopher Robin,
must do. This stream, the site of the game Podsstians through the middle of Pooh’s
Forest flowing from the north end to the south évitdine describes the streamTine
House at Pooh Corner

By the time it came to the edge of the Foreststheam had grown up, so
that it was almost a river, and, being grown-upgljdtnot run and jump
and sparkle along as it used to when it was yoyrggmmoved more
slowly. For it knew now where it was going, andaid to itself, ‘There is
no hurry. We shall get there some day.’ But alllitike streams higher up
in the Forest went this way and that, quickly, eggéaving so much to

find out before it was too late. (256)
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As Milne describes it, the stream moves throughFtrest beginning as a child and exits
the forest when it has grown into an adult. Chpgbkter Robin does this as well in that he
begins as a child and exits the Forest (or at leastludes to the fact that he will do so)
as he begins to grow up in the conclusioloé House at Pooh CorneFhe continuous
movement of the stream and the continued repetitidhis process of growth from
stream to river emphasizes the timeless perpetiitiye Forest with the ideal childhood
constantly there for new children as they grow. ®hky threat to the idyll of Pooh’s
Forest is the idea that the outside world will ®ohildren to leave it behind in time. The
most salient threat to remaining in the Foreseispnified in the institution of school.

In the worldview of Christopher Robin the characgeibmitting to adult time,
getting older, and leaving behind the pretend whddoves are all represented by school.
School means education; school means responsjlsitibyool means an eventual end to
his idyllic days of spending time with Pooh. Milspoke of his own memories of his
vacations from school, describing them as sombaebest times of his life:

And on Tuesday evening we would bring a momentiafoot to ourselves
by imagining that we were not going back on thenmar Our favorite
dream was that the school was burnt down . . coafse, we were very
happy at school really. The trouble was that wesvgexr much happier in
the holidays. (“The Happiest Half-hours of Life,*13)
Even though it is possible to enjoy oneself at sthbis a sharp contrast to the
childhood depicted in Pooh’s Forest. ChristophebiRs time in the Forest is both

unregimented and carefree. It is Christopher Ralilecision as to how he spends his
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time there. School, with its adult schedules, agendnd objectives, threatens
Christopher Robin’s tranquil childhood existencehil& education and even school are
not inherently negative or dangerous things, tastdpwher Robin, they threaten the loss
of innocence, the loss of time, and the eventusa tf his secondary world. School
exposes Christopher Robin to world matters thdteviéntually take away his innocence:
knowledge of war, of death, of sadness that hgdac® in the Forest of Pooh.
Christopher Robin’s schedule is longer his own.dgtkteals from him his own time and
instead lets adults determine the best way fordiwher Robin to spend his hours. With
school as well comes increased social interactitim @ther children. Real life playmates
run the risk of replacing Christopher Robin’s pretériends. While school primarily
exists in the world outside Pooh’s Forest, itsuafice can be felt inside the Forest
through Christopher Robin.

The incursion of school into the peaceful worldhad Forest is slow at first. The
only real hint of education iWinnie-the-Poolis Shepard’s illustration of Christopher
Robin reading a “Sustaining Book” to Pooh whilei©@edged in Rabbit’s front door
(28-9). While the illustration is not Milne’s créa, Ann Thwaite writes about Milne’s
involvement in the creation of the illustration§d‘it is no wonder that [Milne] had
plenty of time to involve himself in the whole bosss of the illustration, design,
layout.... ‘Milne’s instructions were detailed, far moretban any [Shepard] had
received from other authors™ (294). The illustaatigives the impression that the book
he is reading is an alphabet book, indicating #girming of Christopher Robin’s

education. This also foreshadows Eeyore’s speeatitathat Christopher Robin does in
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the morning, which is also focused on the alphaisieer this subtle representation, the
presence of education practically vanishes Uité House at Pooh Corrisropening
“Contradiction.”

In the “Contradiction,” Milne hints at the eventitathat Christopher Robin is
growing up and will be leaving the Forest. Publghecouple years aft&/innie-the-
Pooh The House at Pooh Cornegveals that Milne has seen his son grow beyord tha
magical age of six. In the “Contradiction” ©he House at Pooh Cornéavlilne describes
himself giving lessons to Christopher Robin in fitven of mathematic word problems.
Milne aids his child’s education, but when Milnggbes to tell a story again, the word
problem works its way into the opening. “How die tlast one begin? ‘One day when
Pooh was walking in the Forest, there were one tathdnd seven cows on a gate. . .’
No, you see, we have lost it” (163-4). The exangbleducation has derailed Milne’s
retelling of a story of childhood. Education dilgahterferes with the retelling of the
story. He even comments that “It was the bestinkth(164). Education has taken focus
from the enjoyment of childhood. This “invasiontie precursor to Christopher Robin’s
cessation of “doing nothing” and attending schoblch is hinted at a§he House at
Pooh Cornermprogresses.

Chapter Five oThe House at Pooh Cornertroduces a change in Christopher
Robin’s behavior, namely the chapter title’s quastMWhat does Christopher Robin do in
the morning? The reader may immediately know thesven to the characters’ question:
school. Christopher Robin is at school during theetthe animals miss his presence. If

Christopher Robin has already been in school befesepoint, the Forest’s inhabitants
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don’t appear to have been cognizant of it until nBaoh dwells on this, saying “And
now that he did think of it, he began to remembat he hadn’t seen Christopher Robin
about so much lately. Not in the mornings. Aftem®oyes; evenings, yes; before
breakfast, yes; just after breakfast, yes. And,tperhaps, ‘See you again, Pooh,” and off
he’d go” (249). Christopher Robin has some kind@iv activity which is occupying his
attention during a time he normally would be playwith his toys. His playmates have
recognized that there is a gap of time during wiigy do not ever see Christopher
Robin. Even though the characters recognize thegehdhey do not yet fully understand
what it means, although Eeyore can venture a guess.

Eventually, Eeyore provides more insight into Clajier Robin’s change.
“What does Christopher Robin do in the morningsiddens. He becomes Educated. He
instigorates—I think that is the word he mentionaat, | may be referring to something
else—he instigorates Knowledge” (254). ChristogRebin has been missing out on
pretend time with his friends because school ivaible. The significance that
Eeyore, the morose, unenthusiastic charactereisrle to have this revelation is certainly
purposeful and reinforces the negativity both thednal Christopher Robin and Milne
the author felt about school, as evidenced in #nkee quote about Milne’s recurring
wish that his school would burn down. So it is eded that during the day, Christopher
Robin has been attending school and becoming estlicalhis academic growth takes
him one step further away from the idyll of chilaftband one step closer to the dangers
of adulthood outside the Forest. Academic growthewvientually lead Christopher Robin

to mature, and this maturity threatens Christofstwin’s desire to visit the Forest.
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Christopher Robin provides the evidence of sucllacéc growth in the spelling of his
sign. At the beginning of the chapter, his notéhecharacters reads, “GON OUT /
BACKSON / BISY / BACKSON.” At the end of the chaptafter we have learned of
Christopher Robin’s schooling, the newly reviseghgieads “GONE OUT / BACK
SOON.” Christopher Robin’s spelling improvementsyde the answer to the question
of what Christopher Robin does in the morning tdha animals in Pooh'’s Forest, save
for the Spotted and Herbaceous Backson of course.

When Milne writes about Christopher Robin’s entripithe Forest in Chapter
Six, Milne reveals a little bit more of his owniattle towards school and learning.
“Christopher Robin came down from the Forest tolthédge, feeling all sunny and
careless, and just as if twice nineteen didn’t eratbit” (269). The fictional Christopher
Robin is relishing in the freedom of the sunny ddyle trying to push the lessons of
math that he has been taught from his mind. Wtele In the Forest, Christopher Robin
is able to make it seem as though his lessons timatber to him; nevertheless, the
reality is that outside the Forest these lessorscdaopy his mind and do matter to the
outside world, the adult world. His feigned indi#face to the lesson is his attempt to
resist the schooling he is receiving and also tiegitiaving school replace his time in the
Forest.

As the second set of stories progresses, Christépdigin’s increased
preoccupation with school shifts the tone of tleeystFor example, in Chapter Eight,
Piglet makes the comment about going to see CphstoRobin but knowing that he is

not there. On some level, Piglet and the other alsifnows that Christopher Robin is at
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school or at the very least that he is not alwayheé Forest with them. Christopher
Robin returns later in the story although schowalasspecifically mentioned. The mood
of his interactions with his friends has changdukr€ is a quality of sadness and an
urgency that wasn’t there before. Previous desoriptof Christopher Robin spending
time with his toys paint a picture of an aimlessckof nonchalance with activities like
walking in circles, sitting quietly, and so on. Hewer, we see Christopher Robin acting
differently with his friends inmrhe House at Pooh CornéChristopher Robin was at
home by this time, because it was the afternooth h@was so glad to see them that they
stayed there until very nearly tea-time” (295). éilportrays the shift in the balance of
how much time Christopher Robin spends pretendiitig s toys. When Milne talks of
how long Pooh and Piglet stay, he is alluding tev lhang the fictional Christopher Robin
engages in his world of pretend. Christopher Rabufoing his best to cherish what time
he has left in the whimsical company of his pret&ehds because he feels the pressure
of school that will eventually force him from therést and his childhood.

Schooling and growing up have pushed Christoph&irRio the point where he
knows that eventually he will have to leave his af pretend behind which in turn
imparts the knowledge to all of his imaginary comipas.The House at Pooh Corrisr
final chapter opens directly with the ominous, widable truth: Christopher Robin is
leaving the Forest. “Christopher Robin was goingyviNobody knew why he was
going; nobody knew where he was going; indeed, dpleyven knew why he knew that
Christopher Robin was going away. But somehow lbeoéverybody in the Forest felt

that it was happening at last” (326). The imagiaad animated inhabitants of Pooh’s



62
Forest can feel the changes in Christopher Robiplgibecause Christopher Robin
himself can feel them. His own personal awarenébgssompending maturity filters into
his pretend creations. His growth toward adulthbasl been felt for some time
apparently as indicated by the use of the phragpp@ning at last.” His friends sense this
and resolve to say good-bye to Christopher Robamékough none of them understand
exactly where or why he is going.

Christopher Robin demonstrates an awareness afthéation in regards to

himself growing up. While he understands the vagidpremise that he is going to grow
up, all that the fictional Christopher Robin knofws sure is that he will not be allowed to
do “nothing” anymore. At the end @he House at PooGorner, Christopher Robin takes
Pooh off by himself into the woods, to “Nowhere3@3, to broach the subject of what
will happen after Christopher Robin is “gone.” lisclssing their favorite activities at the

end ofThe House at Pooh CorneChristopher Robin describes his as, “what | like
doing best is Nothing’....’It means just going alohgtening to all the things you can’t
hear, and not bothering™ (336-37). Christopher Rab effectively summarizing what
childhood has been like for him: leisurely and leotfree.

If Pooh’s Forest is magical, then Galleons Lapn®ag the Forest’s most
magical places. The boy and bear end up sittir@@alkeons Lap in the top of the Forest.
Christopher Robin calls it enchanted and desciites “Being enchanted, its floor was
not like the floor of the Forest, gorse and brac&ed heather, but close-set grass, quiet

smooth and green. It was the only place in the $tavlere you could sit down

carelessly, without getting up again almost at careet looking for somewhere else”



63
(337). If Christopher Robin has any chance atfathaking his childhood last forever, it
is here. Christopher Robin tries to explain someisiessons to Pooh there in Galleons
Lap. Of course Pooh does not truly understand bds mlong just as a child would in the
presence of a story that was beyond his understgulit not beyond his desire to be
included. In reality, Christopher Robin does natytrunderstand what it is going to be
like outside of childhood as the vision of adultdd® has received in school is complex
and confusing. Eventually, Christopher Robin ruasaf things to say. “And by-and-by
Christopher Robin came to an end of the things vealsilent, and he sat there looking
out over the world, and wishing it wouldn’t stof840). There at the top of the Forest,
Christopher Robin can see his whole childhood ¢aitlbefore him. The Forest is the
world that he wishes wouldn’t stop; his childhosdinding here.

Christopher Robin tries to explain the sobering that he may be leaving behind
his childish games of pretend to Pooh. His vagueures into the topic tell Pooh that he
is “’not going to do Nothing any more’ (342). Poakks him if he means not at all to
which Christopher Robin replies “’"Well, not so mudiney don'’t let you™ (342).
Christopher Robin’s favorite thing is to do Nothwbdich is what he does with Pooh. The
ominous “they” (the pressures of adult life, tirmehool, and forces outside the Forest in
general) are pulling Christopher Robin away from dhildhood, away from Pooh.
Christopher Robin ultimately gives up, knowing Padh not be able understand, not
want to understand. “’Pooh,’ said Christopher Raamestly, ‘if I—if I'm not quite—

‘he stopped and tried again—‘Pooh, whatever happenswill understand, won’t you?’

‘Understand what?’ ‘Oh, nothing.” He laughed anchped to his feet” (34). Instead,
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Christopher Robin tells Pooh that they are goingywhere.” Earlier, as they moved
closer to the enchanted crown of the Forest of &slmdealized childhood, Christopher
Robin said they were going “Nowhere.” To go to tipposite of this is Christopher
Robin’s amelioration of leaving the Forest and grmwp. The Anywhere of the outside
world has overtaken Christopher Robin’s NowherthefForest.

Christopher Robin leaves Pooh’s Forest eventuaitypbecause it has changed but
rather he has. Not only has Christopher Robin chdgit Milne himself has also
changed. Christopher Robin learns from his timgcimool that these childhood times will
soon end. The eventuality is not that he won't lble & physically go to the Forest where
he plays inside trees with his stuffed animals.i€€opher Robin knows that there will
soon be a time where he wowantto do those things any longer. The social and
personal expansion that accompanies his time absehill supplant his time in the
Forest. Milne goes through a similar experiencenfeodifferent vantage point.

Milne sees his son growing up; he sees Englandgthgnhe sees his last
connection to the idea of the idealized childhogabsg away from him. What he might
not have known is how the theme of saying goodbyeldvapply to the field of literature
for which he was best known. World War | changezllédmdscape of what it meant to be
a child in England and MilneBoohstories. In discussing the stories’ ending, Hureghr
Carpenter says, “perhaps Milne is half consciogaljing goodbye not so much to his
own literary creation as to the whole image of EHmehanted Place, the Arcadia, the

Never Never Land, the Secret Garden” (209). Withltiss of innocence brought about
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by World War I's violence, these stories speak®reader’s desire to return to an

earlier, safer time.
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CHAPTER FIVE
SEARCHING FOR ‘TIME NO LONGER:
TOM'S MIDNIGHT GARDEMND THE TIME-STOP

Following the end of the first golden age of chélidis literature and the onset of
World War 11 in 1939, the face of British childrexnliterature would be altered forever.
Years after the fighting ended, Philippa Pearcet®ad novelTom’s Midnight Garden
would win the Carnegie Medal in 1958. While sepaddtom the other works discussed
in this thesis by years of war and vast global geafiom’s Midnight Gardeipossesses
that quality of the idealization of childhood thatites all these works. Heather
Montgomery, editor oChildren’s Literature: Classic Texts and Contempgrarends
describedom’s Midnight Gardepsaying: “[I]t confronts the inevitable losses of
growing up and growing old and recognizes thatdttdbd is a transient phase of life that
can never be revisited” (204). Although this asearis partially true, this thesis will
examine how this novel reveals that childhoodheritieas and feelings that accompany
childhood, can be revisited and relived. The ndoelises on Tom Long, the eponymous
character, and his efforts to remain in his chitathéorever. Childhood and its idealized
innocence are symbolized in the story’s magicatigarmuch like the book’s
predecessor BurnettEhe Secret Gardgrnnto which Tom escapes every night. This
garden is the story’s time-stop world in which Torrefly glimpses the possibility of
eternal childhood. Despite the eventual loss oMI@night Garden, Tom grows more
accepting to the inevitable nature of time with #issurance that childhood can be

revisited from adulthood in a remembrance of thesfmlity experienced there.
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Philippa Pearce wrote the storylam’s Midnight Gardems a reflection of her
own childhood growing up in Mill House, her childidbhome. The nostalgic quality
present throughout the novel is genuine as Peancerlted the house being sold while
she was in her early thirties saying in her biogyafpom Penguin Books: “Suddenly my
childhood was chopped off from me....l began thinkifigvriting a story based on the
house and the garden and this feeling of thinggsig away.” The feelings of longing
and loss that Pearce describes are, of courseatemthe novel. A changing global
environment brought on increased feelings of ngstdbr people who could remember
the time “before.” The experience of World Warrbrih 1939-1945 had altered the
landscape of what it meant to be a child in Englasiévell as the world at large. The
reaching effects of the violence reverberated acttos tranquil existence of the isolated
England. Where childhood had been revered in dedagliere, the innocence that was
celebrated was no longer guaranteed. Pearce wotespecifically about her own
childhood but rather about every childhood, asfoeaed by the idea in the text that Tom
and Mrs. Bartholomew/Hatty both share this samguar dream representation of
childhood. Pearce says it best herself: “One garemtime-separated childhoods: that
is the basis of the story @bm’s Midnight Gardeh(“Time Present” 72).With the focus
on the longing for an earlier time being centraihe text, the novel understandably
expounds a great deal on time.

The most apparent theme that the novel deals witime. Tom moves back and
forth between two different time periods: Tom’sldhbod, or the present, and Hatty’s

childhood, or the past. Tom’s time coincides with 1960s a little beyond the book’s
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release in 1958 (Pearce “Time Present”), while y¥atime spans the end of the 1800s.
Tom travels to Hatty's time because he as a char&ctooking for a freedom he does
not have in his own time, and Tom also travels esmamentary on Pearce’s longing for
her own childhood. When in Hatty’s time, Tom carmydre seen by a select group of
people. Linda Hall explains the rationale behindwhn and cannot see Tom. “As in all
time-slip novels, he is a spirit or ghost who remsaan outsider, unseen by all but a few
ill-treated children, or adults highly sensitivetbe sufferings of others” ("/A Chance
Child™ 5). Because Tom is a child, he is connediethe other child in this secondary
world. Tom’s ability to go unnoticed aids him irstprimary goal. When all is revealed at
the novel’s end, suddenly Tom has not only beeretirag back and forth from one time
to another; he has been traveling from one childito@another. Tom'’s presence in Mrs.
Bartholomew’s memories of her own childhood hightgga key similarity between Tom
and Hatty and by extension children and adultshBBbaracters, one young and one old,
are longing for the same thing: childhood.

Where the Midnight Garden represents a kind oftgafem’s home represents
the idea of danger. During Tom'’s travels betweent#o different time periods, Tom
works at delaying his return to his actual homanTkmows that to go home will cut him
off from the garden forever. Tom’s actual homessaxiated with the idea of danger: the
dangers of growing up, the dangers of the sickhedsas been sent here to avoid, and so
on. To grow up at this point in the novel threatbisssafety.

In order to try to avoid growing up, Tom needsriotdb understand what is

happening with regard to time. To better understand in support of his efforts to avoid
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growing up, Tom engages in conversations with tig and uncle in an effort to educate
himself on how time “works.” These discussions glyiseparate the novel from others
like it in two ways. First, they set Tom apart asharacter who rather quickly grasps the
basic premise of what is happening in regard tdiime travel. He has no period of
adjustment like an adult might. Second, the disonssalso set the novel itself apart from
other children’s time-slip and time-stop noveldhe respect that in earlier stories the
machinations of time are rarely explicitly discugsiikolajeva comments that, “[ijn
general, there is more preoccupation with the madiod nature of Time ifom’s
Midnight Gardenthan in most so-called time-shift fantasies” (1Egrlier novels would
not openly discuss the possibilities of whatevet gbmagical phenomenon was
occurring: the Darling children have no substantliseussion about how or why Peter
does not age, Christopher Robin does not quedtmalilities of his animal friends to
speak, and while Alice goes through stages of danep about her surroundings, she
does not openly question the means by which she tanmmhabit them. Perhaps the
cause of the change lies in the exposure to tHenge of the World Wars.

Nearly all of Tom’s discussions about understagdive nature of time occur
between him and his Uncle Alan. The first discusdley have begins after Tom
witnesses the fir tree’s death during the storidatty’s time. Uncle Alan tells Tom that
the tree’s fall and inexplicable renewal could obé/explained through manipulation of
time. “Not unless you put the clock back,” UncléaA said carelessly, in answer to
Tom'’s last question” (Pearce 55). The offhand raspdhat Uncle Alan provides helps to

develop Tom’s continued line of questioning throogihthe story. Tom interprets Uncle
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Alan’s suggestion as a literal one instead of racogg the metaphor, asking him,
“What clock?” (Pearce 56). Uncle Alan explaingthhis is merely a saying that people
use when they have a desire for their past andn#d@ om that “’Time isn't like that™
(Pearce 56). This response inadvertently bringsitaihe question that Tom will spend
much of the remainder of the story trying to ansWafhatis Time like, Uncle Alan?”
(Pearce 56). In response to Aunt Gwen’s admonishofefom for bothering his uncle,
Uncle Alan responds, “’No, no, Gwen. A child’s gtiess should certainly be answered”
(Pearce 56). Although the answers Uncle Alan presiare not directly responsible for
any of the answers that Tom finds about the questidime, these conversations with
Uncle Alan do help facilitate Tom’s own reasonitgat the nature of time based on his
own experience. After all, Tom is the only timevieker in the room.

The rest of Uncle Alan’s explanations about time @nfusing to Tom. Peter
Hunt calls them “the theories of time inarticulgtahd angrily propounded by Tom’s
Uncle Alan” (227). Hunt's description of the thezsibeing “inarticulately and angrily”
conveyed to Tom is not inaccurate, but the attamptiucate invokes more of the idea of
frustration that Milne conveys so well in his wnigi of Christopher Robin trying to
explain growing up to Pooh. Both situations invobree older character trying to
communicate a concept to another younger charadiethe assumption that the
younger character cannot and will not fully grasp situation. As much as Tom tries to
understand Uncle Alan’s adult ideas about timdjruas that he cannot. “Tom listened
attentively, and sometimes he seemed to undersaaddhen, sometimes he was sure he

didn’t. ‘But modern theories of Time,” said Uncldaf . . . [Tom] thought again that he
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was understanding, and then again was sure he tvfBearce 168-169). Uncle Alan
and Tom'’s failure to communicate occurs becausddlan is talking about time in
theory, and Tom is talking about time practice

When Tom does not grasp the adult explanation wf thme works, he pulls his
understanding from the area that he does undersaastdidren’s story. Even though
Uncle Alan does not accomplish what he aims to itk explanation, he does, for the
second time, inadvertently lead Tom to a furtheelaion. Uncle Alan starts to use
Washington Irving’s story of Rip Van Winkle as dinstration but abandons this line of
thinking before he even begins. Even though UndénAnoves on to another
explanation, Tom latches on to the idea of Rip Winkle strongly and relates his own
situation to that of the fairy tale. “Now’, thougfiom, ‘wasn’t he himself like Rip van
Winkle in reverse, so to speak?’ Instead of goorgvard for twenty years, Tom went
back a hundred and more, to Hatty’s lifetime” (Reak71). Rather than the very adult,
scientific theory Uncle Alan offers as an explaoatithe children’s story is the more
successful effort to explain the time-slipping. Tohooses the explanation that, like him,
is closest to childhood.

Tom’s impending loss of his vacation prompts himmdason against Uncle Alan’s
previous “instruction” about time, deciding thah& can be manipulated: “[Time] can be
dispensed with perhaps; or, rather, it can be dibdfem himself might be able to dodge
behind Time’s back and have the Past—that is, Hatsesent and the garden—here,
now and for ever” (Pearce 168). Indeed, Tom has dedging his aunt and uncle at

night for the past few weeks because they try tarobhow much time Tom has
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remaining in his childhood. Time’s march forwardathreatens to keep Tom from
remaining in his childhood. So, if time is an auttyofigure in Tom’s life, he reasons that
he might be able to dodge time as well.

Tom'’s adult relatives regulate how he occupiedime. His summer vacation, a
time when children normally get to enjoy the freedivom the regimented schedule of
schooling, has been interrupted by his exile frasnhome at the behest of his parents.
After his arrival at the Kitsons’, his Uncle Alan&aAunt Gwen pay particular attention
in the early parts of the novel to regulating hoenlspends his time at night. The
limitations range from limiting his activities—"Adt that Tom was rationed to ten
minutes reading in bed” (Pearce 10)—to dictatiregyappropriate amount of sleep Tom
should get: “’You go to bed at nine in the everamgl get up at seven in the morning.
That is ten hours. You need those ten hours’ deepuse...” (Pearce 12). Very little
information surfaces as to what, if any, restrictidnis aunt and uncle place on Tom’s
daytime activities. Because Tom is treated likdigdat night, Tom behaves much more
like an adult during the day, engaging his uncle amnt in conversation while saving his
childlike play activities for the garden which henconly enter into at night. In restricting
what Tom can do at night, his relatives are trymgegulate the time of day during which
he behaves most like a child.

At night, Tom alternates between worrying deeplguhime and slipping back
into the simplicity of childhood. This shift betweenindsets occurs most often when
Tom is in Hatty’s time, in the garden, in her chited. “Tom, made easily unaware of

the passage of time, crept back by the way he bagke-back into the garden” (Pearce
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39). So, Tom is preoccupied with thoughts aboutthteire of time but only when he is
not “ducking” it. Tom’s presence in Hatty’s childbd helps him to forget about the
passing of time. If the garden is symbolic of yqutien Tom’s travel back in time is
literally him going back “the way he had come:"dtgh childhood. The garden serves
many functions in Pearce’s construction of thetrehship between adulthood and
childhood; it represents both the idyll of the slisic childhood as well as the Arcadian
image in contrast to an industrializing England.

The garden of the Melbourne’s house is where Toits écom his present into the
past. Fundamentally the idea of a garden and wihepiesents makes multiple
connections to time. In a general sense, the agamfening is an attempt to alter and
preserve life against the effects of natural tifitee repeated cycle of planting and
replanting creates the impression of timelessriegss.'s travels from his childhood to a
previous childhood reinforces the idea of timelessras this implies that someday the
same might happen for Tom, with a new child vigjtirom’s dreams of his own
childhood. In addition, the simplicity of the gardeonnects strongly to the pre-World
War England, the time period around which many isiiye and time-stop stories were
created.

The garden for Tom, and for Mrs. Bartholomew, repres the simpler time
during which they are children. Raymond Jones ektbe further on the representation
of the garden: “The garden represents, not onilya in the social history of England,
but more especially, a time in every individualfe’l (214). Even for Pearce herself, the

garden specifically reflected an aspect of her ohitdhood. For Mrs. Bartholomew, the
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garden is symbolic of the time before she met btaré husband and began the transition
to adulthood. For Tom, the garden represents thaepn which he played with his
brother from whom he has been separated. “The gasdabviously, on one level, the
product of psychological necessity. Tom cannotdtan life at the Kitsons’. As his
surname suggests, lengsfor a place of escape” (Jones 213). Jones asbattgist as
the garden is a creation of Hatty's longing for tleitdhood, the garden is also a creation
of Tom’s because of his longing to get away frosdunt and uncle’s home. The
absence of his brother serves to help Tom finaviaig into Mrs. Bartholomew’s shared
dream. Tom feels as though the garden is somethatghe adults in his life are actively
trying to keep from him. “They had tried to keestfrom him, but they could not stop
him now—not his aunt, nor his uncle, nor the bdaktenants, nor even particular Mrs.
Bartholomew” (Pearce 20). Unbeknownst to Tom &t faint in the narrative, it is only
Mrs. Bartholomew, an adult, who allows him accesthé garden at all through her
dream.

The garden into which Tom adventures is boundecerbgrthe limits of Mrs.
Bartholomew’s memory than actual physical wallghaugh the garden is a non-linear
experience through Hatty’s childhood, the gardesdsse bounded by the times at which
Hatty’s childhood begins and ends. Furthermoregtrelen represents that idea of
adventure in a place that blends the wildness nifreavith civilization in the form of a
walled garden. Therefore, children’s adventurestake place in the garden without
exposing them to the real danger that the opendwaydvides. Angelika Zirker observes

that “Tom and Hatty show a fascination with thedgar that, particularly in the form of
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the walled garden, has a long tradition in chiltsditerature: Alice wants to enter a
walled garden, and all her adventures in Wondersdad with this longing; Mary iifhe
Secret Gardemas a similar desire” (280). Both the child anel &ldult characters seek
refuge in the garden.

When Tom visits the garden, he eventually discotleasthe time of day, the
season, and the year do not match between hisprase the past. “He saw the garden
at many times of its day, and at different seasaisfavourite season was summer, with
perfect weather” (Pearce 45). If childhood hasasse, would it not be summer? The
freedom from school and the weather which is subetumerous outdoor adventures
would make summer the most childlike of seasonik€e‘'lthe Neverland, the magical
enclosedgarden (docus communusf pastoral) is a paradise, where there is always
summer and fine weather, since it is evoked byyattostalgic memories” (Nikolajeva
103). During the time in which the garden is in swen, Hatty is young like Tom.
However, after her accident, Hatty begins to agd,the season in the garden turns to
winter. “Tom had been ready for changes in Hattiyatntook him utterly by surprise,
when he opened the garden door, was a change se#lsen. It was mid-winter—not a
dreary, grey mid-winter, but one shining with nealldn snow” (Pearce 160). Winter, as
it affects the garden which represents childhomphads the coming end of childhood and
the beginning of adulthood. It is not yet the diédtiing dead of winter, but perhaps the
seasons are shifting in that direction. During Temast trip to the garden, the winter
weather has turned into a heavy frost. “A deeptfiepseverywhere, binding fast the trees

and all the plants of the garden so that there sdamt the slightest movement or life”
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(Pearce 183) The coming of winter brings aboutetheé of the Tom’s adventures, and
this “deep frost” also physically stops the motad life of the garden, effectively
stopping Time. “The trip to Ely occurs during thenter, the season of death” (Jones
216). This trip brings about the death of Hattynddhood, the death of the garden. For
Hatty, the garden ends at a different time than TAlthough Tom witnesses the night
the fir tree falls, it is not his last experiencighathe garden, a disjointed timeline not
possible in the normal, adult linear time from whitom is trying to escape. When the
tree falls in the garden, Hatty recognizes thatadhe last day of being a child. “[I]t
marks the end of her childhood, the end of her atdyer aunt’'s—and thus also the end to
her playing in the garden. She has to leave thedose of her childhood” (Zirker 279).
For Hatty, it is the symbolic event of the tree&ath which alters her way of thinking to
a more adult mindset. She communicates her nevg tde&om in their conversation
some sixty years later. “And then | knew, Tom,tttlee garden was changing all the
time, because nothing stands still, except in oamiary” (Pearce 223). While Hatty’s
garden is no longer physically available to hemMas. Bartholomew, Tom’s garden is
still there at his home full of adventures to bargkl with his brother in the experience of
Tom'’s childhood which has yet to end.

Before the story reaches this cathartic resoluflam is still endeavoring to
escape linear time. After repeated trips to therigjidt Garden, Tom discovers what he
must do to dodge time. Tom finally makes the catina that if he wants to escape the
ineffability of linear time, then he has to takevadtage of the time-slip between his time

and Hatty’s time because Tom’s time (present) daesnove while he is in Hatty's time
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(past). After his first trip, Tom examines the gitather clock to discover that despite the
fact he has been gone for several hours, not atenfras passed in his time. Tom reasons
that “the hours after the twelfth do not exist mdioary Time; they are not bound by the
laws of ordinary Time; they are not over in sixtgioary minutes; they are endless”
(Pearce 181). If he finds a way to stay in Hattyise forever, there will be no reason to
ever have to leave the garden. In this manner, Becomes again like Barrie’s Peter
Pan, a young boy attempting to avoid growing upmighrey Carpenter comments that
Tom “is in fact Peter Pan to Hatty’'s Wendy, dmaim’s Midnight Gardetis in one
respect a rewriting dPeter Panfrom Peter’s point of view” (219). Hatty, like Wew, is
unable to remain in the place in which she will age forever. As Wendy leaves
Neverland, Hatty leaves her childhood. Ultimatdlgm discovers that staying in Hatty’s
time forever is impossible and that he must embtiaeenevitable. “...[T]he story’s
conclusion describes Tom’s acceptance of what FRatercan never accept: that Time
must be allowed to pass, and growth and even @dragst be accepted as necessary and
even desirable facets of human existence” (Carp@2@®). Tom’s maturity perhaps
represents a larger maturation; people have coraecept that childhood is something
unable to be preserved forever but something weiftacting on. In his actions, Tom
acts more like Wendy than Peter Pan in his acceptahgrowing up and returning to his
parents and to his present where the grandfathek still ticks on.

The grandfather clock in the hallway at the Kitsde one of the first things that
Tom notices when he arrives, which is fitting calesing the role it will play in his

summer exile. The grandfather clock will be the rmoalgobject that enables Tom to move
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from one time to another (like the amulet in Nésk#tory of the Amuladr the time
turner in Rowling’sHarry Potter: Prisoner of AzkabanThe grandfather clock is
described later as “a tall ancient figure of blatkesser blackness” (Pearce 18), and the
angel on the clock is described as “above theitdialf stood a creature like a man but
with enormous, sweeping wings. His body was woumsbliaisomething white. His face
was a round of gold, and his feet were of the semh@ur and were planted on either side
of the clock-dial. One foot seemed to stand oreagbdf grassy land; the other went into
the sea” (Pearce 33). The angel’'s stance becomels more significant when it is
mirrored by Tom every time he goes into the gar@ntside the front door of the flat
he took off one of his slippers; he laid it on flu®r against the door jamb and then
closed the door on to it, as on to a wedge. Thatldvkeep the door open for his return”
(Pearce 18). With one shoe in his time and one shblatty’s time, Tom is straddling
the border between the two realms: the presentrenpast, childhood and adulthood,
acceptance and resistance. Like Tom, the clockpgrektension time, exhibits both an
unavoidable quality and a duality regarding its iadtons.

The grandfather clock is an anchor for Tom in thet present in both time
periods, but after the door to the garden disapgp&lae clock is portrayed as
unsympathetic to Tom’s wishes to remain in the garidrever. “...he halted in the
middle of the hall by the grandfather clock, solgbihhe grandfather clock ticked coldly
on” (211). Time, represented by the clock, is undable as Tom learns in the end. The
fact that Hatty has not “dodged” aging into MrsrtBalomew further proves that no one

is free from the effects of linear time.
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As time is represented by the grandfather cloak gitandfather clock is portrayed
both as a positive enabling force and a negatiéitig force throughout the novel.
“[The clock] would tick on to bedtime, and in thaay Time was Tom'’s friend; but, after
that, it would tick on to Saturday, and in that vilagne was Tom’s enemy” (Pearce 158).
The grandfather clock serves as the means by Wioohenters the garden, but it also
measures out the time that Tom has left in theegard@his double edged nature of time
blends with the other dualities presented in theshaight and day, child and adult, past
and present, dream and awake.

Another duality present in the novel is Tom’s meament of time. Tom has both
the public sense of time, or clock time, and thespeal sense of time. So Tom’s sense of
measurement, much like the grandfather clock whigmes the incorrect hour, is wrong
when compared to the adult public time. “[Tom] ledgor the minutes and hours to pass
quickly until tonight. Time was so long from nowtiithen; so short from now until
Saturday” (157). Night is the time during which Tasrable to enter the garden, and
Saturday is the day on which Tom must return hddespite the fact that in a world
governed by linear time “tonight” comes before ‘8day,” Tom identifies Saturday as
the event which feels closer. The child’s concdyinoe is very relative depending on
perceived importance and interest: Saturday, iadlie end of his time in the garden,
represents the end of childhood both for him amdHfatty. Tom blames the grandfather
clock for this, placing control of time with theock itself.

The grandfather clock is responsible for bringibgu the end of both Tom'’s

vacation and Mrs. Bartholomew’s dream. “All thatmmiag, Tom seemed to hear the
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ticking of the grandfather clock, bringing Saturdaynute by minute, nearer and nearer.
He hated the clock for that” (Pearce 156). Tom du#svant to leave the garden ever,
least of all before he has discovered the secfaéteayrandfather clock which he cannot
currently access. The clock is always locked to TAmeal understanding of time
(represented by the grandfather clock’s internakings) is inaccessible to Tom on his
own because he is a child. “He fumbled first at side of the door, then at the other; but
there seemed no catch—no way in. He rememberedh®pendulum-case door had not
yielded to him either on that first day” (Pearcg¢.Xowever, Tom witnesses Mrs.
Bartholomew opening the clock early in his expereeriThis is the morning that Mrs.
Bartholomew always goes downstairs to wind the dfi@her clock” (Pearce 29). Mrs.
Bartholomew can access the clock because as anshéuhas accepted time and grown
up. Mrs. Bartholomew, by growing upasa past to dream about. Tom, as a child, does
not yet.

While the grandfather clock clearly plays the nmogtortant role as time-keeper
(and time-giver) in the novel, there are three otthecks present: the kitchen clock, the
sundial in the garden, and the village church cldtle kitchen clock is “an ugly little
clock, but it always kept perfect time” (Pearce.4£3@spite its mundane appearance,
especially in contrast to the complexity of thergtather clock, it does serve to facilitate
one of Tom’s revelations about the nature of Tikiv@ile sitting at the kitchen staring at
the kitchen clock, Tom muses, “However long a timeespent in the garden, the kitchen

clock measured none of it. He spent time therdyout spending a fraction of a second of
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ordinary time” (Pearce 181). The kitchen clockitgnugliness and plainness, measures
out that ordinary time.

While the grandfather clock serves as the link leetwpast and present, the
sundial in the garden represents even older timehi®second trip to the garden, Tom
describes the sundial. “On the high south wallf bavered by the sporting of a vine,
there was a sundial . . . the sight of the sundian without the sun upon it yet, had
reminded him again of the passing of time” (Pe&@€0). This trip into the garden is
started and ended by clocks. The grandfather gdeckits him access to the garden, and
the sundial reminds him of time, after which het®#e garden. “[T]he sundial’s iron
finger threw a shadow at last, and told the timay Was beginning, and Tom was afraid
of being caught in a daytime not his own” (Pear2g Z#he framing of this journey with
the two clocks is repeated in the framing of thigreradventure by the grandfather clock
and the village church clock.

Only briefly heard and never actually seen, thiagé church clock signals Tom’s
final exit from Hatty’s Time in much the same wéawt the grandfather clock enables his
initial entrance into Hatty’s Time. “A village chelr clock struck across the darkened
countryside, and Tom thought of Time” (Pearce 20#)en the village clock sounds,
Tom is watching Hatty’s interaction with young Barthe man who will eventually
become her husband. The couple is ignoring Tonleadng him alone with his
thoughts on Time: “how he had been sure of magjetjmnd of exchanging his own
Time for an Eternity of Hatty’s and so of livinggaisurably in the garden for ever. The

garden was still there, but meanwhile Hatty’s Tinael stolen a march on him, and had
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turned Hatty herself from his playmate into a gremynwoman” (Pearce 205). Tom
attempts to hold on to his own youth, he neglezenisure that Hatty retains hers. Upon
meeting her future husband, Hatty begins to loaedbnnection to her childhood through
which she interacts with Tom, causing him to fadeyfrom the garden forever. Tom
can no longer visit the garden of Hatty’s childhdbibugh Mrs. Bartholomew’s dream
because her dreams have moved on to the nextaitage life.

Moving back to the grandfather clock, the fact tHatty is the one who is able to
open it in the past foreshadows the eventual carmmebetween the two girls. It is Tom’s
physical access to the grandfather clock that tevba inscription of the words ‘Time
No Longer,” a reference to the apocalyptic verddRavelations from the Bible. Tom’s
interest piques over the idea of ‘Time No Longerha associates the agency of time
with the clocks themselves. “Time no longer...” mwmed Tom, and thought of all the
clocks in the world stopping ticking, and theirlgtig stopped for ever...the three words
began to seem full of enormous possibilities” (Bedr66). This idea is an escalation of
Tom'’s goal from the beginning of the novel. At theginning of the story, Tom is
chasing after that elusive ‘extra hour.” Now, he dascovered what he sees as an escape
from the confines of time and growing up; howeviesm does not initially perceive the
connection between this iteration of ‘Time No Lorigend death (much like Alice does),
misunderstanding this particular religious idealaine No Longer’ to a certain degree.

In addition to no physical access, Tom does noetstdnd what the clock tries to
tell him. “What the clock told him, Tom could na¢tyunderstand, and his mind turned

away from it” (Pearce 33). Tom, as a child, carfatly understand the implications of
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time and how it stands to affect his life. It ig oatil later, when he can no longer go to
the garden (the most visible representation ofitlibd), that he understands Mrs.
Bartholomew’s explanation of time. The adult chéeabas to impart that knowledge to
the child character by the explanation of whatdream means.

The connection between dreams and the past isittypekplored until the closing
chapters of the novel when Tom finally speaks te.NBartholomew. As Tom questions
Mrs. Bartholomew about her experiences with tinagdf, he asks, “ [a]nd since you've
come to live here, you've often gone back in Tilmayen't you?’ ‘Gone back in Time?’
‘Gone back into the Past.” ‘When you’re my age Tgoy live in the Past a great deal.

You remember it; you dream of it” (Pearce 224)isTis the point at which Tom realizes
how he was able to travel to the past (the presehetty’s skates in his floorboards
disproves the idea that it wasly a dream or a memory and Tom was not actuallyen th
past). Mrs. Bartholomew’s desire to re-experienb@gpier time in her life creates the
“door” of the dream to the past. Tom’s desire fompanionship allows him to travel
through that same “door” to join Mrs. Bartholomewhier Past. Mrs. Bartholomew’s
duality of character, in that she is both Hatty &rd. Bartholomew, is subtly mirrored in
Tom at numerous points. Just as Mrs. Bartholomewishle natures are connected by
her dream, so is Tom’s double nature.

The first indication of Tom’s dream duality occwexy early in the novel in what
can later be understood as an instance of foreshag@iven Mrs. Bartholomew’s

division between her dream life (Past) and real(Hresent). “...[l]n his half-dreaming,

he became two persons, and one of him would ntd gteep but selfishly insisted on
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keeping the other awake with a little muttering mlogue on whipped cream and shrimp
sauce and rum butter and real mayonnaise andeatittter rich variety of his diet”
(Pearce 10). Tom'’s two parts play on that idedefrelationship of child to adult. These
dual natures also serve to push the idea of valigléthe grandfather clock. “Admittedly,
argued the other Tom—the one who would never kestbepy Tom go to sleep—
admittedly the clock struck the hours at the wronge; but, all the same, they were
hours—real hours—hours that really existed” (Ped&e Tom'’s other half recognizes
the possibility very early on that these hourspdesot fitting into the linear notion of
time, do exist and are accessible to Tom in thea fof the garden.

This dream duality is further enhanced by the flaat Tom and his brother Peter
look very similar. “Hatty looked round to see wh@i@m had got to. She saw, instead of
one boy, two: they were very much alike, and drésgentically in pyjamas. The second
boy had the same insubstantial look that she hédatbrecently in Tom himself”
(Pearce 197). This is the point in the story atolwi®eter, who is still at Tom’s home,
discovers that he can actually reach Tom in theesaay that Tom reaches Hatty:
through the time slip aspect of dreaming. Just es Bartholomew is reconnecting with
her childhood in the form of Hatty, Tom is recontieg with hisown childhood in the
form of Peter. While Tom is only travelling througime when he goes through the
magical door each night, Peter must travel thraamdte as well as time in order to
reconnect Tom. According to J.W. Dunn@&s Experiment with Timdime is the fourth
extension of the idea of three-dimensional spacdet@aualraw some kind of distinction

between travelling through Time and travelling thgh Space would be false (119-123).
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The two brothers exhibit another similarity relatedheir night time travels in that both
Tom and Peter first enter into the shared spaddref Bartholomew’s dream by counting
to themselves, in essenkeeping timdike a clock would. Just as the grandfather clock
serves as the link between the two times, the mynuta clock connects Peter back to
his brother. Tom begins by counting the chimesefgrandfather clock. “Even in his
irritation, Tom could not stop counting; it had bate a habit with him at night...After
all, the clock was the only thing that would spé&akim at all in these hours of darkness”
(Pearce 15). Peter likewise counts his way intadtieam. “[Peter] began to count, in
order to send himself off to sleep. He did not ddhe usual sheep going through a stile,
because there are neither sheep nor stiles indaiggane simply counted. Numbers, in
their regularity began to send Peter to sleep” (¢&h95). Peter is actively seeking the
garden, seeking Tom, seeking escape from the iomprient of his sickness. All three
characters’ desires afford them the opportunityremk free of the confines of normal,
linear time much like in a fairy tale. When chagastwish for something, it is that wish
that brings about the change desired. The novehisection to Shakespear®&s
Midsummer Night's Dreang connection thafom’s Midnight Gardeshares with
Kipling’s Puck of Pook’s Hillyeinforces this convention.

Tom leaves Mrs. Bartholomew and the Kitsons’ honite wiixed emotions. The
door to Hatty’'s garden has been closed to himflbsttoo is positive in its own way:
“[T]he doorway between past and present closes tféetwo-sided healing, the
balancing of present and past values, occurs” (Muoale 17). Tom has achieved a new

appreciation for the natural order of time now thathas discovered Hatty, now Mrs.
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Bartholomew, still exists in his time, connectithgt sought after past with his own
present. Mrs. Bartholomew was able to relive thenorges of her youth again in the
peace of her childhood garden. Tom still longstiier garden in which he can escape
time, but he recognizes the possibility in “the m#r of that homecoming; and, when the
welcomes were over, he would draw Peter asideti@dittle back garden and whisper:
‘Peter, I've got the secret of the other gardetetioyou, and I've an invitation for you
from Hatty” (Pearce 228). Tom'’s acceptance of gitoand linear time and its effects
grants him the opportunity to return home to Pdtexrcurrent childhood, and to share the
excitement of the adventure with him. “[T]he expeie of the past becomes part of a
theme of moving on, growing, accepting change,ldaat loss” (Cosslett 244). In the
end, Tom returns to his own garden in his own tivhere another childhood’s worth of
memories waits to be created and perhaps expeddrncanother in the shared dream of

childhood where there is ‘Time No Longer.’
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CHAPTER SIX
CONCLUSION

These lands of escape serve their dual purposesatae the adventures of the
fictional child protagonists that inhabit them andexemplify the authors’ attitude about
their own childhoods. Despite having a variety lndiracters and plot, Lewis Carroll’'s
Alice’s Adventures in WonderlamshdThrough the Looking-Glasd. M. Barrie’sPeter
Pan A. A. Milne’s Winnie-the-PoolandThe House at Pooh Corneand Philippa
Pearce’sTom’s Midnight Gardemll share the common trait of a focus on the ¢cinfl
between the potential freedom offered by childhand the loss of that freedom that
comes with transitioning into adulthood and theltdworld which adults necessarily
inhabit.

For each author the most convenient way to atteéengrcumvent this
inevitability is the creation of a secondary watét is, to varying degrees, free from the
bounds of the adult world. The other unifying tthkse works all share is that none of
the secondary worlds succeed in enabling theifiitéiats to avoid linear time forever:
Alice leaves, Wendy goes home, Christopher Robesdo school, and Tom returns to
his brother. Despite the temporary escape fronténiinty of growing up, all the works
eventually allow their characters to grow up, samtl a more positive tone than others.
While such an ending creates a sense of melanahtheAlice books andPeter Panthe
Poohstories and'om’s Midnight Gardemnd instead with an image of hope, an
implication that despite the inevitability of leagi childhood that things will still be

good. The attitude about the prospect of growinghganges from a less hopeful outlook
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to an attitude which conveys a sense of potenéippimess despite acknowledging and
accepting the end of childhood as an inevitablé gidife.

In the Alice books, Wonderland and Looking-Glass Land exempii&t childlike
approach towards the curious and grotesque vieadwthood that Carroll allows Alice
to experiment with. Alice arrives and departs in $econdary worlds without much
consideration or awareness of her approach towdrdheod. InPeter Pan Neverland
offers an escape from the inevitability of growung but not without a cost, as Peter
forfeits his memory by remaining there, and heagpptually left behind as other children
grow past him into adulthood. Neverland also esthbk the idea of the physical
representation of the idea of childhood as inforfagthe children who inhabit it. In
Winnie-the-PootandThe House at Pooh CorndPooh’s Forest continues this physical
representation with Milne’s creation of the ideatizpace for the experience of
Christopher Robin’s childhood safe from the dangéithie outside world. Milne
reinforces the idea that childhood is an experievitieh repeats over and over again and
new children who come after will inhabit the spattessgrowing children have left
behind. The idea of the once child, now adult sttaher experiences with a new
generation of children first dreamed by Alice’stsisn Alice in Wonderlands fully
realized in the close dfom’s Midnight GardenwWhen the young character of Hatty is
revealed to in fact be Mrs. Bartholomew, the praniét by Carroll at the end @flice in
Wonderlands brought to fruition. Alice’s sister envisiortsetpossible future for Alice in

the novel’'s closing paragraphs.
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Lastly, [Alice’s sister] pictured to herself hohig same little sister of hers
would, in the after-time, be herself a grown womamg how she would
keep, through all her riper years, the simple anthp heart of her
childhood; and how she would gather about her dittler children, and
maketheir eyes bright and eager with many a strange tatbaps even
with the dream of Wonderland long ago; and howwsbeld feel all their
simple sorrows, and find a pleasure in their sinqgys, remembering her
own child-life, and the happy summer days. (Cai®6)
The possible future that Alice’s sister envisioosAlice is what actually happens for
Mrs. Bartholomew. Tom sees the version of Mrs. Baldmew’s childhood that she
remembers and idealizes. Even though Mrs. Barthelgsown version of Wonderland
is far into the past, her dream of the events haddelings that accompany childhood
make her experiences timeless and enable her te shtéhe experience of childhood
with an inhabitant of a new generation of childhoddm will leave Mrs. Bartholomew
and return to his own childhood in the same wagéleaves her sister alone; however,
Tom runs back to Mrs. Bartholomew, now called Hdbtyefly to symbolize the youthful
connection they share, and hugs her, adding atgadicontentment to the close of the
novel whereagdlice ends with a heavy melancholy.
While | chose to focus on British authors from ke 19" and early 28 century,
there are many avenues through which this reseandid be taken further. Examining
the attitude about time and manipulation of lin@ae from American children’s

literature produced at the same time during whgsé English works were written no
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doubt holds insight into cultural differences betwehe idea of childhood in England
and the idea of childhood in America. Additionalyg a continuum in the manipulation
of linear time has been identified here in the lyezgntury long period from 1865 to
1958, there remains work to be done in examining tias trend continues to change.
Particularly suited to this topic would be the weork Madeline L’Engle in heFime
Quintetand C. S. Lewis'3he Chronicles of Narnias they are works published shortly
afterTom’s Midnight Gardenwvith child characters traveling to an alternateld.o

Even though the authors of these works do not sdcitecreating a secondary
world in which children can infinitely escape adutear time, each author does
demonstrate sufficiently that they all identify véind privilege the viewpoint of a child
situated in childhood. It is less important whettiese are “accurate” reflections of
childhood and more important in what they represéaiut childhood. For this author,
childhood was arriving home just after school, slieg the crushing weight of my
school books and escaping carefree into the subyubgle of my neighborhood. In this
pre-cellphone era, | was allowed to roam and adwenintil the street lights came on just
as it began to get dark. As a child, this periotime felt limitless to me. | could sprint
across the country and back before the streeslicgrine on. A fort could be built,
assaulted by the ever generic but undeniably &at“guys” and dismantled before the
street lights came on. An entire World Series onhis-baseball could be played before
the streetlights came on. Looking back on it aaduit, | recognize this duration of time
could have been, at the greatest possible maximbjactively no longer than four to

five hours. As working diligently on this thesissheonsistently reinforced, four hours is
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hardly enough time to get anything done at all.dtesknowing this, the memory of
childhood time still feels just a little bit longeks a child, | was free from the
responsibility that comes with work, with schoal vath a marriage. My time was my
own to spend how | pleased. So, | could feel thesjtality that childhood held in terms
of where | might go from there.

Just as my construction of my childhood offersghsinto the type of childhood |
had, these secondary worlds reveal the attitudestaime and the conflict between
childhood and adulthood of the authors who cretiteth as well as how childhood was
culturally constructed at the time the novel wagtem. The novels, though they
ultimately do not succeed in escaping from adokdr time, create a space in which

childhood can at least be prolonged and, most itaptly, enjoyed.
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