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ABSTRACT 

 

4ÈÉÓ ÄÉÓÓÅÒÔÁÔÉÏÎȭÓ ÍÁÉÎ ÐÕÒÐÏÓÅ ÉÓ Ô×ÏÆÏÌÄȟ ÏÎ ÔÈÅ ÏÎÅ ÈÁÎÄ ÉÔ ÇÉÖÅÓ ÎÅ× 

ÉÎÓÉÇÈÔÓ ÉÎÔÏ ÔÈÅ ÃÏÎÓÔÒÕÃÔÉÏÎ ÁÎÄ ÍÅÁÎÉÎÇ ÏÆ ,Å×ÉÓ #ÁÒÒÏÌÌȭÓ Alice books, on the 

other hand it makes a contribution to the field of cognitive narratology, 

furnishing a complete practical example of the application of cognitive 

ÎÁÒÒÁÔÏÌÏÇÙȭÓ ÔÏÏÌÓ ÔÏ Á ÒÅÌÅÖÁÎÔ ÌÉÔÅÒÁÒÙ ×ÏÒËȢ   I take the Alice books as a case 

study to illuminate the working of cognitive narratology as an interdisciplinary 

project, relying both on classical narrative studies and on methods taken from 

the cognitive field. This focus also serves a synthetic view of cognitive 

narratology itself, which is in its essence a combination of the revaluation of 

classic narrative concepts and the introduction of new ones. A useful theoretical 

concept to give a general understanding of my methodology as the tying 

together of different overlapping approaches, is the idea of the Alice books as a 

cognitive playground, a huge mental landscape where different intellectual 

suggestions and speculations coexist with experientiality and affections.  

Wonderland and the Looking-Glass land are thus presented as fantastical 

cognitive playgrounds where different minds interact with each other creating 

the big and complex aesthetic space of the literary text. Each of my chapters 

examines a specific topic in relation to the minds of the author, the readers and 

the characters. After a preface and a first chapter outlining the main theoretical 

currents of cognitive narratology and pointing out the special fit of the Alice 

ÂÏÏËÓ ÆÏÒ ÔÈÉÓ ËÉÎÄ ÏÆ ÁÎÁÌÙÓÉÓȟ ÔÈÅ ÓÕÂÓÅÑÕÅÎÔ ÃÈÁÐÔÅÒÓ ÁÒÅȡ Ȱ6ÉÒÔÕÁÌ !ÌÉÃÅȱȟ 

Ȱ-ÉÒÒÏÒÅÄ !ÌÉÃÅȱȟ Ȱ%ÍÏÔÉÏÎÁÌ !ÌÉÃÅȱȟ ÁÎÄ Ȱ5ÎÎÁtural Aliceȱȟ ÅÁÃÈ ÏÆ ÔÈÅÍ ÏÆÆÅÒÉÎÇ 

different, although interconnected, insights into the peculiar dialogue which can 

be established between the Alices and the cognitive narratological approach.  
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). Taipei, Taiwan: Emily Publishing Company, 2016. Print ȣȣȣȣȣȣȣȣ. 107 

Fig. 16 Kenneth Rougeau, The Red King Sleeping, 2009. Digital collage ȣȣȣ ρρπ 

Fig. 17 John Tenniel, illustration for Through the Looking-Glass and What Alice 

Found Thereȟ ρψχρ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢȢ 117 

Fig. 18 Lewis Carroll, illustration for !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ 5ÎÄÅÒÇÒÏÕÎÄ,  

1862-φτ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢ ρςρ 

  

Fig. 19 Sousou, illustration for the Alice in Wonderland ÓÅÒÉÅÓȟ ςπρπ ȣȣȣȣȢȢ ρςς 

Fig. 20 Laura Barrett, illustration for the 150 th anniversary of !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 

Wonderlandȟ ςπρυȟ ÌÉÍÉÔÅÄ ÅÄÉÔÉÏÎ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣ ρςυ 

Fig. 21 John Tenniel, illustration for Through the Looking-Glass and What Alice 

Found Thereȟ ρψχρ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣ ρςφ  

Fig. 22 Lewis Carroll (under his real name, Charles Dodgson), Annie Rogers and 

Mary Jackson as Queen Eleanor and Fair Rosamund. July 3, 1863. Photograph. 

Museum of the History of Science, Oxford ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣ ρςψ 

Fig. 23 Lewis Carroll (under his real name, Charles Dodgson),  
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Reflection, 1862. Photograph. Princeton University Library 

ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢ129  

Fig. 24 John Tenniel, illustration for Through the Looking-Glass and What Alice 

Found Thereȟ ρψχρ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢȢ ρσσ  

Fig. 25 Kenneth Rougeau, Alice Through the Looking-Glass, 2008.  

$ÉÇÉÔÁÌ ÃÏÌÌÁÇÅ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢȢ ρστ  

 

Fig. 26 John Tenniel, illustration for Through the Looking-Glass and What Alice 

Found Thereȟ ρψχρ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣ ρσψ  

Fig. 27 Dalma Yegin, Pull Me Underȟ ςππωȢ $ÉÇÉÔÁÌ !ÒÔ ȣȣȣȣȣȣȣȣȣȣȣȣȣ ρσω 

Fig. 28 Dagmar Berkova, illustration for Through the Looking-Glass and What Alice 

Found ThereȢ 0ÒÁÇÕÅȡ 3.$+ȟ ρωφ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢ 143 

  

Fig. 29 John Vernon Lord, illustration for Through the Looking-Glass and What 

Alice Found There. Oxford: The Inky Parrot Press,  

!ÒÔÉÓÔÓ #ÈÏÉÃÅ %ÄÉÔÉÏÎÓȟ ςπρρ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣ ρτχ 

 

Fig. 30 Ȱ!ÃÈÅÔÁ $ÏÍÅÓÔÉÃÁȱ ɉ"ÕÄÇÅÎȟ ,ÏÕÉÓÅ), illustration for Episodes of Insect 

Life. London: G.Bell and Sons, 1879 ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣ ρυπ  

&ÉÇȢ σρ 3ÃÒÅÅÎÓÈÏÔ ÆÒÏÍ 7ÁÌÔ $ÉÓÎÅÙȭÓ Alice in Wonderlandȟ ρωυρ ȣȣȣȣȣȣȣ ρυρ  

Fig. 32 David Hall, Alice and the Bottle, drawing for the first unreleased version of 

$ÉÓÎÅÙȭÓ Alice in Wonderland, 1939 ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢȢ ρυς  

Fig. 33 Lostfish (Elodie Vermeulen), illustration for !ȭ 4ÒÁÖÅÒÓ ÌÅ -ÉÒÏÉÒ. Paris and 

Toulon: Editions Soleil, 2011 ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢȢ ρυτ   

Fig. 34 Miharu Yokota, 1ÕÅÅÎȭÓ 'ÁÒÄÅÎ. Illustration for  

Alice in Wonderlandȟ ςπρυ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢ ρυχ 
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Fig. 35 Benjamin Lacombe, illustration for Alice au Pays des Merveilles. Paris: 

Soleil, 2015 ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢ ρυψ 

Fig. 36 Lostfish (Elodie Vermeulen), illustration for !ȭ 4ÒÁÖÅÒÓ ÌÅ -ÉÒÏÉÒ. 

Paris and Toulon: Editions Soleil, 2011 ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢȢȢ ρφπ 

 

Fig. 37 Mervyn Peake, illustration for Through the Looking-Glass and What Alice 

Found There. ,ÏÎÄÏÎȡ 7ÉÎÇÁÔÅȟ ρωυτ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣ ρφτ 

Fig. 38 David Delamare, illustration for AlicÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄ. Ed. 

Goodacre, Selwyn and Wendy Ice, 2015 ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣ ρφχ  

Fig. 39 Franc Mateu and Holly Hannon, illustration for Slater, Teddy.  

7ÁÌÔ $ÉÓÎÅÙȭÓ !ÌÉÃÅ ÉÎ 7ÏÎÄÅÒÌÁÎÄ. Glendale, California:  

Disney Publishing 7ÏÒÌÄ×ÉÄÅȟ ρωωυ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢ ρφψ  

 

Fig. 40 Elena Kalis, photograph from Alice in Waterland and Looking-Glass 

Stories. Photos available online at http://www.elenakalisphoto.com/alice/ .  

Web ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣ ρφω 

 

Fig. 41 Mary Kline-Misol, Garden of Live Flowers. Artwork included in Pulkka, 

Wesley. The Alice Cycle: A Retrospective: Paintings from 1988- 2004 by Mary Kline-

Misol University of Maryland: Mary Kline--ÉÓÏÌ 0ÕÂÌÉÓÈÅÒȟ ςππτȢ 0ÒÉÎÔ ȣȣȣȢȢ ρχτ 

  

Fig. 42 Vladislav Erko, illustration from Alica v Krajine Zazrakov. Kyiv: A-BA-BA-

HA-LA-MA-HA Publishers, 2014 ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢ ρχψ 

 

Fig. 43 Arthur Rackham, Pig and Pepper. Illustration from !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 

Wonderland. ,ÏÎÄÏÎȡ 7ÉÌÌÉÁÍ (ÅÉÎÅÍÁÎÎȟ ρωπχ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢ ρψρ 

 

Fig. 44 Ralph Steadman, illustration from Through the Looking-Glass and What 

Alice Found There. London: MacGibbon & Kee, 1972 ȣȣȣȣȣȣȣȣȣȣȣȣȣ. 184 

 

http://www.elenakalisphoto.com/alice/
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Fig. 45 Trevor Brown, The Pool of Tears. Illustration from Alice. Tokyo: Editions 

4ÒÅÖÉÌÌÅȟ ςπρπ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢ ρψφ  

 

Fig. 46 Lewis Carroll (under his real name Charles Dodgson), Open Your Mouth 

and Shut Your Eyes, July 1860. Photograph.  

NaÔÉÏÎÁÌ 0ÏÒÔÒÁÉÔ 'ÁÌÌÅÒÙȟ ,ÏÎÄÏÎ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢȢ ρψψ  

 

Fig. 47 Ralph Steadman, illustration from Through the Looking-Glass and What 

Alice Found There. London: MacGibbon & Kee, 1972 ȣȣȣȣȣȣȣȣȣȣȣȣȣ ρως 

 

Fig. 48 Somefield, illustration from his series of drawings inspired by Alice in 

Wonderlandȟ ςππψ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢȢ ρωχ  

 

Fig. 49 Lewis Carroll (under his real name Charles Dodgson), Alice Liddell As a 

Beggar Maid, 1858. 0ÈÏÔÏÇÒÁÐÈȢ 0ÒÉÖÁÔÅ ÃÏÌÌÅÃÔÉÏÎ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣ ςππ 

 

Fig. 50 Taupe Syuka, illustration for the series Alice in Wonderland, 2013. syuka-

taupe.ÄÅÖÉÁÎÔÁÒÔȢÃÏÍ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢ ςπυ 

 

Fig. 51 Vladimir Clavijo-Telepnev, photowork from his Alice in Wonderland 

series. http://clavijo.ru/en   ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣ ςπχ 

 

Fig. 52 Dominic Murphy, The Queen Cutter, from his Alice in Wonderland Art 

series. dominicmurphytarot.com ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣ ςρπ 

 

Fig. 53 Julia Valeeva, illustration from her Alice in Wonderland series, 2015. 

behance.net ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢȢȢȢȢ ςρσ 

 

Fig. 54 Nicoletta Ceccoli, For Your Eyes Only, 2014. Archival pigmental ink on 

ÆÉÎÅ ÁÒÔ ÐÁÐÅÒ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣ... 215  

 

Fig. 55 Vladislav Erko, illustration from Alica v Krajine Zazrakov. Kyiv: A-BA-BA-

HA-LA-MA-(! 0ÕÂÌÉÓÈÅÒÓȟ ςπρτ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣ 216 

http://clavijo.ru/en
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Fig. 56 David Hall, ÄÒÁ×ÉÎÇ ÆÏÒ ÔÈÅ ÆÉÒÓÔ ÕÎÒÅÌÅÁÓÅÄ ÖÅÒÓÉÏÎ ÏÆ $ÉÓÎÅÙȭÓ Alice in 

Wonderlandȟ ρωσω ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣ 218 

Fig. 57 Benjamin Lacombe, illustration from Alice au Pays des Merveilles. Paris: 

3ÏÌÅÉÌȟ ςπρυ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣ ςςπ 

Fig. 58 Nicoletta Ceccoli, illustration from Beautiful Nightmares, Paris: Editions 

SoÌÅÉÌȟ #ÏÌÌÅÃÔÉÏÎ 6ÅÎÕÓÄÅÁȟ ςπρπ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢ ςςρ 

Fig. 59 Camille Rose Garcia, illustration from !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄ. 

.Å× 9ÏÒËȡ #ÏÌÌÉÎÓ $ÅÓÉÇÎȟ ςπρπ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢ ςςτ 

Fig. 60 Byron Eggenschwiler, Doorway. Illustration published by Mysterious Ways, 

2014. byronegg.com ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣ ςςυ 

Fig. 61 Charlotte Honor Appleton, illustration from 4ÈÅ #ÈÉÌÄÒÅÎȭÓ !ÌÉÃÅ. Bristol: 

0ÏÏË 0ÒÅÓÓȟ ςπρυ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣ 234 

 

Fig. 62 Vladimir Clavijo-Telepnev, photowork from his Alice in Wonderland 

series. http://clavijo.ru/en  ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢ ςσυ 

 

&ÉÇȢ φσ #ÏÎÃÅÐÔ ÁÒÔ ÆÒÏÍ !ÍÅÒÉÃÁÎ -Ã'ÅÅȭÓ ÖÉÄÅÏ ÇÁÍÅ Alice: Madness Returns, 

ςπρρ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢȢ ςσψ 

 

Fig. 64 Rodney Matthews, The Mock Turtle Story. Illustration from Alice in 

Wonderland. London: Templar, 2008 ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢȢ ςσω 

 

&ÉÇȢ φυ !ÎÄÒÅÁ $ȭ!ÑÕÉÎÏȟ ÉÌÌÕÓÔÒÁÔÉÏÎ ÆÒÏÍ !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄ. 

Beverly, Massachusetts: Rockport Publishers, 2015 ȣȣȣȣȣȣȣȣȣȣȣȣȣȣ ςτρ 

 

Fig. 66 Vera Smirnova, image of one of her lacquer boxes inspired by Alice in 

Wonderland ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢȢ ςτχ 

 

Fig. 67 Gennady Kalinowski, illustration from Alice in Wonderland. Novosibirsk: 

NovÏÓÉÂÉÒÓË 0ÕÂÌÉÓÈÉÎÇ (ÏÕÓÅȟ ρωψχ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢȢ ςυπ 

http://clavijo.ru/en
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Fig. 68 Omar Rayyan, Interlude with the Gryphon. Painting, 2015. 

http://studio rayyan.blogspot.co.uk/2015/06/alice -in-wonderland_27 ȣȣ 256 

 

Fig. 69 Salvador Dalì, The Mad Tea Party, 1969. Painting, as shown in !ÌÉÃÅȭÓ 

Adventures in Wonderland. Princeton: PÒÉÎÃÅÔÏÎ 5ÎÉÖÅÒÓÉÔÙ 0ÒÅÓÓȟ ςπρυ ȣȣȢȢ ςυω 

 

Fig. 70 David Delamare, illustration from !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄ. Ed. 

Goodacre, SeÌ×ÙÎ ÁÎÄ 7ÅÎÄÙ )ÃÅȟ ςπρυ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢȢ ςφς 

 

Fig. 71 John Tenniel, illustration from Through the Looking-Glass and What Alice 

Found Thereȟ ρψχρ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢ ςφσ 

 

Fig. 72 Gerald Guerlais, Mad Hatter, 2015.  Painting, acrylic. !ÒÔÉÓÔȭÓ ÐÒÉÖÁÔÅ 

ÃÏÌÌÅÃÔÉÏÎ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣ ςφω   

 

Fig. 73 Valery Kojin, painting inspired by !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄ, 2007. 

WatercolÏÕÒ ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣ ςχς 

 

Fig. 74 Yuko Higuchi, Alice Falling; illustration appeared in Eureka, extra edition 

for the 150th anniversary of Alice in Wonderlandȟ ςπρυ ȣȣȣȣȣȣȣȣȣȣȣȣ ςχφ  

 

Fig. 75 Max Ernst, Alice in 1941, 1941. 0ÁÉÎÔÉÎÇȟ ÏÉÌ ÏÎ ÃÁÎÖÁÓȢ -Ï-Á ȣȣȣȣȢȢ ςχχ 

 

Fig. 76 Yuko Higuchi, illustration appeared in Eureka, extra edition for the 150th 

anniversary of Alice in Wonderland, 2015 ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢȢ ςψς 

 

Fig. 77 Anne Bachelier, illustration from !ÌÉÃÅȭ !ÄÖÅÎÔÕÒÅÓ ÉÎ Wonderland and 

Through the Looking-Glass and What Alice Found There. New York: CFM Gallery 

publications, 2005 ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢ ςψχ 

 

Fig. 78 Adrienne Ségur, Illustration for Alice au Pays des Merveilles. Paris: 

Flammarion, 1949 ȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȣȢ ςωρ 
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PREFACE: PICTURES AND CONVERSATIONS  

 

 

Fig. 2 Maxim Mitrofanov, illustration for Through the Looking-Glass, 2014. The general topics of 
my main four chapters can be found summarised in this image: the idea of entering a virtual 
reality; the presence of a mirror; the complexities of emotions (Alice has three faces with 
ÄÉÆÆÅÒÅÎÔ ÅØÐÒÅÓÓÉÏÎÓ ÏÎ ÔÈÅÍɊȠ ÔÈÅ ÕÎÎÁÔÕÒÁÌÎÅÓÓ ÏÆ !ÌÉÃÅȭÓ ×ÏÒÌÄÓȢ 4ÈÅ ÃÈÅÓÓ ÁÎÄ ÔÈÅ ÃÌÏÃË 
highlight two other important elements: the metaphor of the playground and the relevance of 
the bizarre representation of time in the Alices.  
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Ȭ!ÎÄ ×ÈÁÔ ÉÓ ÔÈÅ ÕÓÅ ÏÆ Á ÂÏÏËȟȭ ÔÈÏÕÇÈÔ !ÌÉÃÅȟ Ȭ×ÉÔhout pictures or 
ÃÏÎÖÅÒÓÁÔÉÏÎÓȩȭ 

                     (AAIW, 11) 
 

4ÈÉÓ ÄÉÓÓÅÒÔÁÔÉÏÎ ÆÏÌÌÏ×Ó !ÌÉÃÅȭÓ ÁÄÖÉÃÅȟ ÕÓÉÎÇ ÐÉÃÔÕÒÅÓ ÁÎÄ ÃÏÎÖÅÒÓÁÔÉÏÎÓ ÁÓ ÉÔÓ 

framing devices: pictures formally, by juxtaposing the argument with 

illustrations from the rich illustrative history of the Alice books; and 

conversations thematically, by considering the Alice books in dialogue with a 

ÃÏÇÎÉÔÉÖÅ ÎÁÒÒÁÔÏÌÏÇÉÃÁÌ ÁÐÐÒÏÁÃÈȢ 4ÈÅ ×ÏÒÄ ȰÄÉÁÌÏÇÕÅȱȟ ÆÒÏÍ ÔÈÅ 'ÒÅÅË 

dialogos, is a compound word which combines together dia (through) and logos 

(word, speech, reason, thought). This means that a dialogue entails navigating 

through words, speech, and thought: as David Bohm writes,  

 

The picture or image that this derivation suggests is of a stream of   

meaning flowing among and through and between us. This will make 

possible a flow of meaning in the whole group, out of which may emerge 

some new understanding. It's something new, which may not have been 

in the starting point at all. It's something creative. (6) 

 

In this sense, the dialogue between the Alice books and cognitive narratology 

staged in this thesis is intended to be a mutual exchange of meaning, fostering 

new connections and conceptual ramifications, and encouraging a far-reaching 

ÉÎÔÅÒÄÉÓÃÉÐÌÉÎÁÒÙ ÐÅÒÓÐÅÃÔÉÖÅ ÕÐÏÎ ÂÏÔÈ ÔÈÅÏÒÙ ÁÎÄ #ÁÒÒÏÌÌȭÓ ÔÅØÔÓȢ  

 The application of interpretative methods from cognitive narratology to the 

Alice books has to be seen in dialogic terms, then, and has two complementary 

aims in view: on the one hand, to produce new insight into the construction and 

meaning of the Alice books; on the other hand, to make a contribution to the 

field of cognitive narratology, furnishing an extended practical example of the 

ÁÐÐÌÉÃÁÔÉÏÎ ÏÆ ÃÏÇÎÉÔÉÖÅ ÎÁÒÒÁÔÏÌÏÇÙȭÓ ÔÏÏÌÓ ÔÏ Á ÒÅÌÅÖÁÎÔ ÌÉÔÅÒÁÒÙ ×ÏÒËȢ 4ÈÅÓÅ 

two main objectives are balanced, and an equal weight is given to them, so as 

not to make cognitive narratology overshadow the Alices, nor the other way 

around, to let the Alices impose themselves, making the conceptual framework 

of interpretation less relevant. In other words, a cognitive-narratological 
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ÖÉÅ×ÐÏÉÎÔ ÓÈÏÕÌÄÎȭÔ ÆÏÒÃÅ ÔÈÅ ÃÏÎÔÅÎÔ ÏÆ ÔÈÅ Alice books into its own mould, 

while the idiosyncratic narrative nature of the Alices ÓÈÏÕÌÄÎȭÔ ÆÏÒÅÃÌÏÓÅ ÔÈÅ 

possibility that cognitive narratology can offers a new way of looking at them. 

This pursuit of synthesis is at the very core of my research, manifesting itself in 

a number of different ways: balancing the Alices with cognitive narratology, 

cognitive studies with narrative theories, science with art, Lewis Carroll with 

#ÈÁÒÌÅÓ $ÏÄÇÓÏÎȟ ȰÎÁÔÕÒÁÌȱ ×ÉÔÈ ȰÕÎÎÁÔÕÒÁÌȱ ÔÅØÔÓȟ !ÌÉÃÅ ,ÉÄÄÅÌÌ ×ÉÔÈ ÈÅÒ 

ÆÉÃÔÉÏÎÁÌ ÃÏÕÎÔÅÒÐÁÒÔȣ ÍÙ ÁÐÐÒÏÁÃÈ ÄÏÅÓ ÎÏÔ ÓÅÅË ÔÏ ÁÂÏÌÉÓÈ ÃÏÎÔÒÁÄÉÃÔÉÏÎÓ ÏÒ 

oppositions in favour of an artificial theoretical unity, but to refuse the 

hypostatization of rigid dichotomies and to aim instead for a richer and more 

fruitful approach that gives to each element its right relevance in the equal and 

balanced dialogue of an interdisciplinary framework,.  

   I take the Alice books as a case study in order to illuminate the working of 

cognitive narratology as an interdisciplinary field, drawing upon both classical 

narrative studies and concepts taken from the cognitive sciences. The complex 

and heterogeneous theoretical corpus of cognitive narratology is elucidated by 

practical application in the interpretation of a literary text, establishing a fertile 

reciprocity between theory and interpretation. As Stockwell emphasizes:  

 

Concerned with literary reading, and with both a psychological and a 

linguistic dimension, cognitive poetics offers a means of discussing 

interpretation whether it is an authorly version of the world or a 

readerly account, and how those interpretations are made manifest in 

ÔÅØÔÕÁÌÉÔÙȢ )Î ÔÈÉÓ ÓÅÎÓÅȟ ÃÏÇÎÉÔÉÖÅ ÐÏÅÔÉÃÓ ɉȣȢɊ ÉÓ Á ÒÁÄÉÃÁÌ ÅÖÁÌÕÁÔÉÏÎ ÏÆ 

the whole process of literary activity . (Stockwell, 5)  

 

Moreover, a hermeneutics grounded in cognitive narratology has much to gain 

from the insights of previous studies on the Alice books, so that the encounter 

between theory and text provides for a mixture of new interpretations and new 

ways of looking at old interpretations. Such a negotiation has also been, indeed, 

essential to cognitive narratology itself, the emergence of which has crucially 

involved a combination of the revaluation of classical narratology and its 

reinvigoration  through the introduction of a new conceptual paradigm.  
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 Regarding my use of pictures, I would like to insist upon their relevance to 

the theoretical space of my dissertation. The Alice books have been conceived as 

illustrated books since their very first elaboration (Carroll himself illustrated 

the first manuscript of !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ 5ÎÄÅÒÇÒÏÕÎÄ) and they have 

continued to inspire countless artists through all the subsequent years. It is not 

even possible to think about the Alice books without an insurgence of images 

into our minds: Alice and her adventures are always associated with visual 

representations, whether the black and white, slightly grotesque original 

ÉÌÌÕÓÔÒÁÔÉÏÎÓ ÂÙ 4ÅÎÎÉÅÌȟ ÏÒ $ÁÌýȭÓ ÓÕÒÒÅÁÌÉÓÔ ÖÅÒÓÉÏÎȟ ÏÒ ÍÏÒÅ ÒÅÃÅÎÔȟ ÉÎÎÏÖÁÔÉÖÅ 

interpre tations... In order to remain faithful to this important aspect of the 

Alices, I have conceived this thesis as an interplay of words and images, for the 

conceptual framework of the dialogue is again a useful model. The choice of 

images ranges from Victorian illustrations (by, for example, Tenniel, and Arthur 

Rackham, and photographs by Carroll himself) to contemporary, provocative 

ones (by artists such as Trevor Brown, Rodney Matthews, and Nicoletta 

Ceccoli). Not only do the images span a considerable period of time, they also 

come from different parts of the world: Russian illustrator Vladislav Erko, 

Japanese artist Taupe Syuka, or Los Angeles-based painter Camille Rose-Garcia 

are just a few examples.  

  Given the diverse elements contributing to the dissertation, my combination 

of different overlapping approaches can be usefully grounded in the idea of the 

Alice books as a cognitive playground; a huge mental landscape in which 

multiple intellectual suggestions and speculations coexist with experientiality, 

visual representations and emotions.  The enigmatic world of the Alice books, 

continuously gives us this sense of a playground, whether a croquet ground or a 

chessboard, where disparate characters meet each other, new rules are 

continuously invented, old rules are revised, and experiences, emotions, and 

mental games all happily mix together in a wonderfully open cognitive space: 

Ȱ)ÔȭÓ Á ÇÒÅÁÔ ÈÕÇÅ ÇÁÍÅ ÏÆ ÃÈÅÓÓ ÔÈÁÔȭÓ ÂÅÉÎÇ ÐÌÁÙÅÄ ɀ all over the world ɀ if this 

is the world at all, you know. Oh what fun it ÉÓȦȱ ɉTTLG, 172). 

 The idea of the Alices as cognitive playground helps to tie together the range 

of perspectives generated by the intellectual encounter between the Alice books 

and cognitive narratology. Another useful metaphor informing the structure of 
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the dissertation is the conceptualization of the Alice books as the encounter of 

different minds. In fact, whose minds they might be, how these minds are 

depicted, and how they related to each other, is the point of departure for my 

cognitive approach. The minds centrally concerned are those of the readers, of 

the author and of the characters. I divide each chapter into three sections 

dealing with these different minds and perspectives. The different kinds of 

mind involved are treated in turn, within each chapter, as a focus for the 

application of a specific aspect of cognitive narratology. Wonderland and the 

Looking-Glass land, as fantastical cognitive playgrounds where different minds 

interact, are an ideal literary and aesthetic space within which to apply and 

examine cognitive-narratological ideas.  

 For what concerns the specific content of each chapter, the first one is meant 

ÔÏ ÇÉÖÅ ÁÎ ÉÎÔÒÏÄÕÃÔÏÒÙ ÏÖÅÒÖÉÅ× ÏÆ ÔÈÅ ÍÁÉÎ ÃÏÇÎÉÔÉÖÅ ÎÁÒÒÁÔÏÌÏÇÙȭÓ ÃÏÎÃÅÐÔÓ ) 

ÄÉÓÃÕÓÓ ÔÈÒÏÕÇÈÏÕÔ ÔÈÅ ÄÉÓÓÅÒÔÁÔÉÏÎȟ ÁÎÄ ÔÏ ÆÕÒÔÈÅÒ ÅØÐÌÁÉÎ ×ÈÙ ,Å×ÉÓ #ÁÒÒÏÌÌȭÓ 

Alice books offer such an appropriate literary ground for a cognitive 

narratÏÌÏÇÉÃÁÌ ÐÅÒÓÐÅÃÔÉÖÅȢ 4ÈÅ ÓÅÃÏÎÄ ÃÈÁÐÔÅÒȟ Ȱ6ÉÒÔÕÁÌ !ÌÉÃÅȱȟ ÅØÐÌÏÒÅÓ ÔÈÅ 

creation, the internal features and the reception of virtual worlds and virtual 

ÍÉÎÄÓȡ ÔÈÅ ÂÁÓÉÃ ÉÄÅÁ ÕÎÄÅÒÌÙÉÎÇ ÔÈÉÓ ÃÈÁÐÔÅÒȭÓ ÁÐÐÒÏÁÃÈ ÉÓ ÔÈÅ ÖÉÓÉÏÎ ÏÆ ÔÈÅ 

realities depicted in fictions as privileged tools for exploring the mind and as 

exemplifications of cognitively necessary elements of our mental equipment. 

4ÈÅ ÔÈÉÒÄ ÃÈÁÐÔÅÒȟ Ȱ-ÉÒÒÏÒÅÄ !ÌÉÃÅȱȟ ÉÎÖÏËÅÓ ÔÈÅ ÃÏÎÃÅÐÔÕÁÌ ÍÅÔÁÐÈÏÒ ÏÆ ÔÈÅ 

mirror as related to the mind and the image of the mind to inquire into different 

narrative aspects of the Alices and their reception. As its title suggests, 

Ȱ%ÍÏÔÉÏÎÁÌ !ÌÉÃÅȱȟ ÔÈÅ ÆÏÕÒÔÈ ÃÈÁÐÔÅÒȟ ÆÏÃÕÓÅÓ ÏÎ ÅÍÏÔÉÏÎÓ ÉÎ ÌÉÔÅÒÁÒÙ ÔÅØÔÓȟ ÁÎÄ 

it considers them as inextricably linked to thoughts and actions, and as 

connected to the idea of the mind as embodied; the specific emotional tissue of 

nonsense narratives is another important topic of this chapter. The last chapter 

ÉÓ ÃÁÌÌÅÄ Ȱ5ÎÎÁÔÕÒÁÌ !ÌÉÃÅȱȟ ÁÎÄ ÉÔ ÉÓ ÔÈÅ ÆÉÎÁÌ ÄÅÖÅÌÏÐÍÅÎÔ ÏÆ ÔÈÅ ÃÏÇÎÉÔÉÖÅ 

approach to the Alices, considering them as unnatural fictions and discussing a 

cognitive reading of the unnatural as a way to overcome rigid dichotomies.     

     The sequential development of the chapters follows a crescendo of cognitive 

complexity, firstly dealing with the most basic cognitive processes connected to 

the elaboration and reception of literary texts, such as how we access the virtual 
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space of a narrative, using as conceptual tools notions like cognitive deixis, 

ÃÏÎÃÅÐÔÕÁÌ ÍÅÔÁÐÈÏÒȟ ÂÌÅÎÄÉÎÇȟ ÓÔÏÒÙ×ÏÒÌÄ ɉÃÈÁÐÔÅÒ ÏÎÅȟ Ȱ6ÉÒÔÕÁÌ !ÌÉÃÅȱɊȢ  4ÈÅ 

following step further elaborates on our cognitive involvement with narratives, 

taking into account more complex mental activities, invoking concepts such as 

mirror neurons, double embedded narratives, meta-representations, ToM and 

specific linguistic implications of mirror-related mental processes (chapter two, 

Ȱ-ÉÒÒÏÒÅÄ !ÌÉÃÅȱɊȢ !ÆÔÅÒ ÈÁÖÉÎÇ ÃÏÎÓÉÄÅÒÅÄ ÔÈÅ ÍÏÒÅ ÐÕÒÅly cognitive aspects of 

the relationship with a literary world, ÃÈÁÐÔÅÒ ÔÈÒÅÅȟ Ȱ%ÍÏÔÉÏÎÁÌ !ÌÉÃÅȱ 

introduces the idea that cognitive mechanisms never work alone, but are deeply 

entangled with emotional components, expanding in this way the considered 

mental scenario.  The final step involves more extreme cognitive challenges, the 

ones entailed by mentally approaching an unnatural, anti-mimetic storyworld 

ɉÃÈÁÐÔÅÒ ÆÏÕÒȟ Ȱ5ÎÎÁÔÕÒÁÌ !ÌÉÃÅȱɊȢ 4ÈÅ ÃÈÁÐÔÅÒÓ ÁÒÅ ÉÎÔÅÒÃÏÎÎÅÃÔÅÄȟ ÁÓ ÔÈÏÕÇÈÔ 

processes are always interlinked, but their unfolding can be pictured as an 

expanding and increasing progress of cognitive complexity. 
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CHAPTER 1: COGNITIVE NARRATOLOGY AND LEWIS CARROLL 

 

 

 

Fig. 3 Angela Vieira, Alice Reading, Braga, 2010.  This illustration efficaciously captures the 
distinctive perspective of this thesis; upon Alice and upon the cognitive process involved in 
reading.  

 

 

5ÌÔÉÍÁÔÅÌÙȟ !ÌÉÃÅȭÓ ÁÄÖÅÎÔÕÒÅÓ ÏÆÆÅÒ ÓÏÍÅÔÈÉÎÇ ÍÕÃÈ ÍÏÒÅ  
interesting: the opportunity to explore a world that exists only in  
the space between our ears. (Douglas-Fairhurst, The Story of Alice, 
126) 
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This introductory chapter is divided into two sections: in the first, I survey the 

main concepts from cognitive narratology that I use in the thesis; in the second, 

) ÍÁËÅ ÅØÐÌÉÃÉÔ ×ÈÙ ,Å×ÉÓ #ÁÒÒÏÌÌȭÓ Alice books are so significant for a cognitive 

approach. These two sections are foundational for the rest of the thesis, since 

they provide the theoretical framework necessary to navigate through the 

subsequent chapters.  

 

1)  Cognitive Narratology: Core Introductory Concepts  

 

)Æ ȰÍÏÓÔ ÂÁÓÉÃÁÌÌÙȟ ÃÏÇÎÉÔÉÖÅ ÓÃÉÅÎÃÅ is an interdisciplinary form of study aimed 

ÁÔ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÈÕÍÁÎ ÃÏÇÎÉÔÉÏÎȱ ɉ(ÏÇÁÎȟ ςωɊȟ ÔÈÅ ÆÉÅÌÄ ÏÆ ÃÏÇÎÉÔÉÖÅ 

narratology seems to be a further complication of the picture, with its attempt 

to approach literary texts with a non-systematic application of cognitive 

theories taken from various and heterogeneous tendencies and schools. 

Nonetheless, what seems to be its main weakness is actually its fundamental 

strength: in fact, it is precisely this still-in-formation status and this multiplicity 

of inspirations and perspectives that makes cognitive narratology a particularly 

stimulating and extensive field of study, rich in possibilities.  

     4ÈÅ ȰÃÏÇÎÉÔÉÖÅ ÔÕÒÎȱ ÏÆ ÒÅÃÅÎÔ ÙÅÁÒÓ ÈÁÓ ÁÆÆÅÃÔÅÄ Á ×ÉÄÅ ÒÁÎÇÅ ÏÆ ÄÉÆÆÅÒÅÎÔ 

disciplines (besides the neurobiologists and psychologists, also social scientists, 

linguists, philosophers, anthropologists, computer scientists, and many scholars 

in other fields have begun to enrich their theoretical domains with cognitive 

influences). For literary theorists to ignore this ÓÉÇÎÉÆÉÃÁÎÔ ȰÃÏÇÎÉÔÉÖÅ 

ÒÅÖÏÌÕÔÉÏÎȱ ×ÏÕÌÄ ÂÅ ȰÃÌÅÁÒÌÙ ÓÈÏÒÔ-ÓÉÇÈÔÅÄȱ ɉ(ÏÇÁÎȟ ρɊȢ !Ó *ÕÄÉÔÈ $ÕÃÈÁÎ ÅÔȢ ÁÌȢ 

emphasise,  

 

The path to truth is not defined by a single discipline, nor by a single 

methodology. Cognitive science takes its topic ɀ cognition ɀ and tries to 

understand it from a variety of knowledge bases and basic 

methodologies. (3) 
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Any full study of the mind, necessarily, involves the arts in general and 

literature in particular ɀ since art explores the mind, stimulates it, feeds it, 

describes it, even changes its structures. Poetry, novels, music and paintings 

reveal specific aspects of our mental experiences and functioning which are not 

ÁÃÃÅÓÓÉÂÌÅ ÂÙ ÏÔÈÅÒ ÍÅÁÎÓȢ  *ÏÎÁÈ ,ÅÈÒÅÒ ÐÕÔÓ ÉÔ ÌÉËÅ ÔÈÉÓȡ ȰÂÙ ÅØÐÒÅÓÓÉÎÇ ÏÕÒ 

actual experience, the artist reminds us that our science is incomplete, that no 

map of matter will ever explain the imÍÁÔÅÒÉÁÌÉÔÙ ÏÆ ÏÕÒ ÃÏÎÓÃÉÏÕÓÎÅÓÓȱȟ ÁÎÄ 

ȰÁÎÙ ÄÅÓÃÒÉÐÔÉÏÎ ÏÆ ÔÈÅ ÂÒÁÉÎ ÒÅÑÕÉÒÅÓ ÂÏÔÈ ÃÕÌÔÕÒÅÓȟ ÁÒÔ ÁÎÄ ÓÃÉÅÎÃÅȱ ɉØɊ.1 

-ÏÒÅÏÖÅÒȟ ȰÌÉÔÅÒÁÔÕÒÅ ÁÎÄ ÔÈÅ ÁÒÔÓ ÐÏÓÅ ÓÐÅÃÉÆÉÃ ÐÒÏÂÌÅÍÓ ÆÏÒ ÃÏÇÎÉÔÉÖÅ ÓÔÕÄÙȠ 

ÔÈÅÙ ÒÁÉÓÅ ÓÐÅÃÉÆÉÃ ÉÓÓÕÅÓȠ ÔÈÅÙ ÐÒÅÓÅÎÔ ÓÐÅÃÉÆÉÃ ÃÈÁÌÌÅÎÇÅÓȱ (Hogan, 3); in this 

sense, cognitive narratology presents itself as both a relevant contribution to 

mind studies and a beneficiary of new, refreshing theoretical paradigms.  

 This development in literary theories obviously is not free from risks, as well 

ÕÎÄÅÒÌÉÎÅÄ ÂÙ (ÁÎÓ !ÄÌÅÒ ÁÎÄ 3ÁÂÉÎÅ 'ÒÏÓÓ ÉÎ Á ςππς ÁÒÔÉÃÌÅ ÔÉÔÌÅÄ Ȱ!ÄÊÕÓÔÉÎÇ 

ÔÈÅ &ÒÁÍÅȡ #ÏÍÍÅÎÔÓ ÏÎ #ÏÇÎÉÔÉÖÉÓÍ ÁÎÄ ,ÉÔÅÒÁÔÕÒÅȱȡ ÔÈÅÒÅ ÉÓ Á Ȱfundamental 

question about the compatibility of two different value systems, one of which 

places a premium on experimental scientific evidence, while the other does not 

coÎÓÉÄÅÒ ÉÔ ÐÁÒÔÉÃÕÌÁÒÌÙ ÒÅÌÅÖÁÎÔȱ (214). The ambitious aim of cognitive 

narratology is to establish a bidirectional exchange between cognitive studies 

and literary theories: as David Herman points out ȰÃÏÇÎÉÔÉÖÅ ÎÁÒÒÁÔÏÌÏÇÙ ÈÁÓ 

fostered the expectation that there is indeed a positive, reciprocal influence, a 

basic synergy, between research on intelligent behaviour and detailed analysis 

ÏÆ ÎÁÒÒÁÔÉÖÅÓ ÏÆ ÁÌÌ ÓÏÒÔÓȱ ɉNarrative Theory, 20).  Many critical remarks have 

been directed against a too easy merging of the two disciplines, and some of 

ÃÏÇÎÉÔÉÖÅ ÎÁÒÒÁÔÏÇÙȭÓ ÄÉÒÅÃÔÉÏÎÓ ÏÆ ÓÔÕÄÙ ÈÁÖÅ ÄÅÓÅÒÖÅÄ ÔÈÅÓÅ ÃÅÎÓÕÒÅÓȟ ÓÉÎÃÅ 

they have indulged in one or other of the possible irresponsible attitudes listed 

by Mark Bruhn: disciplinary imperialism, in which literature becomes just a 

branch of cognitive science (Gross, 225-244), or the other way around; or 

ȰÔÉÎËÅÒÉÎÇȱ ×ÉÔÈ ÔÈÅ ÔÅÒÍÓ ÏÆ ÍÉÎÄ ÓÃÉÅÎÃÅ ÂÙ ÌÉÔÅÒÁÒÙ ÔÈÅÏÒÉÓÔÓȟ ×ÉÔÈÏÕÔ Á ÃÌÅÁÒ 

                                                 
1 What Lehrer, as a neuroscientist, affirms, is that the complexity of our minds ÃÁÎȭÔ ÂÅ ÒÅÄÕÃÅÄ 
ÔÏ ȰÁ ÌÏÏÍ ÏÆ ÅÌÅÃÔÒÉÃÁÌ ÃÅÌÌÓ ÁÎÄ ÓÙÎÁÐÔÉÃ ÓÐÁÃÅÓȱ ɉØɊȟ ÁÎÄ ÔÈÁÔ ÁÒÔ ÏÆÆÅÒÓ ÁÎ ÅÓÓÅÎÔÉÁÌ 
collaboration in the investigation of the elaborated form of the human mind.   
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awareness of what these terms actually signify in their original disciplinary 

context (Bruhn, 404-460).  

 Much of the perplexity and difficulty related to cognitive narratology arises 

from the idea of the incommensurability of the two disciplines: on the one hand 

the empirical method, the seeking for regularity and the urge for simplification, 

on the other hand the representation of the subjective, the creative approach, 

and the emphasis upon the exceptional. From one point of view, cognitive 

science and literary theory are indeed incommensurable, but this is because the 

ÍÉÎÄ ÉÔÓÅÌÆ ÉÓ ÉÎÃÏÍÍÅÎÓÕÒÁÂÌÅȡ ÁÓ %ÌÌÅÎ 3ÐÏÌÓËÙ ÒÉÇÈÔÌÙ ÓÁÙÓȟ ȰÔÈÅ ÇÁÐÓ ÉÎ ÔÈÅ 

interpretative systems, far from being accidental, are necessary and innate 

ÁÓÐÅÃÔÓ ÏÆ ÏÕÒ ÇÅÎÅÔÉÃÁÌÌÙ ÉÎÈÅÒÉÔÅÄ ÅÐÉÓÔÅÍÏÌÏÇÉÃÁÌ ÅÑÕÉÐÍÅÎÔȱ (Gaps, 192)ɀ 

ÄÉÆÆÅÒÅÎÔ ÐÅÒÓÐÅÃÔÉÖÅÓ ÃÏÅØÉÓÔ ÂÅÃÁÕÓÅ ÔÈÅ ÍÉÎÄ ÃÁÎȭÔ ÂÅ ÒÅÄÕÃÅÄ ÔÏ ÏÎÅ 

perspective: our cognitive apparatus is reflected in the way we try to study it. 

&ÒÏÍ ÁÎÏÔÈÅÒ ÐÏÉÎÔ ÏÆ ÖÉÅ×ȟ ÈÏ×ÅÖÅÒȟ ÉÔ ÉÓ ÐÏÓÓÉÂÌÅ ÔÏ ÆÉÎÄ ȰÔÅÍÐÏÒÁÒÉÌÙ 

satisfactory connÅÃÔÉÏÎÓȱ ÂÅÔ×ÅÅÎ ÔÈÅ ÄÉÆÆÅÒÅÎÔ ÐÅÒÓÐÅÃÔÉÖÅÓ ɉρωςɊȟ2 which 

overcome rigid dichotomies and show how different theoretical fields can 

benefit from a productive and well-informed mutual exchange of knowledge.  

     Since cognitive narratology is not a well-defined, unitary theoretical position, 

it is problematic to trace its outlines clearly; nevertheless, I propose to highlight 

some of its basic concepts and themes, in order to provide a general sketch of 

the theoretical framework of my research. It is nonetheless always necessary to 

keep in mind the problematic status of these concepts, since they are all still in a 

phase of elaboration, and they are implicated in several different accounts and 

different connected perspectives.  

 

A) Firstly, the broad idea of cognitive categorisation  (based on the concepts of 

schemata/frames , scripts , and mental models ) can be usefully applied to the 

ways readers negotiate with a literary text. The history of the concept of schema 

(later transformed into frame) is quite a long one, originating in psychology and 

                                                 
2 Spolsky insists upon the non-permanent essence of every interpretation and cultural 
ÐÅÒÓÐÅÃÔÉÖÅȟ ÓÉÎÃÅ ÏÕÒ ÓÙÓÔÅÍ ÏÆ ËÎÏ×ÌÅÄÇÅ ÉÓ ÃÈÁÒÁÃÔÅÒÉÚÅÄ ÂÙ Á ȰÃÁÔÅÇÏÒÉÃÁÌ ÉÎÓÔÁÂÉÌÉÔÙȱ (Gaps, 
201).   
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subsequently becoming increasingly popular with AI scholars.3 Its application 

to literary studies is based on the fact that, in order to comprehend a text, it is 

necessary to contextualise and process its information, using memory and pre-

existent cognitive codifications. Such contextualisation enables readers to infer 

a situation from limited narrative clues, to position a text within a specific 

ÇÅÎÒÅȟ ÁÎÄ ÔÏ ÒÅÃÏÇÎÉÓÅ ÃÈÁÒÁÃÔÅÒÓȭ ÁÃÔÉÏÎÓ ÁÎÄ motives. As Herman argues, 

ȰÎÁÒÒÁÔÉÖÅÓ ÃÁÎ ÁÎÃÈÏÒ ÔÈÅÍÓÅÌÖÅÓ ÔÏ ÓÔÏÒÅÄ ×ÏÒÌÄ ËÎÏ×ÌÅÄÇÅ ÉÎ ÖÁÓÔÌÙ 

ÄÉÆÆÅÒÅÎÔ ×ÁÙÓȱ ɉScripts, 1055): different cultural contexts are linked to different 

cultural schemata, so that there is a cognitive basis for different historical 

interpretations of the same text. Peter Stockwell points out that a literary 

scenario schema can operate in three different contexts: as world schema, text 

schema and language schema (80); in addition, it can be the subject of internal 

transformation  or even creation ex novo, through the process of accretion 

(adding new aspects to a pre-existing schema), tuning (change of relations 

between the elements of a schema) or restructuring (creation of a new schema) 

(79).  

     It can be inferred from this explanation that schema structure would be of 

significant use to the study of differences and changes in literary genres,4 and to 

the analysis of historical variations in readings. Furthermore, different kinds of 

narrative, such as parodies, science-fiction texts, absurdist novels and 

postmodern fiction, can be understood in terms of disruption, innovation, 

ÄÅÆÁÍÉÌÉÁÒÉÓÁÔÉÏÎ ÁÎÄ ÓÕÂÖÅÒÓÉÏÎ ÏÆ ÒÅÁÄÅÒÓȭ ÓÃÈÅÍÁÔÁȢ  

     The concept of script can be described as a subcategory of schemata: if 

schemata are units of memory which gather together experiences both practical 

and conceptual, scripts related specifically to the stereotyped sequences of 

actions operating inside Á ÓÃÈÅÍÁ ɉ*ÅÁÎ -ÁÎÄÌÅÒ ÃÁÌÌÓ ÓÃÒÉÐÔÓ ȰÅÖÅÎÔ ÓÃÈÅÍÁÓȱ 

15). Scripts thus are associated with our stored narrative knowledge about a 

                                                 
3 In the AI context it has been mainly developed as a means to provide a broader contextual 
knowledge to make computable sense of particular natural language sentences. See for example 
Schank and Abelson, Mandler.  
 
4 Different literary genres are linked to different operating schemata, while evolutions and 
transformations within a literary genre can be thought as an accretion, disruption or refreshing 
of old schemata.  
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specific context. Another notion contiguous with those of schemata and scripts 

is that of mental models, or situation models:5 mental models are cognitive 

representations of situations, which can be real situations, imaginative 

situations, or hypothetical ones. They play an essential role in processing a 

literary text, since they function as signs to orient the reader in narrative, 

spatial and temporal dimensions. This view of the concept could be easily 

assimilated to that of schema, but the related idea of situation models is slightly 

different, since situation models extend schemata theory towards the 

comprehension of a situation-oriented cognitive structure more amenable to 

narrative applications of cognitive categories. A situation model has been 

ÄÅÓÃÒÉÂÅÄ ÁÓ ȰÁ ÓÃÈÅÍÁ ÄÅÐÉÃÔÉÎÇ ÔÈÅ ÃÕÒÒÅÎÔ ÓÔÁÔÅ ÏÆ ÔÈÅ ÍÅÎÔÁÌ ÍÏÄÅÌ ÏÆ ÔÈÅ 

ÓÙÓÔÅÍȱ ɉ%ÎÄÓÌÅÙȟ τσɊȠ ÔÈÁÔ ÉÓȟ Á ÍÅÎÔÁÌ ÒÅÐÒÅÓÅÎÔÁÔÉon of a specific situation, 

not of a general or stereotypical one. Schemata in this view are raw materials 

for the elaboration of situation models, since stored knowledge of archetypal 

abstract or pragmatic scenarios is necessary to deal with the representation of a 

new scene presented in real life or in narrative contexts.  

      Situation models, or mental models, can be linked with the concept of 

storyworld ,6 in order to offer a more cognitive-oriented version of what a 

textual universe is and entails.  If applied to the narrative universe 

ÃÏÎÃÅÐÔÕÁÌÉÓÅÄ ÉÎ ÔÈÅ ÔÅÒÍ ȰÓÔÏÒÙ×ÏÒÌÄȱȟ ÔÈÅ ÎÏÔÉÏÎ ÏÆ ÍÅÎÔÁÌ ÍÏÄÅÌ ÈÉÇÈÌÉÇÈÔÓ 

how this world is a cognitive space, a result of a cognitive negotiation which 

occurs while reading. As Herman points out storyworlds can in this sense be 

interpreted as class of mental models used to interpret narratives, through 

which readers re-construct in their mind who did what, where, how, why (Story 

Logic 106-113). The way in which storyworlds are complex and dynamic 

mental dimensions is also connected to the process of immersion in the 

narrative text, as we shall see in the next section on cognitive deixis.  

    In conclusion, the cognitive turn in literary studies has been consistently 

influenced by schema theory, and by its suggestiveness for the exploration and 

                                                 
5 Actually, there is a difference between these two terms, since the second one can be conceived 
as an evolution of the first one from a more static, schematic conception of categories, to a more 
dynamic, narrative-oriented version of them. For more detail on mental and situation models, 
see Van Dijk and Kintsch; Zwaan; Tapiero; Bernini and Caracciolo (47-50).  
 
6 3ÅÅ ÁÌÓÏ ÓÕÂÓÅÑÕÅÎÔ ÓÅÃÔÉÏÎ ÏÎ ȰÓÔÏÒÙ×ÏÒÌÄȱȟ σρ-34. 
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conceptualization of the act of reading. However, research into the way we form 

ÓÃÈÅÍÁÔÁ ÁÎÄ ÍÅÎÔÁÌ ÍÏÄÅÌÓ ×ÉÔÈ ÔÈÅ ÁÉÍ ÏÆ ÅÓÔÁÂÌÉÓÈÉÎÇ ȰÔÈÅ ÒÁÎÇÅ ÏÆ 

ÉÎÆÅÒÅÎÃÅÓ ÔÈÁÔ ÒÅÁÄÅÒÓ ÁÕÔÏÍÁÔÉÃÁÌÌÙ ÅÎÃÏÄÅȱ ɉ'ÅÒÒÉÇ ÁÎÄ %ÇÉÄÉȟ τρɊ ÉÓ ÁÓ Ùet far 

from being fully realised. It is also generally pursued in a univocal way, whereas 

various theories have arisen as to how exactly we use pre-existent 

representations and construct new ones in the encounter with a narrative 

world, how memories guide our understanding of the text and how we 

manipulate schemata and mental models; the literary application of schemata is 

still a topic of on-going investigation. Among the open issues, for instance, are 

the need for a more explicit focus on sociocultural influences in the forming of 

cognitive schemata (McVee, Dunsmore and Gavelek; Purcell-Gates, Jacobson 

and Degener; Smagorinsky, Lipson and Wixson); the claim for an indispensable 

role of affects in creating schemata (Miall, Kintgen); and the need for a better 

understanding of the conflict between memory-based and explanation-based 

approaches to the application of schemata to literary texts (Gerrig and Egidi).  

 

B) Another highly significant concept from a cognitive narratological 

perspective is that of cognit ive deixis  as a mental device used by readers to 

position their frame of reference inside the text scenario. Deictic Shift Theory 

(abbreviated as DST) is connected to the cognitive categories of schemata, 

scripts and situation models, because they are all considered as acting together 

as the mental equipment necessary to make sense of a story and to actively 

interact with it: if schemata and situation models work in order to make the 

reader able to comprehend the story and to cognitively grasp the state of things 

preÓÅÎÔÅÄ ÉÎ ÔÈÅ ÓÔÏÒÙȟ ÔÈÅ $34 ȰÉÓ Á ÔÈÅÏÒÙ ÔÈÁÔ ÓÔÁÔÅÓ ÔÈÁÔ ÔÈÅ ÄÅÉÃÔÉÃ centre 

often shifts from the environmental situation in which the text is encountered, 

ÔÏ Á ÌÏÃÕÓ ×ÉÔÈÉÎ Á ÍÅÎÔÁÌ ÍÏÄÅÌ ÒÅÐÒÅÓÅÎÔÉÎÇ ÔÈÅ ×ÏÒÌÄ ÏÆ ÔÈÅ ÄÉÓÃÏÕÒÓÅȱ 

(Duchan, Bruder, and Hewitt 15).   

     The imaginative process through which we position ourselves inside a 

narrative world consists of this deictic shift, a mental act that allows us to 

recentre our viewpoint according to narrative indications. In this sense, the 

deictic indexeÓ ÆÕÎÃÔÉÏÎ ÁÓ ÔÈÅ ÍÅÁÎÓ ÏÆ ÄÒÉÖÉÎÇ ÔÈÅ ÒÅÁÄÅÒȭÓ ÉÍÍÅÒÓÉÏÎ ÉÎ Á 

ÆÉÃÔÉÏÎÁÌ ÕÎÉÖÅÒÓÅȢ 2ÅÁÄÅÒÓ ÔÈÕÓ ÔÁËÅ ȰÁ cognitive stance within the mentally 
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ÃÏÎÓÔÒÕÃÔÅÄ ×ÏÒÌÄ ÏÆ ÔÈÅ ÔÅØÔȱ ɉ3ÔÏÃË×ÅÌÌȟ τχɊȟ ÁÎÄ ÔÈÉÓ ÄÅÉÃÔÉÃ ÐÒÏÊÅÃÔÉÏÎ ÃÁÎ 

happen more than once during the reading of the same text: i.e. the author can 

change the fictional perspective, forcing readers to make other deictic moves 

inside or alongside the first fictional recentring they have initially undertaken. In 

/ÒÈÁÎ 0ÁÍÕËȭÓ My Name Is Red, for instance, each chapter presents the 

standpoint of a different character, continuously pushing the reader to align 

with alternative deictic centres.  

     Obviously, there are novels that require a more complicated use of deictic 

projection, novels in which the perspective always changes, novels that present 

the format of a tale within a tale, or dreams within dreams, novels that deal with 

hallucinatory visions, novels that have complex flashbacks or even time-reversal 

narrations. As a story unfolds the represented here and now can change, 

complicating the narrative system, stimulating the cognitive efforts of the 

reader, giving different accounts of the same situation or multiplying times and 

spaces in order to grasp a reality more and more complex and multifaceted.  

     DST has a number of ramifications and open questions, like: how many kinds 

of deictic shifts can readers do? How can the different deictic components be 

classified? What kind of deictic devices can a writer use? How exactly does the 

deictic projection guide the construction of a mental model? What are the main 

features of immersion in a text world?7 Ȱ$34 ÉÓ ÂÙ ÎÏ ÍÅÁÎÓ Á ÃÏÍÐÌÅÔÅ ÔÈÅÏÒÙȟ 

but it provides a means of approaching narrative text that has many 

ÐÏÓÓÉÂÉÌÉÔÉÅÓȱ ɉ$ÕÃÈÁÎȟ "ÒÕÄÅÒ ÁÎÄ (Å×ÉÔÔȟ ρχɊȢ $ÅÉÃtic shift is a concept related 

to schemata and frames inasmuch as schemata and frames provide for the 

ÒÅÁÄÅÒȭÓ ÃÏÍÐÒÅÈÅÎÓÉÏÎ ÏÆ Á ÎÁÒÒÁÔÉÖÅȟ ×ÈÉÌÅ ÄÅÉÃÔÉÃ ÓÈÉÆÔ ÇÕÉÄÅÓ ÔÈÅ ÒÅÌÁÔÉÏÎÓÈÉÐ 

between the self and the text-world. In this sense deictic shift is also deeply 

connected with the concept of storyworld, and with the study of imaginative 

processes.  

 

#Ɋ 4ÈÅ ÒÅÁÄÅÒȭÓ ÉÍÍÅÒÓÉÏÎȟ ÍÁÄÅ ÐÏÓÓÉÂÌÅ ÂÙ ÔÈÅ ÐÒÏÃÅÓÓÅÓ ÏÆ ÃÏÇÎÉÔÉÖÅ ÄÅÉØÉÓȟ 

is closely related to the idea of a storyworld  in which readers immerse 

themselÖÅÓȢ 4ÈÅ ÃÏÎÃÅÐÔ ÏÆ ÔÈÅ ÓÔÏÒÙ×ÏÒÌÄȟ ÁÎÄ ȰÉÔÓ ÍÉÍÅÔÉÃ ÒÅÌÁÔÉÏÎ ÔÏ ÔÈÅ ÒÅÁÌ 

                                                 
7 See in particular the open questions posed by Duchan, Bruder and Hewitt.  
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×ÏÒÌÄȱ ɉÏÆÔÅÎ ÐÒÏÂÌÅÍÁÔÉÃȟ ÁÓ ×Å ×ÉÌÌ ÓÏÏÎ ÓÅÅɊ ÉÓ ÔÈÕÓ ȰÏÎÅ ÏÆ ÔÈÅ ÅÓÓÅÎÔÉÁÌ 

ÁÓÐÅÃÔÓ ÏÆ Á ÄÅÉÃÔÉÃ ÃÅÎÔÅÒ ÁÐÐÒÏÁÃÈ ÔÏ ÆÉÃÔÉÏÎȱ ɉ$ÕÃÈÁÎȟ "ÒÕÄÅÒ ÁÎÄ (Å×ÉÔÔȟ 

ØÉÉÉɊȢ !Ó (ÅÒÍÁÎ ÐÕÔÓ ÉÔȟ Ȱstoryworlds are mentally and emotionally projected 

environments in which interpreters are called upon to live out complex blends 

ÏÆ ÃÏÇÎÉÔÉÖÅ ÁÎÄ ÉÍÁÇÉÎÁÔÉÖÅ ÒÅÓÐÏÎÓÅȱ ɉ(ÅÒÍÁÎȟ Routledge E, 570).  

     In turn, the concept of storyworld can be seen as a development of the theory 

of possible worlds  applied to narrative studies. Possible worlds theory was 

ÆÉÒÓÔ ÄÅÖÅÌÏÐÅÄ ÉÎ ÐÈÉÌÏÓÏÐÈÙȟ ×ÉÔÈ ,ÅÉÂÎÉÚȭÓ ÃÏÎÃÅÐÔÉÏÎ ÏÆ ÔÈÅ ÉÎÆÉÎÉÔÅ ÐÏÓÓÉÂÌÅ 

×ÏÒÌÄÓ ÅÍÂÅÄÄÅÄ ÉÎ 'ÏÄȭÓ ÍÉÎÄȟ ÁÎÄ ÅÌÁÂÏÒÁÔÅÄ ÂÙ ÓÃÈÏÌÁÒÓ ÁÓ +ÒÉÐËÅȟ ,Å×ÉÓ, 

Stalkaner and Kaplan. Literary scholars including Ryan, Eco, Dolezel, Pavel and 

Ronen then proposed the application of possible worlds concepts to the 

definition of the peculiarities and status of fictional and narrative discourse.8 

The concept of a possible world can be used to define the semantic area of a 

fictional world, and the modal operators proposed by logicians can be tools to 

describe the status of this world, i.e. its components, the relations between 

them, the events happening in it. Marie-Laure Ryan claims that the theory of 

possible worlds offers resolution to various issues concerning studies of 

fictionality, in particular the truth -value of statements contained in the possible 

worlds of fictions and the relations between these worlds and ouÒ ȰÁÃÔÕÁÌȱ 

world. Furthermore, in the possible worlds of fictions there are other possible 

×ÏÒÌÄÓ ÅÍÂÅÄÄÅÄȟ ÃÏÎÎÅÃÔÅÄ ÔÏ ÃÈÁÒÁÃÔÅÒÓȭ ÐÒÏÊÅÃÔÉÏÎÓȟ ÄÒÅÁÍÓȟ ÐÌÁÎÓȟ 

ÃÏÎÊÅÃÔÕÒÅÓ ÁÂÏÕÔ ÏÔÈÅÒÓȭ ÍÉÎÄÓȡ ȰÊÕÓÔ ÁÓ ×Å ÍÁÎÉÐÕÌÁÔÅ ÐÏÓÓÉÂÌÅ ×ÏÒÌÄÓ 

through mental operatioÎÓȟ ÓÏ ÄÏ ÔÈÅ ÉÎÈÁÂÉÔÁÎÔÓ ÏÆ ÆÉÃÔÉÏÎÁÌ ÕÎÉÖÅÒÓÅÓȱ ɉ2ÙÁÎȟ 

PW, 22).9 

     There are thus different modal systems involved in the process of immersion 

in a fictional text that deictic projection provides for, and these different 

systems (our actual world, the textual actual world, the textual reference world) 

are related to each other forming various types of discourse combinations. In 

particular, between the textual actual world and our everyday actual world 

                                                 
8 My account of this application draws mainly on 2ÙÁÎȭÓ Possible Worlds, Artificial Intelligence 
and Narrative Theory. 
 
9 Ryan means here that while we recentre ourselves in the possible world of fiction, the 
characters within fictions can have their own alternative possible worlds, like their dreams, 
their projections, or the alternative realities they in turn meet inside a book.  
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ÔÈÅÒÅ ÁÒÅ ÖÁÒÉÏÕÓ ȰÁÃÃÅÓÓÉÂÉÌÉÔÙ ÒÅÌÁÔÉÏÎÓȱȠ ÔÈÁÔ És, the possible differences and 

similarities between the two that are characteristic of various genres (which 

may be similar to or differ from the actual world, for example, in physical 

properties, or in chronological ones, or in logical aspects). An important notion 

introduced by Ryan is the principle of minimal departure (PW, 54-60), which 

states that the way in which our mind constructs a possible textual universe is 

by forming a representation as close as possible to our actual world, where 

there are not in the text specific indications to do ÄÉÆÆÅÒÅÎÔÌÙȡ ȰÇÅÎÅÒÉÃ 

competence tells us that flying horses belong to the landscape of fairy tales, 

while knowledge of the world enables us to visualize them as creatures with 

ÆÏÕÒ ÌÅÇÓȟ Á ÍÁÎÅ ÁÎÄ Á ÔÁÉÌȱ ɉυυɊ. However, many texts challenge the authority 

ÏÆ ÔÈÅ ÐÒÉÎÃÉÐÌÅ ÏÆ ÍÉÎÉÍÁÌ ÄÅÐÁÒÔÕÒÅ ȰÂÙ ÅÉÔÈÅÒ ÆÒÕÓÔÒÁÔÉÎÇ ÏÒ ÓÕÂÖÅÒÔÉÎÇȱ ɉυχɊ 

it, and this stimulates our minds to rebuild and revision the reality of the text. 

     Narrative worlds are descriptions of minds and their mutual relations and 

projections; they are moreover the creation of a mind, and they cause cognitive 

ÒÅÁÃÔÉÏÎÓ ÁÎÄ ÒÅÃÒÅÁÔÉÏÎÓ ÉÎ ÒÅÁÄÅÒÓȭ ÍÉÎÄÓȢ (ÅÒÍÁÎ ×ÒÉÔÅÓ ÔÈÁÔ ȰÍÁÐÐÉÎÇ 

words onto worlds is a fundamental ɀ perhaps the fundamental ɀ requirement 

ÆÏÒ ÎÁÒÒÁÔÉÖÅ ÓÅÎÓÅ ÍÁËÉÎÇȱ ɉ(ÅÉÎÅÎ ÁÎÄ 3ÏÍÍÅÒȟ χρɊȢ .ÁÒÒÁÔÉÖÅ ×ÁÙÓ ÏÆ 

worldmaking are based on cognitive processes, and the resulting storyworld (a 

ËÉÎÄ ÏÆ ÓÙÎÏÎÙÍ ÏÆ ȰÆÉÃÔÉÏÎÁÌ ×ÏÒÌÄȱ ÂÕÔ ×ÉÔÈ ÍÏÒÅ ÃÏÇÎÉÔÉÖÅÌÙ ÂÁÓÅÄ 

characteristics) has the features of a global mental representation enabling 

readers to re-create its peculiarities in their own mind. In this sense,  

 

ÎÁÒÒÁÔÉÖÉÔÙ ÒÅÓÉÄÅÓ ÉÎ Á ÔÅØÔȭÓ ÁÂÉÌÉÔÙ ÔÏ ÂÒÉÎÇ Á ×ÏÒÌÄ ÔÏ ÌÉÆÅȟ ÐÏÐÕÌÁÔÅ ÉÔ 

with individuals through singular existential statements, to place this 

world in history through statements of events affecting its members, and 

to convey the feeling of its actuality, thus opposing it implicitly or 

explicitly to a set of merely possible worlds. (Ryan, PW, 112) 

 

    The concept of storyworlds, too, has its inner conflicts, points of ambiguity 

and conceptual detractors: critics of this theory underline, for instance, its 

ȰÕÎÐÒÏÂÌÅÍÁÔÉÃ ÁÃÃÅÐÔÁÎÃÅ ÏÆ ÔÈÅ ȬÒÅÁÌ ×ÏÒÌÄȭ ÁÓ ÏÎÅ ÔÈÁÔ ÃÁÎ ÂÅ ÁÓÓÅÓÓÅÄ 

objectively by means ÏÆ ÌÏÇÉÃÁÌ ÒÅÁÓÏÎÉÎÇȱ ɉ&ÒÅÅÍÁÎȟ ςχυɊȟ ÓÔÒÅÓÓÉÎÇ ÉÎ 
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particular its lack of a viable theory of metaphor. I would like to draw upon the 

advantages offered by the application of approaches derived from possible 

worlds theory to literary texts, namely the richness of categories it offers to 

identify and define the different worlds presented in a text, as well as their 

ramifications in other sub-worlds and their relations to the actual world. 

Nevertheless, I would keep in mind that these various relations are often treated 

in a logical sense, without recognition of the complex work of cognitive creation, 

ÏÒ ÏÆ Ȱ×ÈÁÔ ÒÏÌÅ ÔÈÅ ÉÍÁÇÉÎÁÔÉÖÅ ÐÒÏÃÅÓÓÅÓ ÈÁÖÅ ÏÎ ȬÒÅÁÌȭ ×ÏÒÌÄ ÐÅÒÃÅÐÔÉÏÎÓȠ 

×ÈÁÔ ÔÈÅ ÃÏÍÐÌÅØ ÉÎÔÅÒÒÅÌÁÔÉÏÎÓ ÁÒÅ ÂÅÔ×ÅÅÎ ÒÅÁÌ ÁÎÄ ÐÏÓÓÉÂÌÅ ×ÏÒÌÄÓȱ 

(Freeman, 275).  

     It is significant in this regard to note the way Ryan talks about metaphors: she 

ÄÅÆÉÎÅÓ ÔÈÅÍ ÁÓ ȰÍÁÒÇÉÎÁÌ ÆÏÒÍÓ ÏÆ ÆÉÃÔÉÏÎȱȟ ÄÒÁ×ÉÎÇ Á ÒÉÇÉÄ ÂÏÕÎÄÁÒÙ ÂÅÔ×ÅÅÎ 

worlds created for their own sake (the worlds of standard narrative fiction) and 

the worlds ÏÆ ÍÅÔÁÐÈÏÒÓȟ ÓÅÒÖÉÎÇ ȰÁÓ Á ÐÏÉÎÔ ÏÆ ÖÉÅ× ÁÌÌÏ×ÉÎÇ ÕÓ ÔÏ ÒÅÄÉÓÃÏÖer 

!7 ÆÒÏÍ Á ÎÅ× ÐÅÒÓÐÅÃÔÉÖÅȱ. Yet this is exactly what narrative fiction does, 

ÌÅÁÄÉÎÇȟ ÉÎ 2ÙÁÎȭÓ Ï×Î ×ÏÒÄÓȟ ȰÔÏ ÔÈÅ ÍÏÓÔ ÒÅÍÏÔÅ ÔÅÒÒÉÔÏÒÉÅÓ ÏÆ ÔÈÅ ÇÌÏÂÁÌ 

universe of conceptual possibilitieÓȱ ɉPW, 82). Thus, even if the TAW is far away 

from our AW, its representations always give us the chance of enriching our own 

ÎÏÔÉÏÎ ÏÆ ÁÃÔÕÁÌ ×ÏÒÌÄ ÅØÐÅÒÉÅÎÃÅÓȟ ÅÖÅÎ ×ÈÅÎ ÔÈÅÙ ÄÏÎȭÔ ÉÎÓÐÉÒÅ Á ÃÏÍÐÌÅÔÅ 

rebuilding of them. I therefore integrate possible-worlds theory in my approach, 

taking into account the critical objections it provokes and balancing it with 

attention to the cognitive processes related to conceptual metaphors and 

blending.  

 

D) The interrelated cognitive concepts of literary  metaphor , conceptual 

blending  and parable , as outlined by Mark Turner,10 aim at giving an account of 

what possible worlds theory fails to explain, that is, the role of mental processes 

connected to metaphorical reasoning in the interpretation and expression of 

human experience, and consequently in literary texts. The basic idea underlying 

these concepts is the pervasiveness of literary thinking: as Turner himself states, 

                                                 
10 See More Than Cool Reason: A Field Guide to Poetic Metaphor; The Literary Mind: The Origins of 
Thoughts and Language; and 4ÈÅ 7ÁÙ 7Å 4ÈÉÎËȡ #ÏÎÃÅÐÔÕÁÌ "ÌÅÎÄÉÎÇ ÁÎÄ ÔÈÅ -ÉÎÄȭÓ (ÉÄÄÅÎ 
Complexities.  
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ȰÔÈÅ ÌÉÔÅÒÁÒÙ ÍÉÎÄ ÉÓ ÔÈÅ ÆÕÎÄÁÍÅÎÔÁÌ ÍÉÎÄȱ ɉThe Literary Mind, v). Cognitive 

studies of metaphor (known as Conceptual Metaphor Theory, or Cognitive 

-ÅÔÁÐÈÏÒ 4ÈÅÏÒÙɊ ÈÁÖÅ ÓÈÏ×Î ÔÈÁÔ ȰÍÅÔÁÐÈÏÒ ÉÓ Á ÂÁÓÉÃ ÐÁÔÔÅÒÎ ÉÎ ÔÈÅ ×ÁÙ ÔÈÅ 

ÈÕÍÁÎ ÍÉÎÄ ×ÏÒËÓȱ ɉ3ÔÏÃË×ÅÌÌȟ Cognitive P, 105) and therefore that our mental 

mechanisms linked to thought and language are essentially metaphorical. Most 

of our ordinary representations of life and events, then, rely on metaphorical 

mapping ɀ that is, the negotiation of correspondences between the two domains 

of source and target, where the source is the element we use as the conceptual 

ȰÅØÐÌÁÎÁÔÉÏÎȱ ÏÆ ÔÈÅ ÍÅÁÎÉÎÇ ÏÆ ÔÈÅ ÔÁÒÇÅÔȟ ×ÈÉÃÈ ÍÁÙ ÂÅ ÁÎ ÁÂÓÔÒÁÃÔ ÎÏÔÉÏÎȟ ÏÒ Á 

thing, or even a person, whose substance and connotations we would like to 

ÇÒÁÓÐ ÂÅÔÔÅÒȢ 3ÔÏÃË×ÅÌÌ ÕÔÉÌÉÓÅÓ Á 3ÈÁËÅÓÐÅÁÒÉÁÎ ÅØÁÍÐÌÅ ɉρπχɊȡ Ȱ"ÕÔ ÓÏÆÔȦ 7ÈÁÔ 

light through yoÎÄÅÒ ×ÉÎÄÏ× ÂÒÅÁËÓȩ Ⱦ )Ô ÉÓ ÔÈÅ ÅÁÓÔȟ ÁÎÄ *ÕÌÉÅÔ ÉÓ ÔÈÅ ÓÕÎȱȟ 

where the sun is the source domain and Juliet the target one.  

     A great many metaphors are implicit in our daily construction of the meaning 

ÏÆ ÏÕÒ ÌÉÆÅ ÅØÐÅÒÉÅÎÃÅÓȟ ÍÅÔÁÐÈÏÒÓ ×Å ÄÏÎȭÔ ÅÖÅÎ recognize as such, but that 

guide our understanding in universal ways: for instance, associations such as 

life is a journey, love is a game, time is money, good is up and bad is down, 

death is a departure (Lakoff and Johnson, Metaphors We Live By)  are all 

common expressions that are embedded in our conceptual apparatus as 

ȰÐÈÙÓÉÃÁÌ ÔÒÕÔÈÓȱȟ ÃÏÎÃÒÅÔÅ ÅØÐÅÒÉÅÎÃÅÓ ÏÆ ÔÈÅ ×ÏÒÌÄȟ ×ÈÉÌÅ ÔÈÅÙ ÁÒÅ ÁÃÔÕÁÌÌÙ 

ȰÏÎÌÙȱ ÃÏÎÃÅÐÔÕÁÌ ÍÅÔÁÐÈÏÒÓȟ ÍÅÎÔÁÌ ÃÏÎÓÔÒÕÃÔÉÏÎÓ ÔÏ ÇÒÁÓÐ ÒÅÁÌÉÔÙȢ  

     If metaphorical structure is fundamental to the everyday functioning of our 

minds, it is also true that it is involved in more complex kinds of reasoning, 

linked to creative inventions, scientific discoveries, and intellectual innovations. 

Metaphors are the basis for analogical reasoning, for various kind of inferences, 

especially abduction11, for synaesthetic connections, and poetical 

correspondances. It is therefore quite clear how relevant the study of conceptual 

metaphor can be for cognitive poetic analysis: in literature and poetry the use of 

metaphors can both rely on our basic embedded metaphors or expand upon 

ÔÈÅÍȟ ÏÒ ÅÖÅÎ ÄÅÃÏÎÓÔÒÕÃÔ ÔÈÅÍȢ 4ÈÅÒÅ ÃÁÎ ÂÅ ȰÖÅÒÙ ÓÔÒÉËÉÎÇ ÏÒ ÄÅÆÁÍÉÌÉÁÒÉÓÉÎÇ 

                                                 
11 For the relevance of abduction in inventions and scientific intuitions see Peirce, The Collected 
Papers of Charles Sanders Peirce.  
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ÍÅÔÁÐÈÏÒÓȱ ÔÈÁÔ ÁÒÅ ȰÓÏ ÓÔÒÏÎÇ ÔÈÁÔ ÔÈÅÙ ÍÁËÅ ÔÈÅ ÒÅÁÄÅÒ ÒÅ-think the source 

model in the light of iÔÓ ÍÁÐÐÉÎÇ ×ÉÔÈ ÔÈÅ ÔÁÒÇÅÔȱ ɉ3ÔÏÃË×ÅÌÌȟ ρρρɊȢ12 Metaphors 

can have a vast array of features, such as clarity, richness, systematicity, 

abstractness, scope, validity (108).  

     The application of cognitive metaphor theory to narrative studies is 

connected with conceptual blending and parable, notions that can be thought of 

as conceptual expansions of basic metaphor theory. At the beginning of his The 

Literary Mind, Turner uses a particularly effective example to explain the 

concept of parable: the story of Shahrazad (3-11). Apart from showing that 

telling stories is an essential part of our mental processes (4), the example of 

3ÈÁÈÒÁÚÁÄ ÉÓ ÕÓÅÆÕÌ ÔÏ ÕÎÄÅÒÓÔÁÎÄ ×ÈÁÔ Á ÐÁÒÁÂÌÅ ÉÓȡ ÉÎ 4ÕÒÎÅÒȭÓ ×ÏÒÄÓȟ ÐÁÒÁÂÌÅ 

ÉÓ ÔÈÅ ȰÉÎÔÒÉÃÁÔÅ ÃÏÍÂÉÎÉÎÇ ÏÆ Ô×Ï ÏÆ ÏÕÒ ÂÁÓÉÃ ÆÏÒÍÓ of knowledge, story and 

ÐÒÏÊÅÃÔÉÏÎȱ ɉυɊȟ ÁÎÄ ×Å ÅÁÓÉÌÙ ÒÅÃÏÇÎÉÓÅ ÔÈÁÔ ÉÔÓ ÓÔÒÕÃÔÕÒÅ ÉÓ ÔÈÅ ÓÁÍÅ ÁÓ ÔÈÁÔ ÏÆ 

metaphor: it involves the projection from a source story we know to a target 

story we want to understand, or to make others understand. Turner also uses 

the story of Shahrazad to enumerate and describe the different mental patterns 

of a parable, which are: prediction, evaluation, planning, explanation, objects 

and events, actors, stories, projection, metonymy, emblem, image schemas, 

counterparts in imaginative domains, conceptual blending, and language. 

     I will focus here on just one of these characteristics, conceptual blending, 

which, with its complexity and power to convey meaning, is particularly apt to 

be used in the theoretical domain of literary studies. The so called blended space 

is a very dynamic structure of thought, which can take elements from the input 

ÓÐÁÃÅÓ ÏÆ ÓÏÕÒÃÅ ÁÎÄ ÔÁÒÇÅÔȟ ÂÕÔ ÃÁÎ ÁÌÓÏ ÐÒÏÊÅÃÔ ÎÅ× ÍÅÁÎÉÎÇÓ ÏÎÔÏ ÔÈÅÍȡ ȰÂÙ 

means of these specifics from both input spaces, the blended space can 

powerfully activate both spaces and keep them easily active while we do 

ÃÏÇÎÉÔÉÖÅ ×ÏÒË ÏÖÅÒ ÔÈÅÍ ÔÏ ÃÏÎÓÔÒÕÃÔ ÍÅÁÎÉÎÇȱ ɉ4ÕÒÎÅÒȟ φρɊȢ )Ô ÉÓ ÐÒÅÃÉÓÅÌÙ ÔÈÉÓ 

creative aspect of blending that makes it relevant for the analysis of narrative 

constructions: blending can combine many different elements, which need not 

be immediate counterparts, and the way in which the blended space articulates 

                                                 
12 In this sense the relation between the actual world and the fictional world can be more 
clarified and explored in depth with the help of the rich and complex concept of cognitive 
metaphor.  
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them can create new associations of meaning. Turner shows (61-64) how the 

notion of conceptual blending can bÅ ÕÓÅÆÕÌÌÙ ÁÐÐÌÉÅÄ ÉÎ $ÁÎÔÅȭÓ Inferno, where 

source stories ɀ being blown by the wind, being divided in two different parts, 

being immersed in the mud, etc. ɀ are projected onto the target stories of 

particular sins, in the blended space of Hell; but it also applies to the entire 

Divina Commedia, which is in itself a blended space, the combination of the story 

of a journey among the dead and the story of a theological initiation. 

     Thus, conceptual blending, with the interrelated notions of parable and 

metaphor, represents a significant cognitive framework for the analysis of 

narrative works, providing clues on how meaning develops and on the cognitive 

work of concept formation and understanding. These notions, however, are also 

constantly evolving and being enriched by new theoretical proposals: for 

ÉÎÓÔÁÎÃÅȟ ÉÎ -ÏÎÉËÁ &ÌÕÄÅÒÎÉËȭÓ Beyond Cognitive Metaphor Theory, various 

scholars propose different approaches to CMT, either trying to integrate it with 

other theories (such as speech act theory, computer based analysis, genre 

studies, linguistics) or with the goal of expanding its reach towards a wider 

range of applications, for a more complete recognition of the peculiarity and 

aesthetic value of highly creative metaphors.  

 

E) Cognitive narratology often deals with the study of the creative process,  

from the perspectives of both the author and the reader. The specific field of 

cognitive studies from which cognitive narratology draws inspiration in this 

ÒÅÓÐÅÃÔ ÉÓ ÔÈÁÔ ÏÆ ȰÃÒÅÁÔÉÖÅ ÃÏÇÎÉÔÉÏÎȱȟ ÔÈÅ ÍÁÉÎ ÔÈÅÏÒetical aim of which is  

 

to use the methods of cognitive science to understand how creative ideas 

are generated, to explore the mental processes and structures that 

underlie creative thinking and to identify the various properties of those 

structures that promote creative exploration and discovery. (Smith, Ward 

and Finke, The Creative Cognition, 303) 

 

While this is not the place to discuss in detail all the characteristics of creative 

ÃÏÇÎÉÔÉÏÎȟ ) ×ÏÕÌÄ ÌÉËÅ ÔÏ ÏÕÔÌÉÎÅ ÉÔÓ ÒÅÌÅÖÁÎÃÅ ÔÏ ÁÎÁÌÙÓÉÓ ÏÆ ÂÏÔÈ ÔÈÅ ÁÕÔÈÏÒȭÓ 

ÐÒÏÃÅÓÓ ÏÆ ÉÎÖÅÎÔÉÏÎ ÁÎÄ ÔÈÅ ÒÅÁÄÅÒȭÓ ÒÅÃÅÐÔÉÖÅ ÉÍÁÇÉÎÁÔÉÏÎȢ  
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     Patrick Hogan suggests that creativity is a mixture of innovation and aptness, 

and that it involves the specification of general schemas taken from universal 

stored knowledge, the alteration of prototypes, and the recruitment of remote 

associations (59-86). Regarding in particular this last requirement of creative 

processes, we can easily identify its link with the previously mentioned concepts 

of creative metaphors and conceptual blends: Hogan underlines how a creative 

author is prone to more remote and less obvious associations than an average 

person, and that it is precisely this ability to connect different elements, often 

ÅÎÇÁÇÉÎÇ ÉÎ ȰÃÒÏÓÓ-ÄÏÍÁÉÎ ÂÏÒÒÏ×ÉÎÇÓȱ ɉχπɊ ÔÈÁÔ ÄÉÓÔÉÎÇÕÉÓÈÅÓ ÇÒÅÁÔ ÐÏÅÔÓ ÁÎÄ 

writers (and also creative persons from other fields of knowledge).13 Ronald 

Finke et. al. set out the essential properties of cognitive structures that lead to a 

ÃÒÅÁÔÉÖÅ ÏÕÔÐÕÔ ɉ×ÈÉÃÈ ÔÈÅÙ ÃÁÌÌ ȰÐÒÅ-ÉÎÖÅÎÔÉÖÅ ÓÔÒÕÃÔÕÒÅÓȱ14): novelty, 

ambiguity, implicit meaningfulness, emergence, incongruity, and divergence (2). 

These properties, they specify, are not always to be found in all creative 

ÃÏÇÎÉÔÉÏÎÓȟ ÂÕÔ ÔÈÅÙ ÓÈÁÒÅ ÉÎ ȰÁ ËÉÎÄ ÏÆ ÆÁÍÉÌÙ ÒÅÓÅÍÂÌÁÎÃÅ ÃÏÎÃÅÐÔȱ ɉςɊȢ  

     (ÏÇÁÎȟ ÒÅÌÙÉÎÇ ÕÐÏÎ (Ï×ÁÒÄ 'ÁÒÄÎÅÒȭÓ ÓÔÕÄÉÅÓȟ ÆÕÒÔÈÅÒ ÄÅÖÅÌÏÐÓ Á ÒÅÌÅÖÁÎÔ 

aspect of artistic creativity (75-86): that is, the connection between artistic 

innovations and childlike structures of thought. He describes, using such 

examples as Picasso, Schoenberg, Kandinsky and literary avant-gardes, the 

processes of creativity as the addition of technical mastery and audience 

Á×ÁÒÅÎÅÓÓ ÔÏ ÃÈÉÌÄÈÏÏÄ ȰÔÅÃÈÎÉÑÕÅÓȱȢ %ØÁÍÐÌÅÓ ÁÒÅȡ ÔÈÅ ÄÏÍÉÎÁÎÃÅ ÏÆ 

conception over perception in figurative representations; the geometrization of 

forms; the permeable boundaries between fictional and real worlds (he talks 

ÁÂÏÕÔ ÔÈÅ ȰÒÁÄÉÃÁÌ ÄÉÓÒÕÐÔÉÏÎ ÏÆ ÐÌÏÔ ÓÃÈÅÍÁÓ ɉȣɊ ÁÓ Á ÃÏÍÍÏÎ ÐÁÒÔ ÏÆ ÃÈÉÌÄÈÏÏÄ 

ÎÁÒÒÁÔÉÖÅȱȟ ψσɊȠ ÁÎÄ ÔÈÅ ÍÉØÔÕÒÅ ÏÆ ÄÉÆÆÅÒÅÎÔ ÆÒÁÍÅÓ ÏÆ ÒÅÆÅÒÅÎÃÅ ÁÎÄ ÇÅÎÒÅÓȢ  (ÉÓ 

ÃÌÁÉÍ ÔÈÁÔ ȰÒÁÄÉÃÁÌ ÉÎÎÏÖÁÔÉÏÎ ÉÓ ÉÎÎÏÖÁÔÉÏÎ ÔÈÁÔ ÈÁÓ Á ÄÅÅÐ ÓÔÒÕÃÔÕÒÁÌ ÒÅÌÁÔÉÏÎ ÔÏ 

ÃÈÉÌÄÈÏÏÄȱ ɉχφɊ ÉÓ ÃÅÒÔÁÉÎÌÙ ×ÏÒÔÈ ÆÕÒÔÈÅr exploration and testing.  

                                                 
13  This corroborates the previously mentioned claim that a CMT based-approach needs to be 
enriched with an attempt to study the specificity of artistic creative processes. 
  
14 Ȱ5ÎÌÉËÅ ÔÈÅ ÆÉÎÁÌȟ ÒÅÓÕÌÔÉÎÇ ÐÒÏÄÕÃÔÓ ÏÆ ÃÒÅÁÔÉÖÅ ÃÏÇÎÉÔÉÏÎȟ ÐÒÅ-inventive structures are 
internal representations that may be largely uninterpreted at the time they are initially 
ÃÏÎÓÔÒÕÃÔÅÄ ɉȣɊ ÔÈÅÙ ÁÒÅ ÕÓÅÄ ÔÏ ÒÅÐÒÅÓÅÎÔ ÎÏÖÅÌ ÖÉÓÕÁÌ ÐÁÔÔÅÒÎÓȟ ÏÂÊÅÃÔ ÆÏrms, mental blends, 
category exemplars, mental modelÓȟ ÁÎÄ ÖÅÒÂÁÌ ÃÏÍÂÉÎÁÔÉÏÎÓȱ ɉ&ÉÎËÅ ÅÔȢ ÁÌȢȟ ςɊȢ 
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     Creative cognition in literary texts is closely related to the concept of 

authorial intent: the theory of the extended mind (EMT), which considers the 

mind as embodied and interrelated with the reality surrounding it, implies that 

between the creative mind of the writer and his writing process there is a 

continuous reciprocal influence. An effective analogy for this reciprocity is Andy 

#ÌÁÒËȭÓ ÉÍÁÇÅ ÏÆ ÍÁÎÇÒÏÖÅ ÔÒÅÅÓ ɉςπχ-8): mangrove trees do not grow from a 

previously existing land, but in the intertidal zone, only eventually accumulating 

ÁÒÏÕÎÄ ÔÈÅÉÒ ÒÏÏÔÓ ÔÈÅ ÓÏÉÌ ÏÆ ÁÎ ÉÓÌÁÎÄȠ ÓÉÍÉÌÁÒÌÙȟ ÃÒÅÁÔÉÖÅ ÔÈÏÕÇÈÔÓ ÄÏÎȭÔ 

precede the words written down, but emerge in a reciprocal relation with them 

in which neither predominates (Bernini and Caracciolo, 104). Therefore, 

according to an extended mind approach to the problem of authorial 

intentionality, 15 the creative process results from the interplay of two poles; on 

ÔÈÅ ÏÎÅ ÈÁÎÄȟ ×ÈÁÔ -ÁÒÃÏ "ÅÒÎÉÎÉ ÃÁÌÌÓ ȰÃÏÕÐÌÅÄ ÉÎÔÅÎÔÉÏÎÓȱ ɉσφπɊȟ ×hich are 

results of the act of writing, interactions continuously constructed between the 

ÔÅØÔ ÁÎÄ ÔÈÅ ÁÕÔÈÏÒȠ ÏÎ ÔÈÅ ÏÔÈÅÒ ÈÁÎÄȟ ÔÈÅ ȰÕÎÃÏÕÐÌÅÄ ÉÎÔÅÎÔÉÏÎÓȱ ɀ that is, all 

ÔÈÅ ÁÕÔÈÏÒȭÓ ÒÅÆÌÅÃÔÉÏÎÓȟ ÉÄÅÁÓȟ ÁÎÄ ÉÎÆÌÕÅÎÃÅÓ ÎÏÔ ÄÉÒÅÃÔÌÙ ÃÏÎÎÅÃÔÅÄ ÔÏ ÔÈÅ ÁÃÔ ÏÆ 

writing.  

     If in literary writing textual generation and storyworld exploration are 

ȰÍÕÔÕÁÌ ÁÎÄ ÂÉÄÉÒÅÃÔÉÏÎÁÌȱ ɉ"ÅÒÎÉÎÉȟ συψɊȟ ÆÏÒ ÒÅÁÄÅÒÓȟ ÔÏÏȟ ÔÈÅ ÍÅÎÔÁÌ ÉÍÁÇÅÒÙ ÉÓ 

continuously affected by, on the one hand, the sequence of words and the images 

they carry with them and, on the other hand, by their own pre-existent mental 

constructions, thought structures and cognitive apparatus. As Porter Abbott 

ÐÏÉÎÔÓ ÏÕÔȟ ÔÈÅÒÅ ÉÓ ÁÎ ÏÂÖÉÏÕÓ ȰÃÏÇÎÉÔÉÖÅ ÇÁÐȱ ɉτχρɊ ÂÅÔ×ÅÅÎ ÔÈÅ ÍÉÎÄ ÏÆ ÔÈÅ 

author, with its unique complex interplay of intentions, creative inputs and 

ideas, and the mind of the reader, located in another space, often also in another 

epoch, and constituted by a quite distinct amalgam of cognitive parameters. 

Nevertheless, we can focus on the textual site on which these two minds meet; 

where the imaginary landscapes generated on both sides come alive.  

                                                 
15 As Bernini writes, ȰÔÈÅ %-4 ÁÎÄ ÔÈÅ ÒÅÌÁÔÅÄ ÎÏÔÉÏÎ ÏÆ ȰÍÁÔÅÒÉÁÌ ÁÇÅÎÃÙȱ ÄÉÓÃÌÏÓÅ Á ÎÅ× 
framework for analysing the dynamic development of intentions in ÔÈÅ ÃÒÅÁÔÉÖÅ ÐÒÏÃÅÓÓȱȟ in 
which the material agency is composed of ȰÁÌÌ ÔÈÅ ÁÃÔÉÖÅ ÅØÔÅÒÎÁÌÉÔÉÅÓ ɉ×ÒÉÔÉÎÇ ÔÅÃÈÎÏÌÏÇÉÅÓȟ ÔÈÅ 
materiality of words) [that] can be seen as cognitive tools by which the mind of the author is 
extended and his narrative intentions ÃÏÎÔÉÎÕÏÕÓÌÙ ÁÆÆÅÃÔÅÄȱ ɉȰSupersizing NTȱ, 350).   
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     Regarding this cognitive meeting, Elaine Scarry provides us with a detailed 

and appealing analysis of how writers activate our creative imagination in a 

unique way, instructing us in the construction of vivid mental compositions. In 

her Dreaming by the Book, Scarry analyses the reasons why the verbal arts can 

stimulate us to imagine objects with the vivacity and force of real-life 

perceptions. The mimetic perceptions induced by books can share the features 

of the perceived material world, and Scarry shows how writers achieve this 

effect, analysing the ways in which they make us create vivacity, solidity, 

ÐÅÒÓÉÓÔÅÎÃÅ ÁÎÄ ȰÇÉÖÅÎÅÓÓȱ ɉσρ-39), to animate the written words. She explores 

ÔÈÅ ÁÔÔÒÉÂÕÔÅÓ ÁÎÄ ÍÏÖÅÍÅÎÔÓ ÏÆ ÔÈÅ ÁÃÔÉÖÁÔÅÄ ÉÍÁÇÉÎÁÔÉÏÎ ×ÈÉÌÅ ȰÄÒÅÁÍÉÎg by 

ÔÈÅ ÂÏÏËȱȟ16 offering a stimulating and full account of the encounter with a 

ÌÉÔÅÒÁÒÙ ÔÅØÔȟ ÁÎÄ ÏÆ ÈÏ× ÔÈÅ ÃÒÅÁÔÉÖÉÔÙ ÏÆ ×ÒÉÔÅÒÓ ÅÎÔÅÒÓ ÉÎÔÏ ÒÅÁÄÅÒÓȭ Ï×Î 

ÃÒÅÁÔÉÖÉÔÙȟ ÂÏÏÓÔÉÎÇ ÁÎÄ ÅÎÆÏÒÃÉÎÇ ÉÔȟ ÁÒÇÕÉÎÇ ÔÈÁÔ ȰÒÅÁÄÉÎÇ ÅÎÔÁÉÌÓ ÁÎ ÉÍÍÅÎÓÅ 

labor of imaginatiÖÅ ÃÏÎÓÔÒÕÃÔÉÏÎȱ ɉσχɊȢ  

 

F) All the previously mentioned cognitive concepts are related to the emotional 

component of our minds, which has recently been revaluated as an intrinsic 

part of our cognitive apparatus. Extended mind theory proves to be helpful once 

again in elaborating this approach to reader-response. According to EMT, 

relationships with corporeity, feelings and emotions are essential for the study 

of cognition. Developments in cognitive studies relating to the nature and role of 

human affects, especially the work of Antonio Damasio,17 have established 

emotions as a fundamental part of human cognition; not at all to be considered 

separate phenomena, but inextricably merged with cognitive acts.  

 Consequently, a coherent and complete account of the ÒÅÁÄÅÒȭÓ ÉÎÔÅÒÁÃÔÉÏÎ 

with a literary text (that is, an extended reader-response theory) requires us to 

consider not only the effects of reading novels upon our intellectual activity, but 

also the role of emotional responses and empathetic reactions. Moreover, in 

ÏÒÄÅÒ ÔÏ ÕÎÄÅÒÓÔÁÎÄ ÔÈÅ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÏÆ ÃÈÁÒÁÃÔÅÒÓȭ ÍÉÎÄÓ ÉÎ ÆÉÃÔÉÏÎÓ ×Å ÈÁÖÅ 

                                                 
16 She often uses the example of flowers, because of their easiness to be imagined and their 
ÐÏÐÕÌÁÒÉÔÙ ÁÍÏÎÇ ×ÒÉÔÅÒÓȟ ÔÏ ÍÁËÅ ÃÏÍÐÁÒÉÓÏÎÓȡ ȰÉÔ ÉÓ ÁÓ ÔÈÏÕÇÈ ÔÈÅ ÓÏÆÔȟ ÓÅÌÆ-illuminating 
petals are the tissue of the mental images themselves ɀ not the thing pictured, but the surfaces 
ÏÎ ×ÈÉÃÈ ÔÈÅ ÉÍÁÇÅÓ ×ÉÌÌ ÇÅÔ ÍÁÄÅȱ ɉτψɊȢ 
 
17 See Damasio, The Feeling of What Happens: Body and Emotion in the Making of Consciousness.  
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to take into account their actions and their feelings, not just their speech acts 

and thoughts. In this sense, the preceding list of cognitive concepts all have to be 

conceived as influenced by and merged with the action of the emotions.  

     The imaginative work of readers immersed in a book (the aforementioned 

ȰÄÒÅÁÍÉÎÇ ÂÙ ÔÈÅ ÂÏÏËȱɊ ÉÓ ÔÈÕÓ ÂÏÔÈ ÃÏÇÎÉÔÉÖÅ ÁÎÄ ÅÍÏÔÉÏÎÁÌȡ ÍÅÎÔÁÌ 

engagement with a book is a complex tissue of emotional processes and 

ÍÅÁÎÉÎÇ ÃÏÎÓÔÒÕÃÔÉÏÎȢ 3ÔÏÃË×ÅÌÌ ÐÏÉÎÔÓ ÏÕÔ ÔÈÁÔ ȰÃÏÇÎÉÔÉÖÅ ÐÏÅÔÉÃÓ ÁÉÍÓ ÔÏ 

extend its coverage to encompass sensations such as feeling moved by a literary 

work, feeling immersed in the world of a text that seems almost as real as real 

ÌÉÆÅȱ ɉρυςɊȢ !Î ÉÍÐÏÒÔÁÎÔ ÓÔÕÄÙ ÏÆ ÒÅÁÄÉÎÇ ÁÓ ÅÍÏÔÉÏÎÁÌ ÅÎÇÁÇÅÍÅÎÔ ÉÓ 3ÕÚÁÎÎÅ 

+ÅÅÎȭÓ Empathy and the Novel, in which she offers a comprehensive overview 

and analysis of the multifaceted nature of empathetic involvement with novels.  

Keen distinguishes various possible forms of emotional attachment aroused by 

fictional worlds: identification, sympathy, ethical agreement, imitation, 

enrichment of the emotional spectrum. She argues that study of the empathetic 

responses of our brains to the vicissitudes of characters in novels can be helpful 

both to cognitive research into the nature and origins of emotions, and to 

reader-response theories in narrative studies. She moves on a double theoretical 

track, on the one hand exploring the link between empathy, mirror neurons and 

reading/writing activities, while on the other hand proposing a theory of 

narrative empathy, in relation to novels with different kinds of empathetic 

ÆÕÎÃÔÉÏÎÓȟ ÉÎ ÏÒÄÅÒ ÔÏ ÁÄÄÒÅÓÓ ȰÔÈÅ ÑÕÅÓÔÉÏÎ ÏÆ ×ÈÁÔ Á ÈÁÂÉÔ ÏÆ ÎÏÖÅÌ ÒÅÁÄÉÎÇ ÄÏÅÓ 

to ÔÈÅ ÍÏÒÁÌ ÉÍÁÇÉÎÁÔÉÏÎ ÏÆ ÔÈÅ ÉÍÍÅÒÓÅÄ ÒÅÁÄÅÒȱ ɉÐȢ ØØÖɊȢ )Î ÔÈÉÓ ×ÁÙȟ ÓÈÅ 

analyses in depth the kind of moral evolution towards altruism and more 

educated social behaviour that can be connected with the reading of novels, with 

due recognition of all the problematic issues related to this claim.  

     Concerning the other point introduced above (the relevance of emotions to 

fictional minds), Alan Palmer emphasises emotions, alongside actions, 

ÂÅÈÁÖÉÏÕÒÓ ÁÎÄ ÄÉÓÐÏÓÉÔÉÏÎÓȟ ÁÓ ÃÏÎÓÔÉÔÕÔÉÖÅ ÏÆ Á ÃÈÁÒÁÃÔÅÒȭÓ ÍÉÎÄȢ18 Emotions 

felt by characters in a novel, whether directly described or inferred from textual 

clues, are always merged with other aspects of the extended mind: they are 

                                                 
18 See Palmer, Fictional Minds, ÅÓÐÅÃÉÁÌÌÙ Ȱ4ÈÅ 7ÈÏÌÅ -ÉÎÄȱ ɉψχ-129).  
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inextricably bound with rational thoughts, conversations, actions, and goals. 

FurthermoÒÅȟ 0ÁÌÍÅÒ ÓÕÇÇÅÓÔÓ ÔÈÁÔ ȰÅÍÏÔÉÏÎÓ ÃÁÎ ÂÅ ÓÏÃÉÁÌÌÙ ÄÉÓÔÒÉÂÕÔÅÄ ÁÍÏÎÇ 

ÉÎÄÉÖÉÄÕÁÌÓ ÉÎ Á ÇÒÏÕÐ ÊÕÓÔ ÌÉËÅ ÏÔÈÅÒ ÁÓÐÅÃÔÓ ÏÆ ÔÈÅ ÍÉÎÄ ÓÕÃÈ ÁÓ ÃÏÇÎÉÔÉÏÎȱ 

(117).19 Emotional components make a fundamental contribution to the whole 

ÏÆ Á ÃÈÁÒÁÃÔÅÒȭÓ ÐÅÒÓÏÎÁÌÉÔÙȟ ×ÈÉÃÈ is a complex entity interrelating actions, 

ÆÅÅÌÉÎÇÓȟ ÔÈÏÕÇÈÔÓ ÁÎÄ ÓÏÃÉÁÌ ÉÎÆÌÕÅÎÃÅÓ ɉ×ÈÁÔ 0ÁÌÍÅÒ ÃÁÌÌÓ ȰÔÈÅ ÍÉÎÄ ÂÅÙÏÎÄ ÔÈÅ 

ÓËÉÎȱɊȢ )Ô ÉÓ ÔÈÕÓ ÁÎ ÉÍÐÏÒÔÁÎÔ ÐÁÒÔ ÏÆ ÃÏÇÎÉÔÉÖÅ ÎÁÒÒÁÔÏÌÏÇÙ ÔÏ ÒÅÌÁÔÅ ÁÃÔÉÏÎÓ ÁÎÄ 

emotions in context in accounting for the reading experience (both in the sense 

of the relevance of acts and feelings inside the book, and in the sense of 

emotional involvement and context-related participation outside the book, in the 

minds of readers themselves).  

 

G) Another essential, if still controversial, concept for explaining cognitive 

involvement with novels is Theory of Mind (abbreviated as ToM).  The act of 

reading is not only based in a complex cognitive background, a stimulus for 

cognitive processes of creation and elaboration and an occasion for emotional 

response, but also linked with the activation of specific problem -solving 

mechanisms  and ToM processes. Cognitive narratology is importantly 

concerned with how our minds are stimulated by reading, the peculiar quality of 

attention reading requires and the cognitive endowment resulting from the 

reading experience ɀ ȰÈÏ× ÖÁÒÉÏÕÓ ËÉÎÄÓ ÏÆ ÎÁÒÒÁÔÉÖÅ ÐÒÁÃÔÉÃÅ ÖÅÈÉÃÕÌÁÔÅ 

ÉÎÔÅÌÌÉÇÅÎÃÅ ÉÎ ÖÁÒÉÏÕÓ ×ÁÙÓȱ ɉ(ÅÒÍÁÎȟ Ȱ(Ï× 3ÔÏÒÉÅÓ -ÁËÅ 5Ó 3ÍÁÒÔÅÒȱɊȢ  

 Recent developments in cognitive studies and their application to the 

narrative ÆÉÅÌÄ ÓÈÏ× ÔÈÁÔ ÆÉÃÔÉÏÎÓ ÁÌ×ÁÙÓ ÉÎÖÏÌÖÅ Á ËÉÎÄ ÏÆ ȰÍÉÎÄ-ÇÁÍÅȱȟ ÁÎÄ ÔÈÁÔ 

ToM is a useful tool in novel hermeneutics. ToM defines the whole set of 

ÃÏÇÎÉÔÉÖÅ ÁÃÔÉÖÉÔÉÅÓ ÒÅÌÁÔÅÄ ÔÏ ÏÕÒ ÁÂÉÌÉÔÙ ÔÏ ÕÎÄÅÒÓÔÁÎÄ ÏÔÈÅÒ ÐÅÏÐÌÅȭÓ ÔÈÏÕÇÈÔÓȟ 

bÅÌÉÅÆÓ ÁÎÄ ÆÅÅÌÉÎÇÓȢ /ÕÒ ÓÙÓÔÅÍ ÏÆ 4Ï- ÁÌÌÏ×Ó ÕÓ ÔÏ ȰÒÅÁÄ ÏÔÈÅÒ ÍÉÎÄÓȱȡ ÔÏ 

attribute states of mind to other people, so as to understand them, and 

communicate with them. It is easy to see the relevance of mental equipment like 

this in structuring our social world and cultural environment. However, there is 

                                                 
19 0ÁÌÍÅÒȟ ÆÏÌÌÏ×ÉÎÇ 3ÅÁÒÌÅȭÓ ÓÔÕÄÉÅÓ ɉÓÅÅ The Rediscovery of the Mind) points out the social 
dimension of the mind, the indispensable role played by the surrounding society for the 
construction and evolution of consciousness, and proposes an application of this notion to the 
understanding of fictional characters (see Palmer, 130-169). 
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not universal agreement among scholars about how exactly ToM works, for 

instance in relation to autistic people or schizophrenics (see for example 

Langdon et al.), or in relation to child development (Korkmaz, Bruner), or in 

connection with the role of mirror neurons (Gallese, Rizzolati, Goldman). Mirror 

neurons  in particular have been a controversial area of theoretical discussion. 

They have been defined as ÎÅÕÒÏÎÓ ×ÈÉÃÈ ȰÆÉÒÅȱ ×ÈÅÎ ÏÂÓÅÒÖÉÎÇ ÏÔÈÅÒ persons 

doing a certain action, i.e., nervous cells that are activated not only when we do a 

particular action, but also when we merely witness others performing that 

action.  

 

It's as if any time you want to make a judgement about someone else's 

movements you have to run a VR (virtual reality) simulation of the 

corresponding movements in your own brain and without mirror 

neurons you cannot do this. (Phantoms in the Brain, 7) 

 

remarks neuroscientist Vilayanur Ramachandran. It is therefore clear the 

importance of this neurological mechanism for the process of imitation , and its 

complex implications. Due to the possibility, given by mirror neurons, of imitate 

and mime someone else 's lip and tongue 's movements, it is easy to note how 

significant can these cells of the brain had been in the evolution of linguistic 

capabilities. In addition to language emergence, behaviours acquisition, 

ÅÍÐÁÔÈÙ ÁÎÄ ÁÂÉÌÉÔÉÅÓ ÉÎ ȰÒÅÁÄÉÎÇ ÏÔÈÅÒÓͻ ÍÉÎÄÓȱ ÁÒÅ ÁÌÌ ÐÈÅÎÏÍÅÎÁ ÃÏÎÎÅÃÔÅÄ 

in some way with the work of mirror neurons, since they all involve the 

processes of imitation and of simulation of virtual realities. The imaginative 

make-believe thus plays a central role in our cognitive archaeology; the fact that 

our mind reacts in the same way with an effective action and with a mental 

simulation of that action, underlines the importance of the mental construction 

of possibilities: possible worlds and virtual realities appear as a fundamental 

part of the brain 's activity. The ways in which ToM and related mental activities 

are interconnected with the work of mirror neurons are multiple, and, as said, 

no universal agreement has been reached among neuroscientists.  
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-ÏÒÅÏÖÅÒȟ ÔÈÅ ÁÌÔÅÒÎÁÔÉÖÅ ÁÐÐÒÏÁÃÈÅÓ ÏÆ ȰÔÈÅÏÒÙ ÔÈÅÏÒÙȱ ÁÎÄ ȰÓÉÍÕÌÁÔÉÏÎ ÔÈÅÏÒÙȱ 

claim to better account for the concerns addressed by ToM, and offer another 

theoretical framework to approach its controversies.  

     Notwithstanding these unresolved debates, ToM has significant implications 

for narrative analysis, and for this research. I propose to test its different 

interpretations with respect to the reader-text relationship, focusing on, as Lisa 

Zunshine puts ÉÔȟ ÔÈÅ ×ÁÙ ȰÌÉÔÅÒÁÔÕÒÅ ÐÅÒÖÁÓÉÖÅÌÙ ÃÁÐÉÔÁÌÉÚÅÓ ÏÎ ÁÎÄ ÓÔÉÍÕÌÁÔÅÓ 

ÏÕÒ 4ÈÅÏÒÙ ÏÆ -ÉÎÄ ÍÅÃÈÁÎÉÓÍÓȱ ɉρπɊȢ $ÅÁÌÉÎÇ ×ÉÔÈ ÌÉÔÅÒÁÒÙ ÔÅØÔÓȟ ×Å ÈÁÖÅ ÔÏ 

put mind-reading processes into practice in order to comprehend what is 

happening, what the characters feel, and what motivates their actions:  

 

the novel, in particular, is implicated with our mind-reading ability to 

such a degree that I do not think myself in danger of overstating anything 

when I say that in its current familiar shape it exists because we are 

creatures with ToM. (Zunshine, 10) 

 

 (Ï×ÅÖÅÒȟ Ȱ×Å ÈÁÖÅ ÔÏ ÒÅÍÅÍÂÅÒ ÔÈÁÔ ÔÈÅ ÊÏÙÓ ÏÆ ÒÅÁÄÉÎÇ ÆÉÃÔÉÏÎÁÌ ÍÉÎÄÓ ÁÒÅ 

subject to some of the same instabilities that render our real-life mind-reading 

ÂÏÔÈ ÅØÃÉÔÉÎÇ ÁÎÄ ÅØÁÓÐÅÒÁÔÉÎÇȱ ɉςπɊȟ ÅØÐÏÓÉÎÇ ÕÓ ÔÏ ÐÏÓÓÉÂÌÅ Íistakes, 

uncertainties and misleading interpretations. In this sense novels often engage 

our minds in processes of thinking and re-thinking, challenging our ToM and our 

meta-representational abilities. Zunshine presents this latter concept as strongly 

linked to ToM mechanisms and another crucial mental tool involved in reading 

fictions.  Zunshine quotes Cosmides and Tooby, who emphasize that meta-

representational ability is  

 

essential to planning, interpreting communication, employing the 

information communication brings, evaluating others' claims, mind-

reading pretence, detecting or perpetrating deception, using inference to 

triangulate information about the past or hidden causal relations, and 

much else that makes the human mind so distinctive. (150) 
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This mental tool enables us to distinguish the source of a sentence, a thought, or 

some information; we are thus able to relativize it according to its origin. Meta-

representations can be assumed to inform our discourse about the world 

fundamentally, since no truths without a source are to be found; if we want to 

question the meaning of reality, to rethink notions or to reshape beliefs, we need 

to use our meta-representational capability. In this sense meta-representational 

competence is a powerful instrument of relativization.  

     People with schizophrenia, autism, or some kinds of amnesia (see for instance 

Leekam and Perner) often exhibit dysfunctions in their meta-representational 

abilities, as in their ToM (the two mental faculties are strongly connected, and 

sometimes even treated as synonyms). The precise mechanism of such 

impairments has not been universally agreed yet, and there are a number of 

different accounts of the nature of various meta-representational abilities, their 

interconnections, their relations to linguistic communication, and their role 

from an evolutionary perspective (see Wilson and Sperber, Grice).  

      In any case, there can be no doubt that these two essential cognitive 

functions (ToM and meta-representational capability) are challenged and 

stimulated by fictions, especially by certain kinds of fiction, such as those 

representing an unreliable narrator . There are some novels (Zunshine mentions 

Nabokov' s Lolita and Richardson' s Clarissa) where our mental source-

monitoring is continually forced to reshape itself; the voice of the character-

narrator is an ambiguous one upon which we can never totally rely, and so we 

are obliged to reassess our truth attributions again and again. Furthermore, the 

impossibility of solving this mind-game within the fictional world can extend its 

ÉÎÆÌÕÅÎÃÅ ÏÎ ÔÈÅ ȰÒÅÁÌȱ ×ÏÒÌÄȟ ÌÅÁÄÉÎÇ ÕÓ ÔÏ ÃÏÎÓÏÌÉÄÁÔÅ ÏÕÒ ÍÅÎÔÁÌ ÃÁÐÁÃÉÔÙ ÆÏÒ 

doubt, which is essential to the mind's malleability.  

 

H) I would like to conclude this excursus on some of the basic concepts of 

cognitive narratology by introducing the notion of unnatural texts , and the 

specific concerns they raise. Alber, Iversen, Nielsen and Richardson, in their 

ȰÍÁÎÉÆÅÓÔÏȱ ÆÏÒ ÁÎ ȰÕÎÎÁÔÕÒÁÌ ÎÁÒÒÁÔÏÌÏÇÙȱ ɉȰ5ÎÎÁÔÕÒÁÌ .ÁÒÒÁÔÉÖÅÓȟ 5ÎÎÁÔÕÒÁÌ 

.ÁÒÒÁÔÏÌÏÇÙȱɊ ÐÒÏÐÏÓÅ ÔÏ ÅØÔÅÎÄ ÔÈÅ ȰÓÔÁÎÄÁÒÄ ÃÏÇÎÉÔÉÖÅ ÎÁÒÒÁÔÉÖÅ ÔÈÅÏÒÙȱ ɉρρτɊ 

ÉÎ ÏÒÄÅÒ ÔÏ ÇÉÖÅ ÐÒÏÍÉÎÅÎÃÅ ÔÏ ÔÅØÔÓ ÄÅÁÌÉÎÇ ×ÉÔÈ ȰÕÎÎÁÔÕÒÁÌȱ ÓÃÅÎÁÒÉÏÓȠ ÔÈÁÔ ÉÓȟ 
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narratives subverting mimetic models of temporal order, duration and 

frequency, or depicting physically impossible worlds, or unnatural minds, or 

events violating the logical principle of non-contradiction. The peculiar 

challenges posed by unnatural texts invite a re-thinking of the standards of 

narrative analysis, in order to provide a more comprehensive account of both 

possible and impossible fictional worlds. As the four scholars say, 

 

 many narratives defy, flaunt, mock, play, and experiment with some (or 

all) of the core assumptions about narrative. More specifically, they may 

radically deconstruct the anthropomorphic narrator, the traditional 

human character, and the minds associated with them, or they may move 

beyond real-world notions of time and space, thus taking us to the most 

remote territori es of conceptual possibilities. (114) 

 

Such texts question our real-wor ld frames, our ToM, our stored cognitive 

schemata, using innovative literary devices to stretch the limits of our minds. 

Unnatural novels are not confined to postmodernist fiction or avant-garde 

literature, but include medieval dream visions, playful Renaissance texts, science 

fiction, ancient Greek comedies, nonsense stories, Shakespearian plays, and 

absurd dramas. Unnatural narratologists argue that standard models of 

narrative neglect this enormous corpus of non-mimetic or antirealist texts 

ȰÐÌÁÙÉÎÇ ×ÉÔÈ, exaggerating, or parodying the conventions of mimetic 

ÒÅÐÒÅÓÅÎÔÁÔÉÏÎȱ ɉ2ÉÃÈÁÒÄÓÏÎȟ ςπɊȢ 4ÁËÉÎÇ ÉÎÔÏ ÁÃÃÏÕÎÔ ÔÈÅÓÅ ÕÎÎÁÔÕÒÁÌ ÔÅØÔÓȟ 

then, can expand and refresh concepts that currently apply only to mimetic 

novels. Moreover, as Richardson adds, the concept of unnatural narrative will 

also clarify links between experimental works of fiction and works in other 

artistic fields, especially painting, which has often inspired writers by pursuing 

extreme and anti-realistic modes of representation (21).  

        Richardson takes six aspects of narrative theory 

(authors/narrators/narration; time/plot/progression; narrative worlds: 

space/settings/perspective; character; reception and the reader; 

narrative/aesthetic values) and reconceptualises them in the context of 

unnatural novels. For instance, Richardson points out the fact that unnatural 
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novels establish the temporal progression of events in unusual and counter-

intuitive ways, as with the circular and never-ÅÎÄÉÎÇ ÓÔÒÕÃÔÕÒÅ ÏÆ *ÏÙÃÅȭÓ 

Finnegans Wake, or the reverÓÅÄ ÅÖÅÎÔÓ ÏÆ !ÍÉÓȭ Ó 4ÉÍÅȭÓ !ÒÒÏ×. An antimimetic 

ÎÁÒÒÁÔÉÖÅ ÔÈÅÏÒÙȟ ÈÅ ×ÒÉÔÅÓȟ ×ÏÕÌÄ ȰÓÔÒÅÓÓ ÔÈÁÔ Á ÔÅØÔȭÓ sjuzhet may be fixed, 

variable, or multiple, while its fabula may be fixed, multiple, indeterminate, 

ÕÎËÎÏ×ÁÂÌÅȟ ÏÒ ÄÅÎÁÒÒÁÔÅÄȱ ɉχψɊȢ #ÏÎÃÅÒÎÉÎÇ ÔÈÅ value of antimimetic texts, 

Richardson notes that they often engage in parodies of conventional narrative 

forms, or offer critiques of social and ideological environments; they furnish 

alternative images of the world to underline the absurdity of standard ideas of 

reality; and, above all, they provide a challenging, complex, and rich aesthetic 

experience. 

       A full cognitive analysis of texts involving unnatural elements has to take 

into account the claims made by unnatural narratologists, but also the critical 

reactions and controversies arising from those claims, so identifying their limits 

and the extent to which they may be integrated with other approaches. The most 

basic objection to unnatural narratology is that it is founded upon a 

questionable dichotomy between the natural and unnatural, and so hypostasizes 

the rigid boundary it proposes to overcome. This opposition makes it difficult to 

understand the connections between the two domains and, moreover, makes 

the unnatural definitional subordinate to its opposite, the natural. Monika 

Fludernik, in an article about the strengths and weaknesses of the unnatural 

ÍÏÄÅÌ ɉȰ(Ï× .ÁÔÕÒÁÌ )Ó Ȭ5ÎÎÁÔÕÒÁÌ .ÁÒÒÁÔÏÌÏÇÙȭȠ ÏÒȟ 7ÈÁÔ )Ó 5ÎÎÁÔÕÒÁÌ ÁÂÏÕÔ 

5ÎÎÁÔÕÒÁÌ .ÁÒÒÁÔÏÌÏÇÙȩȱɊ ÓÕÇÇÅÓÔÓȟ 

 

4ÈÅ ÓÐÉÒÉÔ ÏÆ ȰÕÎÎÁÔÕÒÁÌȱ ÎÁÒratology would need a term that signifies a 

third space or position from which to analyse the negotiations between 

the mimetic and its various contraventions. (Perhaps impossible or 

phantasmal narratology could work.) (366) 

 

There are several other issues with the unnatural approach to narrative, 

including: its blurring of the two distinct concepts of conventionalization and 

naturalization (see Fludernik, 367-8, and  Alber et al, 378-σψπȟ Ȱ! 2ÅÓÐÏÎÓÅ ÔÏ 

-ÏÎÉËÁ &ÌÕÄÅÒÎÉËȱɊȠ ÔÈÅ ÁÂÓÅÎÃÅ ÏÆ ÃÏÎÓÅÎÓÕÓ ÁÂÏÕÔ ÔÈÅ exact scope of the 
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ȰÕÎÎÁÔÕÒÁÌȱ ɉÕÎÎÁÔÕÒÁÌ ÎÁÒÒÁÔÏÌÏÇÉÓÔÓ ÄÉÆÆÅÒ ÉÎ ×ÈÁÔ ÔÈÅÙ ÃÌÁÉÍ ÔÏ ÂÅ ÕÎÎÁÔÕÒÁÌȡ 

see Alber and Heinze, 1-20, and Klauk and Köppe, 78-86); and the need to 

ÃÌÁÒÉÆÙ ÔÈÅ ÓÕÐÐÏÓÅÄ ÃÏÇÎÉÔÉÖÅ ÃÏÎÓÅÑÕÅÎÃÅÓ ÏÆ ȰÄÅÁÌÉÎÇ ×ÉÔÈ ÔÈÅ ÕÎÎÁÔÕÒÁÌȢȱ )Î 

this last respect, Klauk and Köppe ÐÏÓÅ ÓÏÍÅ ÂÁÓÉÃ ÑÕÅÓÔÉÏÎÓȟ ÁÒÇÕÉÎÇ ÔÈÁÔ ȰÉÆ 

unnatural narratology is to develop into a bona fide framework for narrative 

inquiry, it needs to explore these questions in a more rigorous and explicit 

×ÁÙȱȡ 

 

how should we deal logically with (seeming) contradictions in fiction? 

How do interpreters actually make sense of impossible scenarios? How 

should one decide if a text describes one or more scenarios? How do 

fictional texts contribute to conceptual change? (93) 

 

 Unnatural narratology, then, is an interesting and challenging approach, which 

nevertheless needs further exploration, clarification and ramification in the light 

of specific applications.  

 The topics above are the main theoretical points of departure for this thesis, 

and represent the diverse but complementary aspects of a cognitive 

narratological approach to narrative texts. Cognitive categorisation, cognitive 

deixis, storyworlds/possible worlds, cognitive creation, emotional involvement, 

ToM and meta-representational abilities, and, finally, unnatural narratives are 

all concepts that I explore and test in my subsequent analysis. As Stockwell 

emphasizes taÌËÉÎÇ ÁÂÏÕÔ ÃÏÇÎÉÔÉÖÅ ÐÏÅÔÉÃÓ ȰÉÔ ÉÓ ÕÎÄÅÒ ÁÐÐÌÉÃÁÔÉÏÎ ɀ the 

practical exploration of a cognitive framework ɀ that approaches are tested and 

ÁÃÈÉÅÖÅ ÁÎÙ ÓÏÒÔ ÏÆ ÖÁÌÕÅȱ ɉρφφɊȢ 
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2) Lewis Carroll and the Mysteries of the Mind  

 

 Ȭ/ÎÅ ÓÉÄÅ ÏÆ what? The other side of whatȩȭ ÔÈÏÕÇÈÔ !ÌÉÃÅ ÔÏ ÈÅÒÓÅÌÆȢ  
Ȭ/Æ ÔÈÅ ÍÕÓÈÒÏÏÍȟȭ ÓÁÉÄ ÔÈÅ #ÁÔÅÒÐÉÌÌÁÒȟ ÊÕÓÔ ÁÓ ÉÆ ÓÈÅ ÈÁÄ ÁÓËÅÄ ÁÌÏÕÄȠ ÁÎÄ 
 in another moment it was out of sight. (AAIW, 55)  
 

 

 

&ÉÇȢ τ 'ÁÂÒÉÅÌÅ $ÅÌÌȭ/ÔÔÏȟ Brucaliffo. It is worth highlighting that the mushroom depicted here is 
the Amanita Muscaria, which boosts lucid dreaming and/or gives psychedelic, hallucinating 
experiences like micropsia and macropsia, two symptoms of the so-ÃÁÌÌÅÄ Ȱ!ÌÉÃÅ ÉÎ 7ÏÎÄÅÒÌÁÎÄ 
ÓÙÎÄÒÏÍÅȱ ɉÓÅe Blom).  



 50 

 

 

A cognitive approach to the Alice books finds a contextual rationale in Lewis 

#ÁÒÒÏÌÌȭÓ Ï×Î ÉÎÔÅÒÅÓÔ ÉÎ ÅØÐÌÏÒÉÎÇ ÁÎÄ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÈÕÍÁÎ ÍÅÎÔÁÌ ÐÒÏÃÅÓÓÅÓȢ 

Throughout the books we find the exploration of specific mental activities (how 

do dreams work? How do children create meta-representations? How does 

memory form our self-identity?); they also continuously challenge our mental 

habits and demand the reconfiguration of our interpretative schemata through 

devices like the personification of linguistic attitudes and the creation of 

impossible worlds and nonsense scenarios.  

     ,Å×ÉÓ #ÁÒÒÏÌÌȭÓ Ï×Î ÐÅÒÓÏÎÁÌÉÔÙ ÉÓ ÃÏÍÍÏÎÌÙ ÃÏÎÃÅÉÖÅÄ ÁÓ Á ÃÏÎÔÒÏÖÅÒÓÉÁÌ 

one, a personality split in two: on the one hand the rigorous and conservative 

logician Reverend Charles Dodgson, on the other hand the witty, extravagant 

ÎÏÎÓÅÎÓÅ ×ÒÉÔÅÒ ,Å×ÉÓ #ÁÒÒÏÌÌȢ (Ï×ÅÖÅÒȟ ÔÈÅ Ô×Ï ÐÁÒÔÓ ÏÆ ÈÉÓ Ȱ*ÁÎÕÓ-like 

ÉÄÅÎÔÉÔÙȱ ɉ,ÅÃÅÒÃÌÅȟ ςπρɊ ÃÏÎÖÅÒÇÅ ÁÔ Á ÃÅÒÔÁÉÎ ÐÏÉÎÔȟ ×ÈÉÃÈ ÉÓ ÔÈÅÉÒ ÃÏÎÃÅÒÎ ÔÏ 

lay bare the operations of the mind: Ȱ$ÏÄÇÓÏÎ and Carroll are not as different as 

many biographers have thought. We see glimpses of one in the other, like 

ÃÏÍÍÕÎÉÃÁÔÉÎÇ ÍÉÒÒÏÒÓȟ ÆÌÁÓÈÉÎÇ ÔÈÅÉÒ ÓÉÇÎÁÌÓ ÂÁÃË ÁÎÄ ÆÏÒÔÈȱ ɉ2ÁÎÓÏÎ-

Pollizzotti). Furthermore, it can be argued that the Alice ÂÏÏËÓ ÄÏÎȭÔ ÒÅÐÒÅsent 

ÊÕÓÔ ÏÎÅ ÓÉÄÅ ÏÆ ÔÈÉÓ ȰÄÏÕÂÌÅ ÐÅÒÓÏÎÁÌÉÔÙȱȟ ÂÕÔ ÁÒÅ ÁÃÔÕÁÌÌÙ Á ÓÙÎÔÈÅÓÉÓ ÂÅÔ×ÅÅÎ 

ÔÈÅ ÌÏÇÉÃÁÌȟ ÓÃÉÅÎÔÉÆÉÃ ÁÐÐÒÏÁÃÈ ÁÎÄ Á ÍÏÒÅ ȰÉÒÒÁÔÉÏÎÁÌȱ ÓÕÂÊÅÃÔÉÖÉÔÙȢ #ÁÒÒÏÌÌȭÓ 

interest in the working of the human mind in some sense cuts across his 

dichotomous personality, attenuating its polarity; yet this is not to completely 

ÎÅÇÌÅÃÔ ÉÔÓ ÂÅÉÎÇ ȰÃÏÕÐï ÅÎ ÄÅÕØȱȟ ÎÏÒ ÁÎ ÁÔÔÅÍÐÔ ÔÏ ÒÅÄÕÃÅ its multi -

facetedness to some kind of definitive resolution. My approach has the goal of 

being a step towards the elucidation of CarÒÏÌÌȭÓ ÃÏÍÐÏÓÉÔÅ ÃÈÁÒÁÃÔÅÒȟ ÔÁËÉÎÇ 

into account its various components, without reducing its complexity on the 

one hand, and without losing sight, on the other, of my theoretical claim that the 

negotiation between these different interests is central to his deep and highly 

significant exploration of the human mind. 
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     As many scholars have already observed, the Alice books are full of 

mathematical references, geometrical allusions, problems, logic games.20 They 

depict enigmatic and curious problems of logic, mathematics and even physics: 

the Mock Turtle mentions the possible existence of negative numbers (still a 

ÎÏÖÅÌ ÃÏÎÃÅÐÔ ÉÎ #ÁÒÒÏÌÌȭÓ ÔÉÍÅɊȠ ÔÈÅ 2ÁÂÂÉÔ-Hole is a source of peculiar 

reflections about the nature of gravity; the passage through the Looking-Glass 

suggests speculations on anti-matter; the Unicorn is linked to the problematic 

realm of non-existent entities. Giving substance to the most intriguing and 

strange branches of logic, maths and physics, the Alice books seem to subvert 

the more traditional and conservative views Carroll expressed in academic 

contexts, by focusing on exceptions. Lecercle points out that the Alice books 

represent the impossible events to which traditional logic normally denies 

ontological existence:  

 

and the sorites, those protracted syllogisms that were one of the main 

ÏÂÊÅÃÔÓ ÏÆ #ÁÒÒÏÌÌȭÓ ÉÎÔÅÒÅÓÔ ɉÈÅ ÓÕÇÇÅÓÔÅÄ ÎÅ× ÍÅÔÈÏÄÓ ÆÏÒ ÓÏÌÖÉÎÇ 

them) logicise the literary discourse of non-sense ɀ each sorite is an 

incipient Wonderland. (201) 

 

     #ÁÒÒÏÌÌȭÓ ÆÉÃÔÉÏÎÁÌ ÅØÐÌÏÒÁÔÉÏÎÓ ÏÆ ÌÏÇÉÃÁÌ ÒÉÄÄÌÅÓȟ ÍÁÔÈÅÍÁÔÉÃÁÌ ÉÍÐÏÓÓÉÂÉÌÉÔÉÅÓ 

and paradoxical scenarios, are all aspects of the subjects that intrigued him, but 

ÔÈÁÔ ÈÅ ÆÅÌÔ ÃÏÎÓÔÒÁÉÎÅÄ ÔÏ ÁÖÏÉÄ ÉÎ ȰÏÆÆÉÃÉÁÌȱ ÃÏÎÔÅØÔÓȢ 4ÈÅ Alice books work as 

imaginary illustrations of the strange issues lurking in the scientific topics with 

which he was engaged.  John Fisher writes that  

 

×ÉÔÈ Á ÍÁÇÉÃÉÁÎȭÓ ÉÎÓÔÉÎÃÔ ÆÏÒ ÔÒÁÃËÉÎÇ ÄÏ×Î ÔÈÅ ÉÍÐÏÓÓÉÂÌÅȟ ÈÅ ×ÁÓ ÁÂÌÅ 

to apply something more than the straightforward academic approach to 

his studies in mathematics and logic, sources of mystification no 

convenÔÉÏÎÁÌ ÍÁÇÉÃÉÁÎ ÈÁÄ ÅÖÅÒ ÔÁÐÐÅÄȣ (8) 

 

                                                 
20 To cite one fairly recent book on the topic: Lewis Carroll in Numberland: His Fantastical 
Mathematical Logical Life by Robin Wilson.  
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Referring to the fact that Carroll, beyond academic contexts, in order to delight 

his sisters, when he was young, and his child-fr iends later, Carroll used 

mathematics and logic to create riddles, puzzles, mystifying tricks and 

illusionistic games. Like his literary counter-part, the White Knight, he was an 

inventor: he played with musical boxes, mechanical animals, and distorting 

mirrors (M.N. Cohen, 12; Taylor, 2). In this way, mathematical speculations 

became wonderlands, mind games and magical experimentations ɀ and the 

Alice books testify all this.  

      $ÕÒÉÎÇ #ÁÒÒÏÌÌȭÓ ÌÉÆÅȟ ÍÁÔÈÅÍÁÔÉÃÓ ÁÎÄ ÌÏÇÉÃ ×ÅÒÅ ÂÅÇÉÎÎÉÎÇ ÔÏ ÔÁËÅ Á 

significant turn towards the exploration of different dimensions: symbolic 

algebra, four-dimensional mathematics, non-Euclidean geometries, 

speculations about the null class. It is well known that Carroll maintained a 

traditional position on these subjects, writing books and essays against the 

ÃÒÉÔÉÃÓ ÏÆ %ÕÃÌÉÄȭÓ Elements and against the use of symbolic algebra. Yet, again, 

the Alice books seem to go in exactly the opposite direction; Taylor, for example, 

ÓÕÇÇÅÓÔÓ ÔÈÁÔ &ÅÃÈÎÅÒȭÓ ÓÐÅÃÕÌÁÔÉÏÎÓ ÁÂÏÕÔ ÔÈÅ ÆÏÕÒÔÈ ÄÉÍension are one source 

ÆÏÒ #ÁÒÒÏÌÌȭÓ Through the Looking-Glass (Taylor, 89-ωπɊȢ %ÌÉÚÁÂÅÔÈ 4ÈÒÏÅÓÃÈȭÓ 

ÅÓÓÁÙ Ȱ.ÏÎÓÅÎÓÅ ÉÎ ÔÈÅ &ÏÕÒÔÈ $ÉÍÅÎÓÉÏÎ ÏÆ ,ÉÔÅÒÁÔÕÒÅȡ (ÙÐÅÒÓÐÁÃÅ 0ÈÉÌÏÓÏÐÈÙȟ 

ÔÈÅ Ȭ.Å×ȭ -ÁÔÈÅÍÁÔÉÃÓȟ ÁÎÄ ÔÈÅ Alice "ÏÏËÓȱ ÁÒÇÕÅÓ ÔÈÁÔ ȰÔÈÅ ÂÉÚÁÒÒÅ ÌÉÎÇÕÉÓÔÉc 

logic of the inhabitants of the Alice books can be read as a critique of the new 

mathematics and the rationale that supports its quirky offspring, hyperspace 

ÐÈÉÌÏÓÏÐÈÙȱ (39). However, Carroll was too fond of his Alice books, and the 

alternative realitieÓ ÔÈÅÙ ÒÅÐÒÅÓÅÎÔȟ ÔÏ ÍÁËÅ ÈÉÓ ȰÄÅÐÉÃÔÉÏÎ ÏÆ ÅØÃÅÐÔÉÏÎÓȱ ÊÕÓÔ Á 

polemical stance. It is true that the Alice books are full of satirical elements and 

parodies, but their fantastic dimensions are something more:21 as Throesch 

herself writes, nonsense and the fourth dimension both show the 

meaninglessness of various accepted norms, putting in danger the notion of a 

stable, univocal reality, and offering a phantasmagorical multiplication of 

ÁÓÓÏÃÉÁÔÉÏÎÓ ÁÎÄ ÐÅÒÓÐÅÃÔÉÖÅÓȟ ȰÁ ÇÉÄÄÙÉÎÇ ÍÕÌÔÉÐÌÉÃÁÔÉÏÎ ÏÆ ÐÏÓÓÉÂÌÅ ÒÅÁlities 

ÁÎÄ ÓÐÁÃÅÓȱ ɉυπɊȢ  

                                                 
21 7ÁÌÔÅÒ $Å ÌÁ -ÁÒÅ ÓÔÁÔÅÓ ÔÈÁÔ ȰÁÌÌ ÓÁÔÉÒÅ ÁÎÄ ÍÏÓÔ ÐÁÒÏÄÙ ÉÎ ÔÈÅÍÓÅÌÖÅÓ ÁÒÅ ÍÏÒÔÁÌ ÅÎÅÍÉÅÓ ÏÆ 
ÔÒÕÅ .ÏÎÓÅÎÓÅȟ ×ÈÉÃÈ ÉÓ ÃÏÎÃÅÒÎÅÄ ×ÉÔÈ ÔÈÅ ÊÏÙÓ ÏÆ Á ÎÅ× ×ÏÒÌÄȱ ɉρσ-14).  
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     Conjectures on different dimensions of space and time, according to their 

first theorists Abbott (Carroll owned a first-edition copy of Flatland -Throesch, 

τσɊ ÁÎÄ (ÉÎÔÏÎȟ ÈÁÖÅ ȰÃÏÎÓÃÉÏÕÓÎÅÓÓ-ÅØÐÁÎÄÉÎÇ ÉÍÐÌÉÃÁÔÉÏÎÓȱ ɉτχɊȟ ÔÈÅir deep 

sense being an exploration of the depths and labyrinths of the human mind. The 

Alice books are, indeed, subtly revelatory:  

 

they stealthily instil into us a unique state of mind. Their jam ɀ wild 

strawberry ɀ is the powder ɀ virgin gold-dust ɀ though we may never be 

ÃÏÎÓÃÉÏÕÓ ÏÆ ÉÔÓ ÃÁÔÈÁÒÔÉÃ ÅÆÆÅÃÔÓȢ ɉȣȢɊ 4ÈÅ Alices lighten our beings like 

sunshine (De la Mare, 56) 

 

 If Carroll refused, in academic contexts, to accept new interpretations of reality 

(which, by putting in danger the eternal truths of mathematics, threatened to 

undermine the stability of religion22), he allowed them to run freely in his 

fantasy life; he was far too clever and curious not to be interested in intellectual 

possibilities for mind expansion. The Alice books are not distant from his 

scientific interests, but represent the most innovative and captivating side of his 

mathematical mind, allowing him to be much more creative and visionary ɀ and 

also, as Fisher puts it, a kind of magician. Helen Groth affirms the idea, saying, 

 

 Ȱhe retained, along with his fellow members of the Society for Psychical 

Research, a theological sense of the mind which coexisted quite 

comfortably alongside his enthusiastic embrace of modern scientific 

ÍÅÔÈÏÄ ÁÎÄ ÍÁÔÈÅÍÁÔÉÃÁÌ ÔÈÅÏÒÙȱ ɉρτρɊ 

                                                 
22 On this topic, Joan Richards writes that the category of necessary truth grounded in 
ÍÁÔÈÅÍÁÔÉÃÁÌ ÉÄÅÁÓȟ ÁÓ ÐÒÏÐÏÓÅÄ ÂÙ ÔÈÅ ÐÈÉÌÏÓÏÐÈÅÒ 7ÉÌÌÉÁÍ 7ÈÅ×ÅÌÌȟ Ȱ×ÁÓ ÃÒÉÔÉÃÁÌÌÙ ÉÍÐÏÒÔÁÎÔ 
for the assurance that man really could come to know his world. This assurance in turn 
supported his basically conservative outlook in which there were certain immutable truths 
about Godȱ (29). In a similar vein, Daniel #ÏÈÅÎ ÍÁÉÎÔÁÉÎÓ ÔÈÁÔ #ÁÒÒÏÌÌ ȰÃÌÕÎÇ ÔÏ ÔÈÅ ÔÒÁÄÉÔÉÏÎÁÌ 
idea that mathematics was a paradigm of simplicity and a conduit of absolute truth about the 
ÃÏÓÍÏÓȱ ɉρχσɊ.  
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Carroll was traditional in his official attitudes to mathematics and religion, but 

his narrative works show that his views on the relation between spiritual and 

scientific dimensions of mind were much more multifaceted and complex.23    

 Rudy Rucker suggests that the looking glass and the rabbit hole can be 

conceived as being like Einstein-Rosen bridges, i.e., hyperspace tunnels that, 

theoretically, following the theory of relativity, allow travel to different space-

ÔÉÍÅ ÕÎÉÖÅÒÓÅÓȡ ȰÉÆ Á ÍÁÓÓÉÖÅ ÓÔÁÒ ÏÒ ÂÌÁÃË ÈÏÌÅ ÄÉÓÔÏÒÔÓ ÓÐÁÃÅ ÅÎÏÕÇÈ ÉÔ ÉÓ 

possible that an Einstein-Rosen bridge to another universe can be created. 

Flying into the right kind of black hÏÌÅ ÍÉÇÈÔ ÐÏÐ ÙÏÕ ÏÕÔ ÉÎÔÏ Á ÄÉÆÆÅÒÅÎÔ ×ÏÒÌÄȱ 

(Rucker, The Fourth Dimension, 120). This is precisely what happens to Alice 

who, through a hole and then through a mirror, arrives in different realities, 

experiencing in this way different conceptions of space: in Wonderland she 

changes size continuously, while in the Looking-Glass world she has the same 

height of a chess-piece (and the same perspective!), and numerous space 

paradoxes are depicted. Similarly, she experiences different conceptions of 

time:  the eternal tea-time of the Mad Hatter and the March Hare; time going 

backwards in the looking-glass trials; the fact that she begins her Looking-Glass 

ÁÄÖÅÎÔÕÒÅÓ ÉÎ ×ÉÎÔÅÒȟ ÁÎÄ ÆÉÎÄÓ ÈÅÒÓÅÌÆ ÉÎ ÓÕÍÍÅÒȠ ÔÈÅ 7ÈÉÔÅ 1ÕÅÅÎȭÓ ÍÅÍÏÒÙ 

of the future. Moreover, the mirror, the second means Alice uses to jump into 

another dimension, recalls RucËÅÒȭÓ ÄÅÓÃÒÉÐÔÉÏÎ ÏÆ %ÉÎÓÔÅÉÎ-Rosen bridges: in 

The Fourth Dimension: Toward a Geometry of Higher Reality he writes that an 

Einstein-Rosen bridge would have more or less the appearance of a spherical 

mirror with the strange property that the world inside t he mirror would 

actually be different from the world outside the mirror (113-130). This, of 

course, is exactly what Carroll has imagined with his looking-glass world: an 

entire universe is trapped beyond the surface of the mirror.24  

     Alice is able to enter these new worlds of paradox and fantasy through 

physical passages, whereas in Sylvie and Bruno the access to other universes no 

                                                 
23 In this sense, it is worth mentioning what Melanie Keene in her Science in Wonderland 
persuasively shows: the strong connection established in the Victorian Age between fairy tales 
ÁÎÄ ÓÃÉÅÎÔÉÆÉÃ ÔÏÐÉÃÓȡ ȰÒÅÁÓÏÎÅÄ ÓÃÉÅÎÔÉÆÉÃ ÂÏÏËÓȱȟ ÓÈÅ ×ÒÉÔÅÓȟ ×ÅÒÅ ȰÎÏÔ ÅÁÓÉÌÙ ÄÉÓÔÉÎÇÕÉÓÈÅÄ ÆÒÏÍ 
more iÍÁÇÉÎÁÔÉÖÅ ÏÒ ÆÁÎÔÁÓÔÉÃÁÌ ×ÒÉÔÉÎÇÓȱ ɉωɊȢ  
 
24 !ÂÏÕÔ ÔÈÉÓ ÃÏÎÎÅÃÔÉÏÎ ÂÅÔ×ÅÅÎ !ÌÉÃÅȭÓ ÌÏÏËÉÎÇ-glass and the Einstein Rosen bridge, see also 
2ÕÃËÅÒȟ Ȱ4ÈÏÕÇÈÔÓ ÏÎ !ÌÉÃÅȱȟ υτ-55.  
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longer requires a golden key, a door, a hole, or a mirror: the protagonist (Carroll 

himself) can reach the far-away regions of Outland and Elfland with just the 

power of his own mind. Yet, this is not exactly the truth: Carroll writes in Sylvie 

and Bruno ÔÈÁÔȟ ÉÎ ÏÒÄÅÒ ÔÏ ÂÅ ÁÂÌÅ ÔÏ ÇÏ ÁÍÏÎÇ ÆÁÉÒÉÅÓ ÉÎ %ÌÆÌÁÎÄȟ ȰÉÔ ÍÕÓÔ ÂÅ Á 

ÖÅÒÙ ÈÏÔ ÄÁÙȱ ÁÎÄ ȰÙÏÕ ÍÕÓÔ ÂÅ ÊÕÓÔ Á ÌÉÔÔÌÅ ÓÌÅÅÐÙȱ, and this is indeed what 

happens at the beginning of !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄ ɉȰÔÈÅ ÈÏÔ ÄÁÙ 

ÍÁÄÅ ÈÅÒ ÆÅÅÌ ÖÅÒÙ ÓÌÅÅÐÙȱȟ ρρɊȟ ÊÕÓÔ Á ÍÏÍÅÎÔ ÂÅÆÏÒÅ ÔÈÅ ÓÕÄÄÅÎ ÁÐÐÅÁÒÁÎÃÅ ÏÆ 

ÔÈÅ 7ÈÉÔÅ 2ÁÂÂÉÔȢ )Ô ÍÁÙ ÂÅ ×ÏÒÔÈ ÒÅÍÉÎÄÉÎÇ ÏÕÒÓÅÌÖÅÓ ÔÈÁÔ ÏÎÅ ÏÆ #ÁÒÒÏÌÌȭÓ 

ÉÄÅÁÓ ÁÂÏÕÔ ÔÈÅ ÔÉÔÌÅ ÏÆ ÈÉÓ ÆÉÒÓÔ !ÌÉÃÅ ÂÏÏË ×ÁÓ Ȱ!ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ %ÌÆÌÁÎÄȱ 

ɉ-Ȣ.Ȣ #ÏÈÅÎȟ ςωωɊȢ )Î ÁÄÄÉÔÉÏÎȟ #ÁÒÒÏÌÌ ÄÅÓÃÒÉÂÅÓ ÐÅÃÕÌÉÁÒ ȰÅÅÒÉÅ ÓÔÁÔÅÓȟȱ very 

ÓÉÍÉÌÁÒ ÔÏ !ÌÉÃÅȭÓ ÆÅÅÌÉÎÇ ÊÕÓÔ ÂÅÆÏÒÅ ÇÏÉÎÇ ÔÈÒÏÕÇÈ ÔÈÅ ÌÏÏËÉÎÇ-glass, at the 

beginning of Sylvie and Bruno Concluded: while conscious of his actual 

surroundings, he is also conscious of the presence of Fairies; or alternatively he 

ÒÅÆÅÒÓ ÔÏ ȰÆÏÒÍÓ ÏÆ ÔÒÁÎÃÅ ÉÎ ×ÈÉÃÈȟ ×ÈÉÌÅ ÕÎÃÏÎÓÃÉÏÕÓ ÏÆ ÁÃÔÕÁÌ ÓÕÒÒÏÕÎÄÉÎÇÓȟ 

and apparently asleep, he (i.e. his  immaterial essence) migrates to other scenes, 

ÉÎ ÁÃÔÕÁÌ ×ÏÒÌÄ ÏÒ ÉÎ &ÁÉÒÙÌÁÎÄȱ ɉ#ÁÒÒÏÌÌȟ 3!"#ȟ ØÉÉÉɊȢ 4ÁÙÌÏÒ ÃÏÍÍÅÎÔÓ ÏÎ ÔÈÉÓ 

×ÒÉÔÉÎÇ ÔÈÁÔ ȰÔÈÉÓ ÉÓ ÔÈÅ ÓÔÁÔÅȟ Á ÍÏÍÅÎÔ ÏÆ ÔÒÁÎÃÅȟ Á ÆÁÌÌÉÎÇ ÆÒÏÍ ÈÅÒȟ ÖÁÎÉÓÈÉÎÇȟ 

which comes upon Alice as she stands musing before the looking-glass with the 

ÂÌÁÃË ËÉÔÔÅÎ ÉÎ ÈÅÒ ÁÒÍÓȱ ɉ4ÁÙÌÏÒȟ ψςɊȢ   

     2ÕÃËÅÒ ÓÁÙÓ ÔÈÁÔ Ȱ7ÏÎÄÅÒÌÁÎÄ ÔÁÌÅÓ ÁÒÅ ÖÅÒÙ ÍÕÃÈ ÌÉËÅ ×ÁËÉÎÇ ÄÒÅÁÍÓȱ 

ɉȰ4ÈÏÕÇÈÔÓ ÏÎ !ÌÉÃÅȱȟ φπɊȟ ÁÎÄ ÔÈÉÓ ÔÁËÅÓ ÕÓ ÔÏ ÔÈÅ ÓÅÃÏÎÄ ÉÎÆÌÕÅÎÃÅ ÏÎ #ÁÒÒÏÌÌȭÓ 

interest in the peculiarities of the human mind, other than his exploration of the 

more innovative and intriguing branches of the exact sciences, which is his 

ÅÎÇÁÇÅÍÅÎÔ ×ÉÔÈ ÓÔÕÄÉÅÓ ÏÆ ȰÐÓÙÃÈÉÃ ÐÈÅÎÏÍÅÎÁȱȟ ÆÏÒ ÉÎÓÔÁÎÃÅ ÔÈÒÏÕÇÈ ÔÈÅ 

Society for Psychical Research, of which he was a member from the moment of 

its foundation until his death (Shaberman, Ȱ,Å×ÉÓ #ÁÒÒÏÌÌ ÁÎÄ ÔÈÅ 302ȱȟ 4). 

Dreams were generally conceived by the SPR as vehicles of profound meaning 

and as revealing experiences which can often occur also in peculiar half-waking 

hypnotic conditions.25 In this sense, the shifting of consciousness between 

                                                 
25 The SPR was a very heterogeneous society, embracing different stances and interests, and 
thus it is difficult to describe a fixed perspective recognized by the whole society; yet, the strong 
power of dreams and mystic visions was one of the most shared and popular subjects among his 
members.  
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dreaming to waking, the possibility of exchanging the two, and the revealing 

power of dream states are topics central to the Alice books, but also present 

ÅÌÓÅ×ÈÅÒÅ ÉÎ #ÁÒÒÏÌÌȭÓ ×ÒÉÔÉÎÇȡ Ȱ ȬÓÏ ÅÉÔÈÅÒ )ȭÖÅ ÂÅÅÎ ÄÒÅÁÍÉÎÇ ÁÂÏÕÔ 3ÙÌÖÉÅȭȟ ) 

ÓÁÉÄ ÔÏ ÍÙÓÅÌÆȟ ȬÁÎÄ ÔÈÉÓ ÉÓ ÒÅÁÌÉÔÙȟ ÏÒ ÅÌÓÅ )ȭÖÅ ÒÅÁÌÌÙ ÂÅÅÎ ×ÉÔÈ 3ÙÌÖÉÅ ÁÎÄ ÔÈÉÓ ÉÓ Á 

ÄÒÅÁÍȦȭ ȱ ɉSAB 19). In the Sylvie and Bruno books he relies explicitly on the SPR, 

putting , in the preface to Sylvie and Bruno Concludedȟ ȰÁ ÔÁÂÌÅ ÏÆ ÔÈÅ ÉÎÃÉÄÅÎÔÓ ÏÆ 

abnormal psychic states that occur in both Sylvie and Bruno books (..) directly 

ÂÁÓÅÄ ÏÎ ÔÈÅ ÓÔÁÔÉÓÔÉÃÁÌ ÍÅÔÈÏÄ ÏÆ ÔÈÅ 302ȱ ɉ3ÈÁÂÅÒÍÁÎȟ Ȱ,Å×ÉÓ #ÁÒÒÏÌÌ ÁÎÄ ÔÈÅ 

302ȱȟ 6), but the eerie states described by the SPR share the same features as 

!ÌÉÃÅȭÓ ÍÅÎÔÁÌ ÄÉÓÐÏÓÉÔÉÏÎÓ ×ÈÅÎ ÓÈÅ ÇÏÅÓ ÔÏ 7ÏÎÄÅÒÌÁÎÄ ÁÎÄ ÔÈÅ ,ÏÏËÉÎÇ-Glass 

Land.26 Dreamy states were recognized by the SPR as having profound 

connections to the disclosure of meaning and even to experiences of 

clairvÏÙÁÎÃÅȟ ÁÎÄ ÉÎ #ÁÒÒÏÌÌȭÓ ÕÎÉÖÅÒÓÅÓ ÄÒÅÁÍ ÉÓ Ȱthe sÏÖÅÒÅÉÇÎ ÅÌÅÍÅÎÔȱ ɉ$Å ÌÁ 

Mare, 60), the basic mode of his narratives.  

 

                                                 
26 One of the most well-known books edited by the SPR, Phantasms of the Living, written by the 
psychical researcher Frank Podmore and by two founding members of the SPR (Edmund 
Gurney and Frederick W.H. Myers) describes studies of telepathy divided into categories. As 
Charlie Lovett has already underlined (Lovett, 138) the category of Borderland, a special 
suspended mental condition between sleeping and waking, shares key features with the eerie 
states so accurately described by Carroll.  
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Fig. 5 Harry Furniss, illustration from Sylvie and Bruno, 1890. The fairy world of Sylvie (who is a 
&ÁÉÒÙ ×ÉÔÈ ÎÏ ×ÉÎÇÓȟ ȰÏÎÌÙ Á ÆÅ× ÉÎÃÈÅÓ ÈÉÇÈ ÁÎÄ ÄÒÅÓÓÅÄ ÉÎ ÇÒÅÅÎȱȟ SAB, 192) can be accessed by 
ÔÈÅ ÍÁÉÎ ÃÈÁÒÁÃÔÅÒ ÏÎ Á ÈÏÔ ÄÁÙȟ ÂÅÉÎÇ Á ÌÉÔÔÌÅ ÓÌÅÅÐÙȟ ÁÎÄ ÆÅÅÌÉÎÇ Á ÌÉÔÔÌÅ Ȱ×ÈÁÔ ÏÎÅ ÍÁÙ ÃÁÌÌ 
ȬÆÁÉÒÙÉÓÈȭ ɀ The ScÏÔÃÈ ÃÁÌÌ ÉÔ ȬÅÅÒÉÅȭȱ ɉρωρɊȢ  
 

     The Society for Psychical Research in some sense served to synthesize 

#ÁÒÒÏÌÌȭÓ ÌÏÎÇÓÔÁÎÄÉÎÇ ÉÎÔÅÒÅÓÔÓ ÉÎ ÏÃÃÕÌÔÉÓÍȟ ÓÐÉÒÉÔÕÁÌÉÓÍ27 and waking dreams 

×ÉÔÈ ÈÉÓ ÁÎÁÌÙÔÉÃ ÉÎÔÅÒÅÓÔ ÉÎ ÔÈÅ ÍÉÎÄȭÓ ÆÕÎÃÔÉÏÎÉÎÇȢ )Ô ×ÁÓ ÆÏÕÎÄÅÄ ÉÎ England in 

1882, and other famous members interested in mind studies were William and 

Henry James, Virginia Woolf and John Ruskin (who was also a close friend of 

#ÁÒÒÏÌÌɊȠ &ÒÅÕÄ ×ÁÓ ÁÌÓÏ Á ÃÏÒÒÅÓÐÏÎÄÉÎÇ ÍÅÍÂÅÒȟ ÁÎÄ ×ÒÏÔÅ ÆÏÒ ÔÈÅ 3ÏÃÉÅÔÙȭÓ 

journal in 1912.28 !ÃÃÏÒÄÉÎÇ ÔÏ ÉÔÓ Ï×Î ÍÁÎÉÆÅÓÔÏ ɉȰ/ÂÊÅÃÔÓ ÏÆ ÔÈÅ 3ÏÃÉÅÔÙȱ 

written in 1882 and printed in the Proceedings) the fundamental goal of the 

                                                 
27 #ÁÒÒÏÌÌȭÓ ÉÎÔÅÒÅÓt in spiritualism should not be mistaken with his spirituality: the two can 
actually be connected, but, when mentioning spiritualism, I hint at the belief in spirits, 
communication with them through mediumship experiences, supernatural events. When 
dealing ×ÉÔÈ #ÁÒÒÏÌÌȭÓ ÓÐÉÒÉÔÕÁÌ ÓÉÄÅȟ ) ÃÏÎÎÅÃÔ ÉÔ ÔÏ Á ÍÏÒÅ ÇÅÎÅÒÁÌ ÆÁÉÔÈ ÉÎ ÁÎ ÉÍÍÁÔÅÒÉÁÌ 
dimension.  
 
28 I have listed here some later members of the SPR, such as Virginia Woolf and Freud, because I 
think they are significant for an overall evaluation of the society, and underline its strong 
connection with psychological studies and interest in how the mind works.  
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ÓÏÃÉÅÔÙ ×ÁÓ ȰÍÁËÉÎÇ ÁÎ ÏÒÇÁÎÉÓÅÄ ÁÎÄ ÓÙÓÔÅÍÁÔÉÃ ÁÔÔÅÍÐÔ ÔÏ ÉÎÖÅÓÔÉÇÁÔÅ ÔÈÅ 

large group of debatable phenomena designated by such terms as mesmeric, 

ÐÓÙÃÈÉÃÁÌȟ ÁÎÄ 3ÐÉÒÉÔÕÁÌÉÓÔÉÃȱ ɉ,ÅÄÇÅÒ ÁÎÄ ,ÕÃËÈÕÒÓÔȟ ςχρɊȠ ÁÍÏÎÇ ÔÈÅ ÓÕÂÊÅÃÔÓ 

ÍÏÓÔ ÒÅÁÄÉÌÙ ÅÍÂÒÁÃÅÄ ÂÙ ÔÈÅ 3ÏÃÉÅÔÙ ×ÅÒÅ ȰÔÈÏÕÇÈÔ-ÒÅÁÄÉÎÇȱȟ ÈÙÐÎÏÔÉÓÍȟ 

clairvoyance, ESP, and psychokinesis. 

     The Society presents itself, to contemporary eyes, as a peculiar mixture of 

obscure spiritualistic beliefs and the scientific methods espoused in its declared 

purpose to ascertain facts and collecting tangible evidence to put still 

inexplicable phenomena on solid empirical ground. The presence of several 

prominent intellectuals among the members of the Society shows that some of 

its research directions were connected to important studies on the nature of 

human mind. Investigations linked to the Society carried out by William James, 

for instance, touched such interesting subjects as continuous consciousness and 

ÔÈÅ ÂÒÅÁÃÈ ÆÒÏÍ ÏÎÅ ÍÉÎÄ ÔÏ ÁÎÏÔÈÅÒȟ ȰÃÏÓÍÉÃ ÃÏÎÓÃÉÏÕÓÎÅÓÓȱȟ ÔÈÅ ÎÅÕÒÏÌÏÇÉÃÁÌ 

basis for religious experiences, and the mediumship experience.29 An interest in 

the substance of ghostly entities, which was a popular topic in the Society, can 

be found in The Turn of the Screw ÂÙ 7ÉÌÌÉÁÍ *ÁÍÅÓȭÓ ÂÒÏÔÈÅÒ (ÅÎÒÙȟ ×ÈÅÒÅ ÔÈÅ 

relationship between supernatural apparitions and mental hallucinations is 

deeply and interestingly explored in the form of a story of never-resolved 

ambiguity. George Johnson, in Dynamic Psychology in Modernist British Fiction, 

explores the influences of the Society on the representation of characters and 

narrative events in British fiction writers of the end of the nineteenth century 

ÁÎÄ ÂÅÇÉÎÎÉÎÇ ÏÆ ÔÈÅ Ô×ÅÎÔÉÅÔÈȟ ÁÎÄ ÁÒÇÕÅÓ ÔÈÁÔ ȰÐÓÙÃÈÉÃÁÌ ÒÅÓÅÁÒÃÈ ÄÉÄ ÌÅÁÄ ÔÏ Á 

ÍÏÒÅ ÅØÐÁÎÓÉÖÅ ÍÁÐÐÉÎÇ ÏÆ ÔÈÅ ÉÎÎÅÒ ×ÏÒÌÄ ÅÖÅÎ ÂÅÆÏÒÅ &ÒÅÕÄȭÓ ÉÄÅÎÔÉÆÉÃÁÔÉÏÎ 

ÏÆ ÔÈÅ ÉÄȟ ÅÇÏȟ ÓÕÐÅÒÅÇÏȟ ÁÎÄ ÓÏ ÏÎȱ ɉ+ÕÎËÁȟ ωπφ). In this sense, psychical 

research, the investigation into transcendental phenomena, can be thought of 

the initial method to look into the human psyche itself.30  

                                                 
29 See James, Ȱ%ÓÓÁÙÓ ÉÎ 0ÓÙÃÈÉÃÁÌ 2ÅÓÅÁÒÃÈ ȰȠ -ÕÒÐÈÙ ÁÎÄ "ÁÌÌÏ×ȟ 7ÉÌÌÉÁÍ *ÁÍÅÓ ÏÎ 0ÓÙÃÈÉÃÁÌ 

Research; +ÎÁÐÐȟ Ȱ7Ȣ*Ȣȟ 3ÐÉÒÉÔÕÁÌÉÓÍ ÁÎÄ 5ÎÃÏÎÓÃÉÏÕÓÎÅÓÓ ȬÂÅÙÏÎÄ ÔÈÅ ÍÁÒÇÉÎȭ ȰȢ  
 
30 !Ó ÈÉÇÈÌÉÇÈÔÅÄ ÁÌÓÏ ÂÙ 3ÏÍÍÅÒȟ ÓÅÅ ÆÏÒ ÉÎÓÔÁÎÃÅȡ Ȱ0ÓÙÃÈÉÃÁÌ 2ÅÓÅÁÒÃÈ ÁÎÄ ÔÈÅ /ÒÉÇÉÎÓ ÏÆ 
American PÓÙÃÈÏÌÏÇÙȱȟ ÏÒ Ȱ3ÐÉÒÉÔÕÁÌÉÓÍ ÁÎÄ ÔÈÅ /ÒÉÇÉÎÓ ÏÆ -ÏÄÅÒÎ 0ÓÙÃÈÏÌÏÇÙ ÉÎ ,ÁÔÅ 
Nineteenth-#ÅÎÔÕÒÙ 'ÅÒÍÁÎÙȱȢ  
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     While the Society was founded in 1882, and !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄ 

dates back to 1865 (the date of the first edition; Carroll first told the tale of Alice 

underground on the almost mythical date of 4 July 1862, during his golden 

afternoon with the Liddell sisters), Carroll was interested in psychic 

phenomena long before the SPR came into being. The first story about the fairy 

×ÏÒÌÄ ÏÆ 3ÙÌÖÉÅȟ ÃÁÌÌÅÄ Ȱ"ÒÕÎÏȭÓ ÒÅÖÅÎÇÅȱȟ ÁÐÐÅÁÒÅÄ ÉÎ ρψφχ ÉÎ !ÕÎÔ *ÕÄÙȭÓ 

Magazineȟ ÁÎÄ ÁÌÒÅÁÄÙ ÃÏÎÔÁÉÎÅÄ ÁÌÌ ÔÈÅ ȰÐÓÙÃÈÉÃÁÌ ÅÌÅÍÅÎÔÓȱ ÈÅ ×ÏÕÌÄ ÄÅÖÅÌÏÐ 

later in Sylvie and Brunoȟ ÓÕÃÈ ÁÓ ÔÈÅ ÄÅÓÃÒÉÐÔÉÏÎ ÏÆ ÔÈÅ ȰÅÅÒÉÅ ÓÔÁÔÅÓȱ ÔÈÁÔ ÌÅÁÄ 

one into different dimensions and among fairies. As his nephew Stuart Dodgson 

#ÏÌÌÉÎÇ×ÏÏÄ ×ÒÉÔÅÓȟ Ȱ-Ò $ÏÄÇÓÏÎ ÔÏÏË Á ÇÒÅÁÔ ÉÎÔÅÒÅÓÔ ÉÎ ÏÃÃÕÌÔ ÐÈÅÎÏÍÅÎÁȱ 

(92); the catalogue of his books shows he owned a lot of texts about the occult, 

spiritualism, and psychic incidents, and this collection obviously began far 

earlier than the creation of the SPR. Charlie Lovett states, in the preface to his 

Lewis Carroll Among His Books: A Descriptive Catalogue of the Private Library of 

Charles L. Dodgsonȟ ÔÈÁÔ ȰÈÉÓ ÃÏÌÌÅÃÔÉÏÎ ÏÆ works related to spiritualism and 

supernatural phenomena was significant, and his interest in this area is 

ÃÅÒÔÁÉÎÌÙ ÒÉÐÅ ÆÏÒ ÆÕÒÔÈÅÒ ÉÎÖÅÓÔÉÇÁÔÉÏÎȱ ɉ,ÏÖÅÔÔȟ ρρɊȢ  

     What is particularly significant with regard to this thesis is the fact that many 

of tÈÅ ÔÅØÔÓ ÉÎ #ÁÒÒÏÌÌȭÓ ÌÉÂÒÁÒÙ ÁÒÅ ÁÂÏÕÔ ÂÏÔÈ ÔÈÅ ÓÕÐÅÒÎÁÔÕÒÁÌ ÁÎÄ ÐÓÙÃÈÏÌÏÇÙȡ 

,ÏÖÅÔÔ ÄÉÖÉÄÅÓ #ÁÒÒÏÌÌȭÓ ÂÏÏËÓ ÉÎÔÏ ÖÁÒÉÏÕÓ ÃÁÔÅÇÏÒÉÅÓȟ ÁÎÄ ÍÁÎÙ ÏÆ ÔÈÅÍ ÁÒÅ 

ÌÉÓÔÅÄ ÕÎÄÅÒ ȰÓÕÐÅÒÎÁÔÕÒÁÌȱ ÁÎÄ also ÕÎÄÅÒ ȰÐÓÙÃÈÏÌÏÇÙȟȱ ÏÒ ȰÍÉÎÄȱȟ ÏÒ ȰÍÅÎÔÁÌ 

ÄÉÓÅÁÓÅÓȱȟ ÏÒ ȰÄÒÅÁÍÓȱ.  Some of the titles can help in showing that the mental 

states Carroll was most eager to inspect were dreams, madness, telepathy, 

various kind of abnormal mental phenomena connected to supernatural 

experiences, clairvoyance, and nervous disorders.31 What these collections 

                                                 
31 These books include Essay on the History and Reality of Apparitions (1727) by Daniel Defoe, 
×ÈÉÃÈ ÃÏÎÊÅÃÔÕÒÅÓ ÁÂÏÕÔ ȰÔÈÅ ÐÏÓÓÉÂÉÌÉÔÙ ÏÆ ÁÎÇÅÌÉÃ ÃÏÍÍÕÎÉÃÁÔÉÏÎ ÔÈÒÏÕÇÈ ÄÒÅÁÍÓȱ (Lovett, 
546); Lights and Shadows of Spiritualism (1877) by Daniel Dunglas Home, a text about the 
experiences of mediumship and telekinesis; The Other World; or Glimpses of the Supernatural. 
Being Facts, Records, and Traditions relating to Dreams, Omens, Miraculous Occurrences, 
Apparitions, Wraiths, Warnings, Second-sight, Witchcraft, Necromancy, etc (1875) edited by 
Frederick George Lee; Illusions. A Psychological Study (1881) by James Sully, about the relativity 
of human perceptions; 7ÉÌÌÉÁÍ (Ï×ÉÔÔȭÓ The History of the Supernatural in all Ages and Nations, 
and in all Churches, Christian and Pagan, Demonstrating a Universal Faith (1863);  Edward 
#ÌÏÄÄȭs Myths and Dreams (1885) which deals with the theme of the birth of supernatural 
beliefs, conceived as having their roots in early interpretations of the world related to 
mythologies and dreams; &ÒÁÎË 3ÅÁÆÉÅÌÄȭÓ The Literature and Curiosities of Dreams: A 
Commonplace Book of Speculations Concerning the Mystery of Dreams and Visions, Record of 
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ÓÈÏ× ÃÌÅÁÒÌÙ ÉÓ ÔÈÁÔ #ÁÒÒÏÌÌȭÓ ÉÎÔÅÒÅÓÔ ÏÎ ÔÈÅ ÓÔÕÄÙ ÏÆ ÔÈÅ ÍÉÎÄ ×ÁÓ Á ÍÉÒÒÏÒ ÏÆ 

the way this topic was treated in his cultural environment. The scope of the 

302ȭÓ ÉÎÔÅÒÅÓÔ ÒÅÆÌÅÃÔÓ ÔÈÅ ÆÁÃÔ ÔÈÁÔ ÐÓÙÃÈÏÌÏÇÉÃÁÌ ÓÔÕÄÉÅÓ ÉÎ 6ÉÃÔÏÒÉÁÎ %ÎÇÌÁÎÄ 

lay in a strange borderland between medical approaches and psychical 

conjectures, and the two perspectives often overlapped.  

     #ÁÒÒÏÌÌ ÁÌÓÏ ÃÏÎÔÒÉÂÕÔÅÄ Ô×Ï ÁÒÔÉÃÌÅÓ ɉȰ! ,ÏÇÉÃÁÌ 0ÁÒÁÄÏØȱȟ *ÕÌÙ ρψωτȟ ÁÎÄ 

Ȱ7ÈÁÔ ÔÈÅ 4ÏÒÔÏÉÓÅ 3ÁÉÄ ÔÏ !ÃÈÉÌÌÅÓȱȟ !ÐÒÉÌ ρψωυɊ to the journal Mind: A 

Quarterly Review of Psychology and Philosophy edited by George Frederick Stout. 

Mind, which has also counted among its contributors William James, Charles 

Darwin, Bertrand Russell, and John Ellis McTaggart, is now concerned mainly 

with issues related to analytic philosophy, but in its beginnings it was above all 

engaged with the question of whether or not psychology was to be considered 

as a science. Carroll was also connected to the Ashmolean Society, for whom he 

lectured at a meeting in November 1860 on one of his favourite topics, the 

ÐÁÒÁÄÏØ ÏÆ ÔÉÍÅ ÁÎÄ ÓÐÁÃÅȟ ÕÎÄÅÒ ÔÈÅ ÔÉÔÌÅ Ȱ7ÈÅÒÅ $ÏÅÓ ÔÈÅ $ÁÙ "ÅÇÉÎȩȱ %ÌÉÁÓ 

Ashmole was both a man of science and a mystic interested in alchemy, and the 

3ÏÃÉÅÔÙ ÂÅÁÒÉÎÇ ÈÉÓ ÎÁÍÅ ÈÁÄ ȰÔÈÅ ÐÕÒÐÏÓÅ ÏÆ reconstructing ancient Platonic 

ÁÎÄ 'ÎÏÓÔÉÃ ÍÙÓÔÉÃÉÓÍȱ ɉ!ÃËÅÒÍÁÎȟ ρςɊȢ  

     A topic which was to become very popular at meetings of the SPR was that of 

ghosts and the possibility of communicating with them. Carroll was animated 

by this theme, as is shown ÂÙ ÔÈÅ ÌÁÒÇÅ ÓÅÌÅÃÔÉÏÎ ÏÆ ÔÅØÔÓ ÌÁÂÅÌÌÅÄ ȰÇÈÏÓÔÓȱ ÉÎ ÔÈÅ 

catalogue of his books as well as by his membership of the Ghost Society (M. 

Cohen, LC: A Biography, 368). He admitted the plausibility of the existence of 

supernatural entities, and wrote an entire poem, Phantasmagoria, about a ghost 

                                                 
Curious and Well-Authenticated Dreams, and Notes on the Various Modes of Interpretation 
Adopted in Ancient and Modern Times (1865); (ÅÎÒÙ (ÏÌÌÁÎÄȭÓ Chapters on Mental Physiology 
(1852), which tries to explain the relationship between mind and body; The Physiology and 
Pathology of the Mind (1867) by Henry Maudsley;  two books by Daniel Hack Tuke, one being 
Illustrations of the Influence of the Mind upon the Body in Health and Disease, Designed to 
Elucidate the Action of the Imagination (1872), a text with the aim of illustrating the powerful 
actions of mind upon the body, and the other being Sleep-Walking and Hypnotism (1884); 
&ÏÒÂÅÓ 7ÉÎÓÌÏ×ȭÓ On Obscure Diseases of the Brain and Disorders of the Mind; Their Incipient 
Symptoms, Pathology, etc (1860), which some claim was the first psychiatric study written in 
English, and which talks about new ways of treating insanity, including the use of psychoactive 
drugs; Problems of Life and Mind  (1874-5), a series of books on various topics related to mind, 
philosophy and physiology by George Henry Lewes; Footfalls on the Boundary of Another World 
(1860) by Robert Dale Owen, an investigation of the physiological side of spiritualism dealing 
ÁÌÓÏ ×ÉÔÈ ȰÐÓÙÃÈÏÌÏÇÙȟ ÓÌÅÅÐȟ ÈÁÌÌÕÃÉÎÁÔÉÏÎȟ ÉÎÓÁÎÉÔÙȱ ɉ,ÏÖÅÔÔȟ ςςψɊ, and many others on similar 
topics. 
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ɉÔÈÅ ÐÏÅÍȭÓ ÔÏÎÅ ÉÓ ÌÉÇÈÔ ÁÎÄ ÈÕÍÏÒÏÕÓȟ ÂÕÔ ÔÈÉÓ ×ÁÓ #ÁÒÒÏÌÌȭÓ ÐÅÃÕÌÉÁÒ ×ÁÙ ÏÆ 

treating the topics of which he was most fond). On 23 April 1867 he recollected 

in his diary a visit he paid to the artist Thomas Heaphy, who was known for 

making paintings of ghostly apparitions he himself had seen. Carroll was very 

curious about the story of a ghost-lady who sat for Heaphy in his studio, and 

ÒÅÃÏÒÄÓ ÔÈÁÔ ÈÅ ÈÁÄ ȰÁ ÖÅÒÙ ÉÎÔÅÒÅÓÔÉÎÇ ÔÁÌË ÁÂÏÕÔ ÔÈÅ ÇÈÏÓÔȟ ×ÈÉÃÈ ÃÅÒÔÁÉÎÌÙ ÉÓ 

one ÏÆ ÔÈÅ ÍÏÓÔ ÃÕÒÉÏÕÓ ÁÎÄ ÉÎÅØÐÌÉÃÁÂÌÅ ÓÔÏÒÉÅÓ ) ÅÖÅÒ ÈÅÁÒÄȱ ɉ7ÁËÅÌÉÎÇȟ ρψρɊȢ  

     The strong belief Carroll had in mysticism, spiritualism, and studies of 

ÐÓÙÃÈÉÃ ÐÈÅÎÏÍÅÎÁ ×ÁÓ ÒÅÃÅÎÔÌÙ ÉÎÖÅÓÔÉÇÁÔÅÄ ÂÙ 3ÈÅÒÒÙ !ÃËÅÒÍÁÎȭÓ Behind the 

Looking-Glass: Reflections on the Myth of Lewis Carroll, which underlines the 

influences of esoterism and mystical faiths upon the Alice books and the Sylvie 

and Bruno books. She highlights many topics common to both, arguing that 

Sylvie and Bruno just puts in more explicit terms what had already been evoked 

in the Alices (Ackerman, 169-184).  Ackerman provides historical context for 

#ÁÒÒÏÌÌȭÓ ÐÏÓÉÔÉÏÎ ÉÎ ÔÈÅ ÃÏÎÔÅÍÐÏÒÁÒÙ ÃÕÌÔÕÒÁÌ ÅÎÖÉÒÏÎÍÅÎÔȡ ÉÎ ÔÈÅ /ØÆÏÒÄ 

debate (see Ackerman, 8-13) between reason and empiricism on the one hand, 

and faith and theosophical currents on the other, Carroll was evidently more at 

home with the latter orientation. Moreover, he had a poor opinion of the rigid 

ritualism of the Anglican Church, advocating instead a more spiritual attitude 

towards religion, which he conceived in overtly mystical terms, as a 

ÔÈÅÏÓÏÐÈÉÃÁÌ ÄÏÃÔÒÉÎÅ ÏÆ ÐÕÒÅ ÌÏÖÅȡ Ȱ&ÏÒ ) ÔÈÉÎË ÉÔ ÉÓ ,ÏÖÅȟ Ⱦ&ÏÒ ) ÆÅÅÌ ÉÔ ÉÓ ,ÏÖÅȟ 

&ÏÒ )ȭÍ ÓÕÒÅ ÉÔ ÉÓ ÎÏÔÈÉÎÇ ÂÕÔ ,ÏÖÅȦȱ ɉSABC, 307). Ackerman stresses how Carroll  

 

yearned to explore the mysteries of interiority, of moods and motives, inner 

conflicts and contradictions, memories and dreams, to bring the unconscious 

into consciousness, to experience extreme and ineffable states of 

consciousness, and to know the infinite. (Ackerman, 33) 

 

CarÒÏÌÌȭÓ ÂÅÌÉÅÆÓ ÅØÈÉÂÉÔ ÄÅÅÐ ÉÎÆÌÕÅÎÃÅÓ ÏÆ .ÅÏÐÌÁÔÏÎÉÓÍ ÁÎÄ 'ÎÏÓÔÉÃÉÓÍȟ ÁÓ ÉÎ 

his conviction of the existence beyond the senses of a realm of Thought, 

capitalised as such in some of his poems, for instance Three Voices (Ackerman, 

15); or in his participation in the devotion to pure Beauty, and the concept of 

0ÌÁÔÏÎÉÃ ,ÏÖÅȟ ×ÈÉÃÈ ×ÅÒÅ ÈÉÇÈÌÙ ÄÉÆÆÕÓÅÄ ȰÉÎ 6ÉÃÔÏÒÉÁÎ %ÎÇÌÁÎÄȭÓ ÁÒÔÉÓÔÉÃ ÁÎÄ 
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ÉÎÔÅÌÌÅÃÔÕÁÌ ÃÉÒÃÌÅÓȱ ɉ!ÃËÅÒÍÁÎȟ ςπɊȢ 0ÌÁÔÏÎÉÃ ,ÏÖÅ ÅÎÔÁÉÌÅÄ ÔÈÁÔ Ȱ×ÒÉÔÅÒÓȟ ÐÏÅÔÓȟ 

philosophers and artists began associating erotic love with spiritual bonds, as 

ÒÅÆÌÅÃÔÉÖÅ ÏÆ ÔÈÅ ÒÅÌÁÔÉÏÎÓÈÉÐ ÂÅÔ×ÅÅÎ ÉÎÄÉÖÉÄÕÁÌÓ ÁÎÄ 'ÏÄȱ ɉςπɊȟ ÁÎÄ #ÁÒÒÏÌÌ 

ÍÁÄÅ ÓÕÃÈ Á ÍÙÓÔÅÒÉÏÕÓ ÉÃÏÎ ÏÆ ÈÉÓ !ÌÉÃÅȟ ÈÉÓ ȰÉÄÅÁÌ ÃÈÉÌÄ ÆÒÉÅÎÄȱȟ Á ËÉÎÄ ÏÆ ÌÉÔÔÌÅ 

perfect Beatrice. In this sense it is worth recalling that Carroll had many friends 

in the circle of the Pre-Raphaelites (like Dante Gabriel and Christina Rossetti, 

John Everett Millais, William Holman Hunt, Arthur Hughes and the critic who 

most encouraged them, John Ruskin), and was inspired by their work, full of 

spiritualism and idealism against contemporary currents of materialism, and 

permeated by ideal Beatrices and medieval muses.  

     !ÃËÅÒÍÁÎ ÁÌÓÏ ÁÒÇÕÅÓ ÔÈÁÔ ×ÉÔÈ ÔÈÅ ÔÏÐÉÃ ÏÆ ÄÒÅÁÍÓȟ ȰÒÁÔÈÅÒ ÔÈÁÎ ÅÍÐÌÏÙÉÎÇ Á 

ÓÉÍÐÌÅ ÌÉÔÅÒÁÒÙ ÄÅÖÉÃÅȟ #ÁÒÒÏÌÌ ×ÁÓ ÉÎÔÒÏÄÕÃÉÎÇ ÔÈÅ ÐÒÏÂÌÅÍ ÏÆ ÐÅÒÃÅÐÔÉÏÎȱ 

(Ackerman, 27); he was concerned with analysing the complex status of dreamy 

consciousness, the difÆÉÃÕÌÔÙ ÉÎ ÄÉÓÔÉÎÇÕÉÓÈÉÎÇ ȰÔÈÅ ÒÅÁÌȱ ÆÒÏÍ ȰÔÈÅ ÕÎÒÅÁÌȱȟ ÁÎÄ 

ÔÈÅ ÐÒÏÂÌÅÍÁÔÉÃ ÁÓÓÕÍÐÔÉÏÎÓ ÏÆ ÔÈÉÓ ÒÉÇÉÄ ÄÉÓÔÉÎÃÔÉÏÎȢ Ȱ7Å ÏÆÔÅÎ ÄÒÅÁÍ ×ÉÔÈÏÕÔ 

ÔÈÅ ÌÅÁÓÔ ÓÕÓÐÉÃÉÏÎ ÏÆ ÕÎÒÅÁÌÉÔÙȡ Ȭ3ÌÅÅÐ ÈÁÓ ÉÔÓ Ï×Î ×ÏÒÌÄȭȟ ÁÎÄ ÉÔ ÉÓ ÏÆÔÅÎ ÁÓ 

ÌÉÆÅÌÉËÅ ÁÓ ÔÈÅ ÏÔÈÅÒȱȟ ×rote Carroll in his diary on 9 February, 1856 (Wakeling, 

38). This was a theme highly debated by Plato and by Neoplatonists, who 

considered certain dream states as vehicles of knowledge (Ackerman, 24-30). 

The obsessive dream-theme of the Alice books is developed in a more explicitly 

philosophical way in Sylvie and Bruno where, as Carroll explained to Ruskin 

ɉÔÈÒÏÕÇÈ Á ÌÅÔÔÅÒ ÔÏ ÈÉÓ ÎÕÒÓÅ *ÏÁÎ 3ÅÖÅÒÎɊȟ Ȱ×ÈÁÔ ÌÏÏË ÌÉËÅ ÄÒÅÁÍÓ ÁÒÅ ÍÅÁÎÔ 

for trances- ÁÆÔÅÒ ÔÈÅ ÆÁÓÈÉÏÎ ÏÆ ÅÓÏÔÅÒÉÃ "ÕÄÄÈÉÓÔÓȱ ɉM. Cohen, LC: A Biography, 

448).  
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 #ÁÒÒÏÌÌȭÓ ÉÎÔÅÒÅÓÔ ÉÎ ÁÌÔÅÒÎÁÔÉÖÅ ÁÎÄ ÔÈÅÏÓÏÐÈÉÃÁÌ ÐÈÉÌÏÓÏÐÈÉÅÓ ÉÓ ÆÕÒÔÈÅÒ 

corroborated in Behind the Looking-Glass by references to his connection with 

&ÅÃÈÎÅÒȭÓ ÓÔÕÄÉÅÓ ÏÎ ÔÈÅ ÆÏÕÒÔÈ ÄÉÍÅÎÓÉÏÎȟ ÁÎÄ ÔÏ ÈÉÓ ÒÅÁÄÉÎÇ ÏÆ Á ÄÅÆÅÎÃÅ ÏÆ 

spiritualism on scientific bases, Transcendental Physics, an Account of 

Experimental Investigations: From the Scientific Treatises by Johann Carl 

&ÒÉÅÄÒÉÃÈ :ÏÌÌÎÅÒ ɉÁ ÂÏÏË ÁÌÓÏ ÍÅÎÔÉÏÎÅÄ ÉÎ ,ÏÖÅÔÔȭÓ ÃÁÔÁÌÏÇÕÅɊȢ !Ó !ÃËÅÒÍÁÎ 

points out, however, these intellectual tendencies only found a representation 

in his narrative works, while he maintained a traditional position in official 

academic contexts. Thus, the Alice and Sylvie and Bruno ÂÏÏËÓ ÓÔÁÎÄ ȰÁÓ ÕÎÉÑÕÅ 

ÐÏÉÎÔÓ ÏÆ ÃÏÎÊÕÎÃÔÉÏÎ ÂÅÔ×ÅÅÎ #ÁÒÒÏÌÌȭÓ ÉÎÔÅÌÌÅÃÔ ÁÎÄ ÓÐÉÒÉÔÕÁÌÉÔÙȱ ɉ!ÃËÅÒÍÁÎȟ 

ØÉÉÉɊȡ ÔÈÉÓ ÃÌÁÉÍȟ ÔÈÁÔȟ #ÁÒÒÏÌÌȭÓ ÎÁÒÒÁÔÉÖÅ ×ÏÒËÓ ÆÕÎÃÔÉÏÎ ÁÓ Á ÈÁÒÍÏÎÉÏÕÓ 

compendium of the different strands of his complex and often cryptic 

personality, is the perspective emphasised in this thesis.  

     Regarding the Alice books specifically, we can identify further examples of 

psychic incidents in the narratives (besides the major topics of dreams, time, 

space and memory, which will be developed in subsequent chapters). The 

strange essence of the Cheshire Cat, appearing and disappearing, suggests how 

Fig. 6 Eugenia Chistotinoy, 
illustration for !ÌÉÃÅȭÓ 
Adventures in Wonderland, 
2015. It is interesting to 
notice the surreal, dreamy 
and narcotic atmosphere 
created in this illustration, 
and the feminine features 
of the caterpillar, who 
seems to be a mirror 
image of Alice herself, a 
projection of her 
hallucinated mental state.  
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we could possibly be ÐÅÒÃÅÉÖÉÎÇ ÐÈÁÎÔÁÓÍÓȡ Ȱ#ÁÒÒÏÌÌȭÓ #ÁÔ ÐÅÒÓÏÎÉÆÉÅÓ Á 

perception which is taken cognizance of by the mind from impressions made 

ÕÐÏÎ ÔÈÅ ÏÒÇÁÎÓ ÏÆ ÓÅÎÓÅ ÂÙ ÍÅÁÎÓ ÏÔÈÅÒ ÔÈÁÎ ÍÁÔÅÒÉÁÌȟ ÅØÔÅÒÎÁÌ ÏÂÊÅÃÔÓȱ 

(Ackerman, 109). Or again, Carroll puzzles us with the ability of the Blue 

#ÁÔÅÒÐÉÌÌÁÒ ÔÏ ÒÅÁÄ ÏÔÈÅÒ ÍÉÎÄÓȡ Ȱ Ȭ/ÎÅ ÓÉÄÅ ÏÆ what? The other side of whatȩȭ 

ÔÈÏÕÇÈÔ !ÌÉÃÅ ÔÏ ÈÅÒÓÅÌÆȢ Ȭ/Æ ÔÈÅ ÍÕÓÈÒÏÏÍȟȭ ÓÁÉÄ ÔÈÅ #ÁÔÅÒÐÉÌÌÁÒȟ ÊÕÓÔ ÁÓ ÉÆ ÓÈÅ 

ÈÁÄ ÁÓËÅÄ ÁÌÏÕÄȠ ÁÎÄ ÉÎ ÁÎÏÔÈÅÒ ÍÏÍÅÎÔ ÉÔ ×ÁÓ ÏÕÔ ÏÆ ÓÉÇÈÔȱ ɉAAIW, 55). This is 

Á ÌÉÔÅÒÁÒÙ ÆÉÇÕÒÁÔÉÏÎ ÏÆ ÔÈÅ ÐÈÅÎÏÍÅÎÏÎ ÏÆ ȰÔÈÏÕÇÈÔ-ÒÅÁÄÉÎÇȱȟ Á ÐÓÙÃÈÉÃ 

phenomenon he was inclined to accept as being very likely. In this connection, 

Carroll wrote to his friend James Langton Clarke that  

 

all seems to point to the existence of a natural force, allied to electricity 

and nerve-force, by which brain can act on brain. I think we are close on 

the day when this shall be classed among the known natural forces, and 

its laws tabulated, ... the scientific sceptics will have to accept it as a 

ÐÒÏÖÅÄ ÆÁÃÔ ÉÎ ÎÁÔÕÒÅȣ (Cohen M.N, The Letters, 471-472)  

 

Helen Groth, commenting on this letter, argues that the Alice books exemplify 

#ÁÒÒÏÌÌȭÓ ÕÓÅ ÏÆ ȰÔÅÃÈÎÏÌÏÇÉÃÁÌ ÁÎÁÌÏÇÉÅÓ ÔÏ ÃÁÐÔÕÒÅ ÔÈÅ ÐÈÁÎÔÁÓÍÁÇÏÒÉÃ 

dynamism of dream-ÔÈÏÕÇÈÔ ÁÎÄ ÔÈÅ ÐÏ×ÅÒÓ ÏÆ ÉÍÁÇÉÎÁÔÉÖÅ ÐÒÏÃÅÓÓȱ ɉρτρɊȢ 

Here again the Alice books articulate the complex but still harmonious 

coexistence of two views (or, perhaps, the two complementary aspects of a 

ÓÉÎÇÌÅ ÖÉÅ×Ɋ ÃÈÁÒÁÃÔÅÒÉÓÔÉÃ ÏÆ #ÁÒÒÏÌÌȭÓ ÔÈÉÎËÉÎÇ ÏÎ ÔÈÅ ÅÎÉÇÍÁÓ ÏÆ ÔÈÅ ÈÕÍÁÎ 

mind. 

     The famous nonsense poem Jabberwocky is a particularly interesting instance 

ÏÆ #ÁÒÒÏÌÌȭÓ ÉÎvestigation of where the powers of the mind can lead us, for its 

significant location in the Through the Looking-Glass book, and the 

circumstances of its creation (his other magnificent nonsense poetical work, 

The Hunting of the Snark ÁÌÓÏ ÒÁÉÓÅÓ ÔÈÉÓ ÑÕÅÓÔÉÏÎ ÏÆ ÔÈÅ ÍÉÎÄȭÓ ÃÒÅÁÔÉÖÉÔÙɊȢ !Ô 

the beginning of Through the Looking-Glass and What Alice Found There, there is 

a reference to the practice of automatic writing, conceived as writing down 

something guided by an external force - an activity highly debated among the 

ÍÅÍÂÅÒÓ ÏÆ ÔÈÅ 302ȡ !ÌÉÃÅ ÈÏÌÄÓ ÔÈÅ 7ÈÉÔÅ +ÉÎÇȭÓ ÈÁÎÄ ×ÈÉÌÅ ÈÅ ÉÓ ×ÒÉÔÉÎÇ ÈÉÓ 
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memorandum, and immediately after that she finds the Jabberwocky poem, with 

all its ambiguous and cryptic style. Carroll wrote about his own creative process 

as something mysterious and out of his conscious control:  

 

I jotted down, at odd moments, all sorts of odd ideas, and fragments of 

dialogue, that occurred to me--who knows how? -- with a transitory 

suddenness that left me no choice but either to record them then and 

there, or to abandon them to oblivion. Sometimes one could trace to 

their source these random flashes of thought--as being suggested by the 

book one was reading, or struck out from the 'flint' of one's own mind by 

the 'steel' of a friend's chance remark but they had also a way of their 

own, of occurring, a propos of nothing--specimens of that hopelessly 

illogical phenomenon, 'an effect without a cause.' Such, for example, was 

the last line of 'The Hunting of the Snark,' which came into my head (as I 

have already related in 'The Theatre' for April, 1887) quite suddenly, 

during a solitary walk: and such, again, have been passages which 

occurred in dreams, and which I cannot trace to any antecedent cause 

whatever. (SABC, xxiv)  

 

     With the Jabberwocky Carroll plays with dream words in order to lead us to 

ÅØÐÅÒÉÅÎÃÅ Á ÓÐÅÃÉÁÌ ÓÔÁÔÅ ÏÆ ÍÉÎÄȡ ÁÓ !ÌÉÃÅ ÈÅÒÓÅÌÆ ÃÏÍÍÅÎÔÓȟ Ȱ)Ô ÓÅÅÍÓ ÖÅÒÙ 

ÐÒÅÔÔÙ ɉȣȢɊ ÂÕÔ ÉÔȭÓ ÒÁÔÈÅÒ ÈÁÒÄ to understand! (..) Somehow it seems to fill my 

head with ideas ɀ ÏÎÌÙ ) ÄÏÎȭÔ ÅØÁÃÔÌÙ ËÎÏ× ×ÈÁÔ ÔÈÅÙ ÁÒÅȦȱ ɉTTLG, 156). Taylor 

ÓÔÁÔÅÓ ÔÈÁÔ ȰÉÔ ÄÏÅÓ ÐÏ×ÅÒÆÕÌÌÙ ÁÆÆÅÃÔ ÓÏÍÅ ÒÅÇÉÏÎ ÏÆ ÔÈÅ ÍÉÎÄ ÁËÉÎ ÔÏ ÔÈÁÔ ×ÈÉÃÈ 

ÁÐÐÒÅÃÉÁÔÅÓ ÍÕÓÉÃȱ ɉψπɊȟ ×ÈÉÌÅ -ÁÒÔÉÎ 'ÁÒÄÎÅÒ writes that  

 

there is an obvious similarity between nonsense verse and an abstract 

ÐÁÉÎÔÉÎÇȢ ɉȣɊ ÔÈÅ ×ÏÒÄÓ #ÁÒÒÏÌÌ ÕÓÅÓ ÍÁÙ ÓÕÇÇÅÓÔ ÖÁÇÕÅ ÍÅÁÎÉÎÇȟ ÌÉËÅ ÁÎ 

eye here and a foot there in a Picasso abstraction, or they may have no 

meaning at all ɀ just a play of pleasant sounds like the play of non-

objective colours on a canvas. (158) 
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Recent research on neuro-ÁÅÓÔÈÅÔÉÃÓ ÓÕÇÇÅÓÔÓ ÔÈÁÔ ÔÏ ÁÔÔÒÁÃÔ ÔÈÅ ÍÉÎÄȭÓ 

attention powerfully a work of art needs to have a kind of unresolved 

ambiguity, a puzzling element, which elicits a strong aesthetic engagement.  

#ÁÒÒÏÌÌȭÓ ÎÏÎÓÅÎÓÅ ÐÏÅÍÓ ÈÁÖÅ ÔÈÅÓÅ ÁÍÂÉÇÕÏÕÓ ÁÎÄ ÐÁÒÔÉÃÕÌÁÒÌÙ ÃÏÍÐÅÌÌÉÎÇ 

features, and the aesthetic discernment they exhibit testifies to his deep 

intellectual interest in how the mind works, reacts and creates.  

 

 

        

     4ÈÅÒÅ ÉÓ ÁÎÏÔÈÅÒ ÁÓÐÅÃÔ ÏÆ #ÁÒÒÏÌÌȭÓ ÌÉÆÅ ×ÈÉÃÈ ÂÅÁÒÓ ÕÐÏÎ ÈÉÓ ÐÅÃÕÌÉÁÒ 

narrative portraits of unusual mental states, which is his own possible brain 

pathology or pathologies. The most debated of these is his probable temporal 

lobe epilepsy. On this issue critics are divided: some never mention it, while 

Fig. 7 Max Ernst, Pour Les Amis 
$ȭ!ÌÉÃÅ, 1957, watercolour on 
paper. The connection between 
#ÁÒÒÏÌÌȭÓ Ï×Î ÃÒÅÁÔÉÖÅ ÐÒÏÃÅÓÓ 
and the surrealists is manifest 
also through the presence of 
Carrollian references 
throughout surrealist artworks.  
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others (like Eve LaPlante, Sadi Ranson-Polizzotti) think of it as a pathology 

ÒÅÖÅÁÌÉÎÇ Á ÌÏÔ ÁÂÏÕÔ #ÁÒÒÏÌÌȭÓ ÐÅÒÓÏÎÁÌÉÔÙȟ ÅÓÐÅÃÉÁÌÌÙ ÇÉÖÅÎ ÔÈÁÔ Ȱepilepsy has a 

proven link to creativity and artistic expression as well as religious fervour and 

hypergraphiaȱ (Ranson-Pollizotti). Other typical symptoms of temporal lobe 

ÅÐÉÌÅÐÓÙ ÁÌÓÏ ÃÏÒÒÅÓÐÏÎÄ ×ÉÔÈ #ÁÒÒÏÌÌȭÓ ÌÉÆÅ ÁÎÄ ÂÅÈÁÖÉÏÕÒÓȡ ÆÏÒ ÅØÁÍÐÌÅȟ Á 

psychic life particularly intense in emotions and cognition; the already 

ÍÅÎÔÉÏÎÅÄ ȰÈÁÌÆ-ÍÙÓÔÉÃÁÌȱ ÄÒÅÁÍÙ ÓÔÁÔÅÓȠ ÔÈÅ ÅØÐÅÒÉÅÎÃÅ ÏÆ ÄÉÓÔÏÒÔÅÄ 

perceptions; and anomalies in sexual behaviour (one of the most widespread 

sexual consequences of temporal lobe epilepsy is hyposexuality, that is, a lack of 

sexual impulses).  

     Many readers of the Alice books have found in them the descriptions of an 

altered consciousness: they are frequently compared with the experience of 

psychoactive drugs (see Fensch, Alice in Acidland);32 while some contemporary 

neuroscientists use the Alice books to explain certain brain diseases. S. 

Vilayanur Ramachandran has named a mental pathology involving the inability 

ÔÏ ÄÉÓÔÉÎÇÕÉÓÈ ÂÅÔ×ÅÅÎ ÁÎ ÏÂÊÅÃÔ ÁÎÄ ÉÔÓ ÍÉÒÒÏÒ ÉÍÁÇÅ ȰÔÈÅ ÌÏÏËÉÎÇ-glass 

ÓÙÎÄÒÏÍÅȱȟ ÓÕÇÇÅÓÔÉÎÇ ÔÈÁÔ ÍÁÙÂÅ #ÁÒÒÏÌÌ ÃÏÕÌÄ ÈÁÖÅ ÅØÐÅÒienced it 

(Ramachandran, Emerging Mind, 111-126). Another mental disease associated 

×ÉÔÈ #ÁÒÒÏÌÌ ÉÓ ÔÈÅ Ȱ!ÌÉÃÅ ÉÎ 7ÏÎÄÅÒÌÁÎÄ ÓÙÎÄÒÏÍÅȱȟ ×ÈÉÃÈ  

 

as described by Todd in 1955, denotes a variety of self-experienced 

paroxysmal body schema disturbances (obligatory core symptoms of the 

AIWS) which may co-occur with depersonalization, de-realization, visual 

illusions and disorders of the time perception (facultative symptoms of 

the AIWS). (Podoll, Edel, Robinson, Nicola) 

 

4ÈÅ Ȱ!ÌÉÃÅ ÉÎ 7ÏÎÄÅÒÌÁÎÄ ÓÙÎÄÒÏÍÅȱ ÈÁÓ ÂÅÅn studied by various psychiatrists 

ÁÎÄ ÎÅÕÒÏÓÃÉÅÎÔÉÓÔÓȟ ÁÎÄ ÓÏÍÅ ÈÁÖÅ ÃÏÎÊÅÃÔÕÒÅÄ ÔÈÁÔ #ÁÒÒÏÌÌȭÓ Ï×Î ÅØÐÅÒÉÅÎÃÅÓ 

of migraine, documented from 1856, could have inspired many of the 

descriptions of distorted perception that we find in the Alice books (see 

Ramachandran, Blom).  

                                                 
32 EvÅÎ !ÃËÅÒÍÁÎ ×ÒÉÔÅÓ ÁÂÏÕÔ ÔÈÅ #ÁÔÅÒÐÉÌÌÁÒȭÓ ÍÕÓÈÒÏÏÍÓ ÁÎÄ ÈÏÏËÁÈȟ ÃÏÍÐÁÒÉÎÇ ÔÈÅ 
episode to an initiation of the Eleusian Mysteries (121-122).  
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     It is quite unlikely that Carroll had personal experience of hallucinogens, 

ÔÈÏÕÇÈ ÈÅ ÄÉÄ Ï×Î Á ÃÏÐÙ ÏÆ &ÒÁÎÃÉÓ %ÄÍÕÎÄ !ÎÓÔÉÅȭÓ Stimulants and Narcotics, 

Their Mutual Relations: With Special Researches on the Action of Alcohol, Aether, 

and Chloroform, on the Vital Organism, and a couple of other books with 

references to psychoactive drugs. His own letters and diaries testify to his 

migraine episodes, and he was diagnosed with epilepsy by three different 

doctors in the course of his life - Dr. Morshead, Dr. Brooks, and Dr. Stedman, 

who diagnosed him after two attacks during which he completely lost 

ÃÏÎÓÃÉÏÕÓÎÅÓÓ ɉ7ÁËÅÌÉÎÇȟ υςɊȢ )Ô ÉÓ ÐÅÒÈÁÐÓ ÕÓÅÆÕÌ ÔÏ ÑÕÏÔÅ ÔÈÅ Ȱ2ÅÐÏÒÔ ÏÆ $Ò 

9ÖÏÎÎÅ (ÁÒÔ ÏÎ #ÁÒÒÏÌÌȭÓ ÎÅÕÒÏÌÏÇÉÃÁÌ ÓÙÍÐÔÏÍÓȟ !ÕÇÕÓÔ ςππψȱ, included by 

Jenny Woolf at the end of her biography of Carrol (Woolf, 298-299): the doctor, 

ÈÁÖÉÎÇ ÓÔÕÄÉÅÄ ÁÌÌ ÔÈÅ ÒÅÆÅÒÅÎÃÅÓ ÔÏ #ÁÒÒÏÌÌȭÓ ÐÒÏÂÁÂÌÅ ÐÁÔÈÏÌÏÇÉÅÓ ÉÎ ÄÉÁÒÉÅÓȟ 

letters, and documents, concludes that  

 

I think it is very likely that he had migraine. I think it is possible that he 

also had epilepsy (and there is considerable debate in the medical world 

as to the extent to which these conditions may be linked), but without 

further evidence (preferably in the form of an eyewitness description of 

the episodes of loss of consciousness), I would have considerable doubt 

about this. (298-299) 

 

 7ÈÉÌÅ ÓÏÍÅ ÃÌÕÅÓ ÔÏ #ÁÒÒÏÌÌȭÓ ÍÅÎÔÁÌ ÄÉÓÔÕÒÂÁÎÃÅ ÃÁÎ ÂÅ ÆÏÕÎÄ ÉÎ ÔÈÅ Alice 

ÂÏÏËÓ ɉÉÎ ÐÁÒÔÉÃÕÌÁÒ ÒÅÌÁÔÉÎÇ ÔÏ ÍÉÇÒÁÉÎÅȭÓ ÄÉÓÔÏÒÔÉÎÇ ÐÅÒÃÅÐÔÉÖÅ ÅÆÆÅÃÔÓɊȟ ÔÈÅÎȟ 

and such pathologies can suggest hypotheses accounting for certain episodes, 

descriptions, and absurd scenarios, such connections must be treated with 

considerable caution, and mainly confined to the realm of the hypothetical.  

     )Î ÇÅÎÅÒÁÌȟ ÈÏ×ÅÖÅÒȟ ÔÈÅ ÔÈÒÕÓÔ ÏÆ ÔÈÉÓ ÉÎÔÒÏÄÕÃÔÉÏÎ ÔÏ #ÁÒÒÏÌÌȭÓ ÍÅÎÔÁÌ 

preoccupations is to demonstrate why his Alice books are particularly suited for 

a narrative analysis of a cognitive kind; which is to say, their being a continuous 

representation and depiction of how our minds function, or misfunction. I have 

ÇÉÖÅÎ Á ÓËÅÔÃÈ ÏÆ #ÁÒÒÏÌÌȭÓ ÉÎÔÅÒÅÓÔȟ ÍÁÄÅ ÅÖÉÄÅÎÔ ÍÁÉÎÌÙ ÉÎ ÈÉÓ ÎÁÒÒÁÔÉÖÅ ×ÏÒËÓ 

ÏÆ ÆÁÎÔÁÓÙȟ ÉÎ ÔÈÅ ÍÏÒÅ ÓÐÅÃÕÌÁÔÉÖÅ ÁÎÄ ȰÍÁÇÉÃÁÌȱ ÁÓÐÅcts of mathematics and 

the sciences, and the link between such conjectures on space and time, and the 
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ȰÅÅÒÉÅȱ ÓÔÁÔÅÓ ÏÆ ×ÈÉÃÈ #ÁÒÒÏÌÌ ×ÁÓ ÓÏ ÆÏÎÄȢ ) ÈÁÖÅ ÄÅÓÃÒÉÂÅÄ #ÁÒÒÏÌÌȭÓ ÎÁÒÒÁÔÉÖÅ 

and theoretical obsession with dream worlds and their revelatory nature, and 

their connections with the psychic phenomena studied by the SPR; I have given 

ÁÎ ÁÃÃÏÕÎÔ ÏÆ #ÁÒÒÏÌÌȭÓ Ï×Î ÓÔÕÄÙ ÏÆ ÐÓÙÃÈÉÃ ÐÈÅÎÏÍÅÎÁȟ ÓÐÉÒÉÔÕÁÌÉÓÍ ÁÎÄ 

theosophical beliefs, in the context of the general status of psychology in the 

Victorian period, drÁ×ÉÎÇ ÕÐÏÎ !ÃËÅÒÍÁÎȭÓ Behind the Looking-Glass: 

Reflections on the Myth of Lewis Carroll. Finally, I have discussed the possibility 

that Carroll experienced neural disturbances that might relate to the strange 

perspectives depicted in the Alice books. A coÇÎÉÔÉÖÅ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÏÆ #ÁÒÒÏÌÌȭÓ 

Alice books, I suggest, is positively suggested ÂÙ #ÁÒÒÏÌÌȭÓ Ï×Î ÁÔÔÉÔÕÄÅ ÔÏ×ÁÒÄÓ 

the topic of the mysteries of the mind: he explored both scientific and 

speculative avenues to understanding how our minds work and how they can 

be activated and stimulated, and his literary works are an expression of this 

balance. Literature thus plays, for Carroll as well as for theorists of cognitive 

narratology, a revealing, investigative and enlightening role with respect to the 

mind.  

 
 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



  

CHAPTER 2: VIRTUAL ALICE 

 

 

 

Fig. 8 Julia Gukova, illustration for Alice in Wonderland, 1991.  
This illustration conveys the leading topic of the chapter, the idea of virtuality  and fictionality: Alice is a 
shadow entering a magical passage, while the White Rabbit illuminated by the cone of light refers to the 
ÒÅÁÄÅÒȭÓ ÆÏÃÕÓ ÁÎÄ ÔÈÅ ÄÅÉÃÔÉÃ ÓÈÉÆÔ ÒÅÑÕÉÒÅÄ ÔÏ ÅÎÔÅÒ ÔÈÅ ÆÉÃÔÉÏÎÁÌ ×ÏÒÌÄȢ ) ÈÁÖÅ ÃÈÏÓÅÎ ÁÎ ÉÍÁÇÅ ÏÆ !ÌÉÃÅ 
following the White Rabbit as the opening one also because of the following theoretical focus on cognitive 
metaphors, with the Rabbit Hole working as the main example.  
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ȰȬ7ÈÁÔ ɀ is ɀ ÔÈÉÓȩȭ ÈÅ ÓÁÉÄ ÁÔ ÌÁÓÔȢ  
Ȭ4ÈÉÓ ÉÓ Á ÃÈÉÌÄȦȭ (ÁÉÇÈÁ ÒÅÐÌÉÅÄ ÅÁÇÅÒÌÙȟ ÃÏÍÉÎÇ ÉÎ ÆÒÏÎÔ of Alice to  
ÉÎÔÒÏÄÕÃÅ ÈÅÒ ɉȣȢɊ 
Ȭ) ÁÌ×ÁÙÓ ÔÈÏÕÇÈÔ ÔÈÅÙ ×ÅÒÅ ÆÁÂÕÌÏÕÓ ÍÏÎÓÔÅÒÓȦȭ ÓÁÉÄ ÔÈÅ 5ÎÉÃÏÒÎȢ ȬÉÓ ÉÔ 
ÁÌÉÖÅȩȭȱ 
(TTLG, 241) 

 
 
4ÈÉÓ ÆÉÒÓÔ ÃÈÁÐÔÅÒȭÓ ÅØÐÌÏÒÁÔÉÏÎ ÁÎÄ ÁÎÁÌÙÓÉÓ ÏÆ ÔÈÅ Alice books will focus on their 

creative invention, their represented mind-ÉÎÔÅÒÎÁÌ ÆÅÁÔÕÒÅÓȟ ÁÎÄ ÔÈÅ ÒÅÁÄÅÒȭÓ 

reception and mental re-creation of their virtual worlds and virtual minds. There 

ÈÁÖÅ ÂÅÅÎ ÃÌÁÉÍÓ ÉÎ ÃÏÇÎÉÔÉÖÅ ÓÔÕÄÉÅÓ ÔÈÁÔ ȰÍÏÓÔ ÏÆ ÏÕÒ ÅØÐÅÒÉÅÎÃÅȟ ÏÕÒ 

ËÎÏ×ÌÅÄÇÅȟ ÁÎÄ ÏÕÒ ÔÈÉÎËÉÎÇ ÉÓ ÏÒÇÁÎÉÚÅÄ ÁÓ ÓÔÏÒÉÅÓȱ (Turner, v). Accordingly, the 

investigation of cognitive structures related to the production and reception of 

storyworlds is central to a better grasp of how minds function. My discussion 

draws upon various cognitive concepts to describe the virtual realities associated 

with the three types of mind involved in the literary context of the Alice books: 

ÔÈÅ ÁÕÔÈÏÒȭÓ ÍÉÎÄȟ ÔÈÅ ÃÈÁÒÁÃÔÅÒÓȭ ÍÉÎÄ ÁÎÄ ÒÅÁÄÅÒÓȭ ÍÉÎÄȢ ) ×ÉÌÌ ÓÈÏ× ÈÏ× ÔÈÅ 

study of these kinds of virtuality contributes to a new cognitive account of the 

Alice books, and develops the idea that in the creation and reception of 

ÓÔÏÒÙ×ÏÒÌÄÓ ×Å ȰÄÅÁÌ ×ÉÔÈ ÃÅÎÔÒÁÌ ÁÎÄ ÉÎÄÉÓÐÅÎÓÁÂÌÅ ÁÓÐÅÃÔÓ ÏÆ ÏÕÒ ÃÏÎÃÅÐÔÕÁÌ 

ÓÙÓÔÅÍÓȱ ɉ,ÁËÏÆÆ ÁÎÄ 4ÕÒÎÅÒȟ ςρυɊȢ 4ÈÉÓ ÃÈÁÐÔÅÒ ÄÒÁ×Ó ÕÐÏÎ Á ÎÕÍÂÅÒ ÏÆ 

concepts central to cognitive literary study, including cognitive metaphor theory 

(CMT), conceptual blending (and the related concepts of parable and projection), 

deictic shift theory (DST), and possible worlds theory. As explained in the 

introduction, these notions are not well harmonized with each other in all 

respects, and there are theoretical tensions between them.

For example, controversies have arisen between cognitive metaphor theories 

and possible worlds theories1, and between CMT itself and other narrative 

approaches to metaphor.2  However my discussion aims to negotiate between 

these different theoretical inputs, which can all contribute to a coherent cognitive 

analysis of the fictional worlds represented in the Alice books. 

                                                 
1 See for example Ryan, Possible Worlds, 82-3; Sinding, 239-257; Stockwell, 135-149; Fludernik 
Ȱ4ÈÅ #ÁÇÅ -ÅÔÁÐÈÏÒȱȟ ρπω-128; Freeman, M., in Barcelona, 253-280; Schneider and Hartner; 
Kimmel, 199-238; Kittay, 301-327.  
 
2 See mainly the various contributions in Fludernik, Beyond CMT.  
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ρɊ ȰThe Question Is -Said Humpty Dumpty - Which Is to  Be Master -4ÈÁÔȭÓ 

!ÌÌȱȡ 4ÈÅ !ÕÔÈÏÒ   

 

 

 

 

  

 

 

)ȭÍ ÖÅÒÙ ÍÕÃÈ ÁÆÒÁÉÄ ) ÄÉÄÎȭÔ ÍÅÁÎ ÁÎÙÔÈÉÎÇ ÂÕÔ ÎÏÎÓÅÎÓÅȦ 3ÔÉÌÌȟ  
you know, words mean more than we mean to express when we  
use them: so a whole book ought to mean a great deal more than 

Fig. 9 Nicoletta Ceccoli, Shattered, 2012.  This illustration effectively plays with 
the concepts of power and mastery, whose precariousness and ambiguity Humpty 
Dumpty symbolises. 
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the writer meant.  (Carroll, Letters to Child Friends, 243-244)  
 

 

As outlined in the introduction (15-18), cognitive metaphor theories and their 

adjustments and/or extensions have proved useful to inquiry about the meaning 

of literary texts, as well as to the study of our everyday cognition. Fludernik 

observes that in recÅÎÔ ÙÅÁÒÓ ȰÔÈÅ ÇÒÁÄÕÁÌ ÁÂÓÏÒÐÔÉÏÎ ÁÎÄ ÃÒÅÁÔÉÖÅ ÁÐÐÒÏÐÒÉÁÔÉÏÎ 

ÏÆ ÔÈÉÓ ÍÏÄÅÌ ÉÎ ÌÉÔÅÒÁÒÙ ÃÉÒÃÌÅÓȱ ÈÁÓ ÌÅÁÄ ÔÏ ÔÈÅ ÆÏÒÍÁÔÉÏÎ ÏÆ ÎÅ× ÔÈÅÏÒÅÔÉÃÁÌ 

ÁÐÐÒÏÁÃÈÅÓȟ ÁÌÌ ÔÒÙÉÎÇ ÔÏ ÔÁËÅ ÁÄÖÁÎÔÁÇÅ ÏÆ #-4ȭÓ ÐÏ×ÅÒÆÕÌ ÉÎÓÉÇÈÔÓȟ ÉÎÃÌÕÄÉÎÇ ÉÔÓ 

recognition and demonstration of the pervasiveness of metaphorical 

mechanisms of thought (Beyond CMT, 5). These approaches have also sought to 

overcome the two main problems of its application to literary studies, namely 

ȰÕÎÉÖÅÒÓÁÌÉÔÙ ÏÒ ÒÅÄÕÃÔÉÖÉÓÍ ÉÎ ÏÐÐÏÓÉÔÉÏÎ ÔÏ ÔÅØÔÕÁÌ ÓÐÅÃÉÆÉÃÉÔÙȱ ÁÎÄ ȰÉÔÓ 

ÔÈÅÏÒÅÔÉÃÁÌ ÐÏÓÉÔÉÏÎ ÒÅÇÁÒÄÉÎÇ ÔÈÅ ÃÒÅÁÔÉÖÉÔÙ ÏÒ ÏÒÉÇÉÎÁÌÉÔÙ ÏÆ ÍÅÔÁÐÈÏÒÓȱ ɉφɊȢ  

  Lakoff and Johnson (Metaphors We Live By) and Lakoff and Turner (More Than 

Cool Reason) have underlined how metaphors structure our minds in deep and 

pervasive ways, their role being far more than an aesthetic literary device, since 

ȰÍÏÓÔ ÏÆ ÏÕÒ ÃÏÎÃÅÐÔÕÁÌ ÓÙÓÔÅÍ ÉÓ ÍÅÔÁÐÈÏÒÉÃÁÌ ÉÎ ÎÁÔÕÒÅȱ ɉ,ÁËÏÆÆ ÁÎÄ *ÏÈÎÓÏÎȟ 

4). While Metaphors We Live By offers a detailed theory of how metaphors inform 

our everyday understanding of the world, our way of making sense of experience 

and our construction of meaning, More Than Cool Reason also attends to the 

specificity of poetic metaphor. This study points out some distinct features of 

poetic metaphors (such as their power of extending, elaborating, questioning and 

composing conventional metaphors, 67-χπɊȡ Ȱ0ÏÅÔÓ ÃÁÎ ÁÐÐÅÁÌ ÔÏ ÔÈÅ ÏÒÄÉÎÁÒÙ 

metaphors we live by in order to take us beyond them, to make us more insightful 

than we would be if we thought only in the standard ways. Because they lead us 

ÔÏ ÎÅ× ×ÁÙÓ ÏÆ ÃÏÎÃÅÉÖÉÎÇ ÏÕÒ ×ÏÒÌÄȟ ÐÏÅÔÓ ÁÒÅ ÁÒÔÉÓÔÓ ÏÆ ÔÈÅ ÍÉÎÄȱ ɉςρυɊȢ 

.ÏÎÅÔÈÅÌÅÓÓȟ ÌÉÔÅÒÁÒÙ ÃÒÉÔÉÃÓ ÁÒÅ ÓÔÉÌÌ ÔÒÙÉÎÇ ÔÏ ÒÅÆÉÎÅ ,ÁËÏÆÆ ÁÎÄ 4ÕÒÎÅÒȭÓ ÉÄÅÁÓȟ 

pointing out that a more accurate account of literary metaphors needs to pay 

closer attention to the individual text, to the cultural schemas operating behind 

ÔÈÅ ÕÓÅ ÏÆ ÓÐÅÃÉÆÉÃ ÍÅÔÁÐÈÏÒÓȟ ÁÎÄ ÔÏ ÔÈÅ ÃÏÇÎÉÔÉÖÅ ÃÒÅÁÔÉÖÉÔÙ ÏÆ ÁÎ ÁÕÔÈÏÒȭÓ ÕÓÅ ÏÆ 

metaphors.   



 74 

 Here I take a closer look at how a cognitive analysis of the virtual spaces of the 

Alice books can benefit from attention to metaphor and related aspects of literary 

creativity. I invoke then the notion of conceptual blending in order to show how 

Wonderland and the Looking-Glass world function as examples of blended 

spaces, into which difÆÅÒÅÎÔ ÅÌÅÍÅÎÔÓ ÏÆ #ÁÒÒÏÌÌȭÓ ÃÕÌÔÕÒÁÌ ÁÎÄ ÐÅÒÓÏÎÁÌ 

background are projected and combined. Ultimately, I focus upon two theoretical 

ÉÄÅÁÓ ÁÂÏÕÔ ÃÒÅÁÔÉÖÅ ÃÏÇÎÉÔÉÏÎ ÔÈÁÔ ÃÈÁÒÁÃÔÅÒÉÓÅ #ÁÒÒÏÌÌȭÓ ÐÏÅÔÉÃÁÌ ÉÎÖÅÎÔÉÏÎÓ 

ÐÁÒÔÉÃÕÌÁÒÌÙ ×ÅÌÌȡ ȰÃÒÏÓÓ-ÄÏÍÁÉÎ ÂÏÒÒÏ×ÉÎÇÓȱ ɉSmith, Ward and Finke, 70), and 

childlike ways of reasoning.  

 

1.1 The Rabbit Hole, Humpty Dumpty, and other Metaphor-Related Images  

 

In Philosophy of Nonsense ,ÅÃÅÒÃÌÅ ÉÄÅÎÔÉÆÉÅÓ ×ÈÁÔ ÈÅ ÃÁÌÌÓ ȰÔÈÅ ÒÅÊÅÃÔÉÏÎ ÏÆ 

ÍÅÔÁÐÈÏÒȱ ÏÆ ÎÏÎÓÅÎÓÅ ÔÅØÔÓ ÁÓ ȰÁ ÌÏÇÉÃÁÌ ÃÏÎÓÅquence of the avoidance of 

ÓÅÍÁÎÔÉÃ ÁÎÏÍÁÌÙȱ ɉφσɊȢ (Å ÅÎÕÍÅÒÁÔÅÓ Á ÎÕÍÂÅÒ ÏÆ ÓÔÒÁÔÅÇÉÅÓ ÎÏÎÓÅÎÓÅ ×ÒÉÔÅÒÓ 

use in order to avoid metaphors: the use of tautologies as hypo-metaphors, and 

of coinage as hyper-metaphors; the literal interpretation of sentences and the 

circumscription of metaphors by substituting puns (63-66). However, Lecercle is 

here referring to specific verbal metaphors, not to more pervasive metaphors 

incarnated in characters or narrative situation. Moreover, neither linguistic play 

with metaphors, nor their exaggeration or literalization, nor the other strategies 

Lecercle cites, are ways of avoiding metaphors. Rather, they are ways of reflecting 

upon metaphors, playing with their forces and weaknesses, and actually confirm 

their pervasiveness. Creative metaphors and their elaboration play an important 

role in shaping the virtual realities depicted in the Alice books, helping to expand 

and enrich the meaning of characters and narrative situations. Carroll explores 

how they do so in a number of different ways, playing with the metaphorical 

implications of the fictional scenario, drawing out their further ramifications, or 

literalizing them.  

    This last device, literalization, is a rhetorical technique typical of satirical texts 

ÁÎÄ ÉÎÖÏÌÖÅÓ ȰÓpatializing metaphors in storyworlds (sometimes called 

ȰÒÅÁÌÉÚÁÔÉÏÎȱ ÏÒ ÌÉÔÅÒÁÌÉÚÁÔÉÏÎɊȱ ɉ3ÉÎÄÉÎÇȟ ςσωɊȟ ÏÒ ȰÌÉÔÅÒÁÌÉÚÉÎÇ ÍÅÔÁÐÈÏÒÓ ÁÎÄ 

ÔÕÒÎÉÎÇ ÔÈÅÍ ÉÎÔÏ ÎÁÒÒÁÔÉÖÅ ÅÖÅÎÔÓȱ ɉ(ÕÎÔÅÒȟ ÑÕÏÔÅÄ ÉÎ 3ÉÎÄÉÎÇȟ ςσωɊȢ 4ÈÅ 
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Caucus-2ÁÃÅ ÉÓ ÁÎ ÅØÁÍÐÌÅȡ ÉÔ ÒÅÆÅÒÓ ÔÏ Á ȰÓÙÓtem of highly disciplined party 

ÏÒÇÁÎÉÚÁÔÉÏÎ ÂÙ ÃÏÍÍÉÔÔÅÅÓȱȟ ÔÈÅ ÍÅÁÎÉÎÇ ÔÈÁÔ ȰÃÁÕÃÕÓȱ ÈÁÄ ÆÏÒ %ÎÇÌÉÓÈ ÐÏÌÉÔÉÃÓ 

at that time (M. Gardner, 32), but Carroll ridicules the intricate and often absurd 

system by portraying a circular run of bizarre animals, with no order or sense, 

where everybody wins and the prize is a meaningless thimble. The metaphor of 

the Race thus becomes an active part of the narrative structure: the target 

ÄÏÍÁÉÎ ÏÆ ÔÈÅ ȰÒÅÁÌȱ ÃÁÕÃÕÓ ÈÁÓ ÔÏ ÂÅ ÕÎÄÅÒÓÔÏÏÄ ÉÎ ÔÅÒÍÓ ÏÆ ÔÈÅ ÎÁÒÒÁÔÉÖÅ ÓÐÁÔÉÁÌ 

representation of the Wonderland race, with the animals running in circle 

without a real goal or a logical development.   

 The use of metaphors as embedded elements of the storyworld, whereby 

Ȱ×ÏÒÄÓ ÒÅÆÅÒÒÉÎÇ ÔÏ ÓÔÏÒÙ×ÏÒÌÄ-metaphor elements are both literal ɀ they refer 

literally to the storyworld ɀ and metaphorical ɀ they refer metaphorically to the 

ÔÁÒÇÅÔ ÍÅÁÎÉÎÇȱ ɉ3ÉÎÄÉÎÇȟ ςυυɊ ÔÕÒÎÓ ÏÕÔ ÔÏ ÂÅ Á ÐÏ×ÅÒÆÕÌ ÒÈÅÔÏÒÉÃÁÌ ÉÎÓÔÒÕÍÅÎÔ 

in the nonsense genre, which is often characterized by satirical overtones. The 

Looking-Glass Insects, on the other hand, with their comically tragic destinies as 

incarnations of the principle of correspondence between names and things, 

function as metaphorical representations of the failure of the same literalizing 

principle, provinÇ ÏÎÃÅ ÁÇÁÉÎ #ÁÒÒÏÌÌȭÓ ÐÏÌÙÓÅÍÏÕÓ ÁÎÄ ÉÒÏÎÉÃ ÕÓÅ ÏÆ ÆÉÇÕÒÅÓ ÏÆ 

language.  

  A similar thing happens with Humpty Dumpty, as a metaphor for the failure of 

the nominalist philosophy of language.3 but Humpty Dumpty is a more complex 

metaphor than that, being also the narrative manifestation of a nursery rhyme 

(so forced by this circumstance to perform an already decided destiny), as well 

as a symbol of human pride and its consequent fall, and an ilÌÕÓÔÒÁÔÉÏÎ ÏÆ #ÁÒÒÏÌÌȭÓ 

idea of the power and weakness of the writer (he can invent new fantastical 

words and make them mean what he wishes, but he is also trapped by them, 

rigidly defined by his own name). In this sense, Humpty Dumpty serves as an 

example of how different metaphorical mappings may be operating in the same 

space, without being limited by each other. The coexistence of different 

ÍÅÔÁÐÈÏÒÓ ÃÁÎ ÂÅ ÁÃÃÏÕÎÔÅÄ ÆÏÒ ×ÉÔÈÏÕÔ ÃÏÎÆÌÉÃÔÓ ÏÆ ÍÅÁÎÉÎÇ ÉÆ ×Å ÁÄÏÐÔ ȰÁ 

reading that arrives at a more abstract ÌÅÖÅÌ ÏÆ ÍÅÔÁÐÈÏÒÉÃÁÌ ÓÙÓÔÅÍ ÍÁÐÐÉÎÇȱ 

                                                 
3 For an accurate description of the meaning that philosophical stance may have had for Carroll, 
see M. Gardner, 224-227.  
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ɉ&ÒÅÅÍÁÎȟ Ȱ0ÏÅÔÒÙ ÁÎÄ ÔÈÅ 3ÃÏÐÅ ÏÆ -ÅÔÁÐÈÏÒȱȟ ςφυɊȢ )Î (ÕÍÐÔÙ $ÕÍÐÔÙȭÓ ÃÁÓÅ 

this more conceptual level is the abstract idea of the paradoxical simultaneity of 

strength and weakness, operating at different levels of human existence. On the 

other hand, Humpty Dumpty can also be viewed as a meta-reflection on the 

nature of metaphor itself: after all, he is imprisoned by his existence as a living 

metaphor, showing the rigidity of fixed readings of metaphorical relations; at the 

same time, his polysemic figurative connotations demonstrate that metaphors 

are indeed alive, always changing, producing new interpretations, and 

ȰÒÅÁÒÒÁÎÇÉÎÇ ÔÈÅ ÆÕÒÎÉÔÕÒÅ ÏÆ ÏÕÒ ÍÉÎÄÓȱ ɉ+ÉÔÔÁÙȟ σρφɊȢ  

 With Humpty Dumpty, and the various metaphor-related devices and 

linguistic games in the Alice books, Carroll plays with figures of language in order 

to show both their limits and their power. This kind of play is further manifest in 

his puns and literalizations of linguistic expressions. So, the fourth chapter of 

Alice in Wonderlandȟ ÔÉÔÌÅÄ Ȱ4ÈÅ 2ÁÂÂÉÔ 3ÅÎÄÓ ÉÎ ! ,ÉÔÔÌÅ "ÉÌÌȱȟ ÐÕÎÓ ÕÐÏÎ ȰÔÈÅ ÂÉÌÌ 

ÔÏ ÐÁÙȱ ÔÈÁÔ ÔÈÅ 7ÈÉÔÅ 2ÁÂÂÉÔ ÇÉÖÅÓ !ÌÉÃÅ ÆÏÒ ÈÁÖÉÎÇ ÉÎÖÁÄÅÄ ÈÉÓ ÈÏÕÓÅ ÁÎÄ Á ÌÉÔÅÒÁÌ 

reference to the little lizard Bill, whom he sends into his house to get rid of her. 

Or, the totemic animal of nonsense, the Cheshire Cat, exists in the narrative as a 

living, moving and talking embodiment of a linguistic expression. Similarly, the 

character of the Mock-Turtle makes an expression referring to a culinary dish 

into a live and active agent in the storyworld. 

 Metaphor-related devices are also exploited by Carroll in order to highlight 

the peculiar working of abnormal minds. I address the topic of the representation 

of madness directly in my chapter on unnatural minds, but it is worth noting here 

that peculiar ways of using metaphors are often linked to the depiction of ill-

ÆÕÎÃÔÉÏÎÉÎÇ ÍÉÎÄÓȢ !Ó ,ÅÃÅÒÃÌÅ ÓÁÙÓ ȰÔÈÅ ÃÈÁÒÁÃÔÅÒÓ ÏÆ ÎÏÎÓÅÎÓÅ ÉÎÄÅÅÄ ÔÅÎÄ ÔÏ 

be delirious ɀ ÔÈÅÙ ÇÏ ÆÒÏÍ ÅÃÃÅÎÔÒÉÃÉÔÙ ÔÏ ÒÁÖÉÎÇ ÍÁÄÎÅÓÓȱ ɉςπτɊ, and he shows 

how three characteristics of schizophrenic behaviour are well represented in the 

Alice books, namely possession, literalness and negation (207-208). Negation can 

actually function as the common denominator of these devices, since both 

possession and literalness in the Alice books deal with processes of reversal, 

negating common sense and common moral perspectives through the 

affirmation of their opposites. Negation, including possession and literalness, is 

characteristically related to the usÅ ÏÆ ÍÅÔÁÐÈÏÒÉÃÁÌ ÓÔÒÕÃÔÕÒÅÓ ÉÎ #ÁÒÒÏÌÌȭÓ 



 77 

writing.  The logic of inversion rules over his use of verbal expressions: 

conceptual metaphors, and the basic orientation of their significance, are often 

ÓÕÂÊÅÃÔÅÄ ÔÏ Á ÒÅÖÅÒÓÅ ÌÏÇÉÃȟ ÉÎ ×ÈÉÃÈ ÔÈÉÎÇÓ ȰÇÏ ÔÈÅ ÏÔÈÅÒ ×ÁÙȱ ɉTTLG, 147).   

     Let us consider some examples: Carroll exploits the motif of possession every 

time Alice tries to recite a poem, and finds herself talking without knowing what 

she is saying.4 )Î ÔÈÅÓÅ ÍÏÍÅÎÔÓ #ÁÒÒÏÌÌ ÐÁÒÏÄÉÅÓȟ ÔÈÒÏÕÇÈ !ÌÉÃÅȭÓ ÍÏÕth, popular 

ÐÏÅÍÓ ÁÎÄ ÒÈÙÍÅÓ ×ÅÌÌ ËÎÏ×Î ÔÏ 6ÉÃÔÏÒÉÁÎ ÒÅÁÄÅÒÓȟ ×ÈÉÌÅ ȰÐÏÏÒ !ÌÉÃÅ ÉÓ ÒÅÄÕÃÅÄ 

ÔÏ ÔÈÅ ÓÔÁÔÅ ÏÆ Á ÔÁÐÅ ÒÅÃÏÒÄÅÒȟ Á ÐÏÓÓÅÓÓÅÄ ÍÙÓÔÉÃ ÏÒ Á ÒÁÖÉÎÇ ÌÕÎÁÔÉÃȱ ɉ,ÅÃÅÒÃÌÅȟ 

118). These parodies always present a reversal of the original metaphors in the 

poems, serving to reveal the dark side of traditional verses. Thus the laborious 

and industrious bee becomes the lazy and hungry crocodile (23); the wise and 

experienced old father William, symbolizing a sage and sound old age, becomes 

an eccentric and ridiculous character (52-4); the lullaby encouraging gentleness 

towards little children, linked to the common Victorian metaphor of children as 

little angels, becomes an exhortation to ill-treat and beat them (64); the little 

bright star, comforting travellers with its light, becomes a dark bat, flying above 

the world (76-7).  Thus, in the Alice books common metaphors traditionally used 

as didactic devices are turned into images with ambiguous, disturbing and ironic 

meanings through the possessed speech of charÁÃÔÅÒÓȢ 4ÈÒÏÕÇÈ ÔÈÉÓ ÄÅÖÉÃÅȟ ȰÔÈÅ 

ÓÅÃÕÒÅ ÄÏÍÅÓÔÉÃ ÏÒÄÅÒ ÏÆ !ÌÉÃÅȭÓ ÍÏÒÁÌ ÕÎÉÖÅÒÓÅ ÉÓ ÅØÐÏÓÅÄ ÔÏ ÒÅÖÅÁÌ ÔÅÒÒÏÒ ÁÎÄ 

ÁÐÐÅÔÉÔÅȱ ɉ(ÁÕÇÈÔÏÎȟ ØÉÉÉɊȢ  

 )Ô ÉÓ ÂÒÏÁÄÌÙ ÁÃËÎÏ×ÌÅÄÇÅÄ ÔÈÁÔ Ȱsince the first clinical descriptions of 

schizophrenia, clinical practitioners have been interested in the difficulties 

experienced by patients with schizophrenia in interpreting the meaning of 

ÍÅÔÁÐÈÏÒÓȱ ɉ,ÁËÉÍÏÖÁ ÅÔ ÁÌȢȟ ρɊȢ !Ó ×Å ÈÁÖÅ ÓÅÅÎȟ ÔÈÅ ÃÈÁÒÁÃÔÅrs of the Looking-

Glass land and Wonderland - where everyone is mad, as the Cheshire Cat 

remarks (68) ɀ very often interpret expressions literally, giving concrete 

substance to an abstract metaphorical sentence. This continuous 

misinterpretation of metaphors, and literalization of abstract concepts, is 

evidence of a strong connection between the world of nonsense and the world 

                                                 
4 The same happens to the White King, when Alice guides his hand in writing, which he does it 
as in a kind of possessed state (Carroll, TTLG, 153-4). Just as Alice guides the White King, Carroll 
guides Alice.  
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of schizophrenics. The negation and literalization of figurative expressions in 

the Alice books enacts a typically schizophrenic disruption of our cognitive 

grasp of metaphorical conceptual structures. I will return to this topic in more 

detail in my chapter on unnatural minds in nonsense texts; however, my 

ÁÒÇÕÍÅÎÔ ×ÉÌÌ ÄÅÖÅÌÏÐ 3ÃÈ×ÁÂȭÓ ÃÌÁÉÍ ɉτω-70) that the use of a sort of 

schizophrenic logic in the Alice books should by no means be interpreted in a 

×ÁÙ ÔÈÁÔ ÒÅÄÕÃÅÓ #ÁÒÒÏÌÌȭÓ ÔÅØÔÓ ÔÏ ÅØÐÒÅÓÓÉÏÎ ÏÆ ÓÃÈÉÚÏÐÈÒÅÎÉÃ ÄÉÓÃÏÕÒÓÅ ɀ an 

interpretation that would undermine the distinctive anti-mimetic quality of the 

texts.  

 Carroll explores cÏÍÍÏÎ ȰÍÅÔÁÐÈÏÒÓ ×Å ÌÉÖÅ ÂÙȱȟ ÁÓ ,ÁËÏÆÆ ÁÎÄ *ÏÈÎÓÏÎ call 

them, through their extensions and negations in the lunatic scenarios of 

Wonderland and of the Looking-Glass world. But the import of these 

explorations is not restricted to the domain of abnormal cognition; CMT has 

demonstrated the fact that metaphors work as the basis of our ordinary 

thinking and understanding of the world, and that basic metaphorical concepts 

operate in automatic, unconscious ways. Novelists and poets utilize 

conventional conceptual metaphors, expanding them, enriching them, 

ÑÕÅÓÔÉÏÎÉÎÇ ÔÈÅÍȟ ÁÎÄ #ÁÒÒÏÌÌȭÓ ÃÒÅÁÔÉÖÅ ÉÎÖÅÎÔÉÏÎÓ ÐÁÒÔÉÃÉÐÁÔÅ ÉÎ ÔÈÉÓ ÐÒÏÊÅÃÔȢ  

 Image schemas,5 which make up our cognitive models of reality, are 

combined in some standard, almost unconscious ways in order to guide our 

comprehension of the world, and this combination is often of a metaphorical 

nature (see Lakoff and Johnson, 3- 6). The use of metaphors by creative writers 

can generate new metaphorical spaces; novelists and poets (or artists in 

ÇÅÎÅÒÁÌɊ Ȱappeal to the ordinary metaphors we live by in order to take us 

beyond them, to make us more insightful than we would be if we thought only 

ÉÎ ÔÈÅ ÓÔÁÎÄÁÒÄ ×ÁÙÓȱ ɉ,ÁËÏÆÆ ÁÎÄ 4ÕÒÎÅÒȟ ςρυɊȢ The understanding of concepts, 

things, emotions, situations, events in terms of something else can be also called 

ȰÉÍÁÇÅ ÍÁÐÐÉÎÇȱ ɉÔÈÅ ÍÁÐÐÉÎÇ ÏÆ ÏÎÅ ÉÍÁÇÅ ÉÎÔÏ ÁÎÏÔÈÅÒɊ ÁÎÄ ÉÔ ÉÓ ÂÁÓÅÄ ÏÎ 

our personal practical experience of the world and on pre-existent cultural 

ÍÏÄÅÌÓȢ !Ó 0ÅÔÔÅÒÓÓÏÎ ÁÒÇÕÅÓ Ȱ6ÉÅ×ÉÎÇ ÍÅÔÁÐÈÏÒ ÁÓ Á ËÉÎÄ ÏÆ ÃÏÎÃeptual 

representation, as well as a figure of speech may make us more apt to recognize 

                                                 
5 See the first chapter for a more detailed description of the concept.  
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ÔÈÅ ÄÙÎÁÍÉÓÍ ÉÎÈÅÒÅÎÔ ÉÎ ÔÈÅ ÕÓÅÓ ÏÆ ÍÅÔÁÐÈÏÒȟ ÅÓÐÅÃÉÁÌÌÙ ÉÔÓ ÅØÔÅÎÓÉÏÎÓȱ ɉωχɊȢ 

Such a view helps us see that creative writers can modify our standard cognitive 

mapping, introducing new, not pre-existent, metaphorical connections. In this 

way literature, and art, are able to shape our cognitive system in a deep and 

pervasive manner.  

 #ÁÒÒÏÌÌȭÓ ȰÒÁÂÂÉÔ ÈÏÌÅȱ ÏÆÆÅÒÓ ÔÈÅ ÐÅÒÆÅÃÔ ÅØÁÍÐÌÅ ÏÆ ÔÈÉÓ ÐÒÏÃÅÓÓȢ "ÅÆÏÒÅ #ÁÒÒÏÌÌ 

wrote !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄȟ a rabbit hole was just a rabbit hole, the 

hidden place where a rabbit lives; but since the publication of the first of the Alice 

books until today the rabbit hole has gradually become a deeply rooted metaphor 

of our conceptual apparatus, used without need of further explanation.  The 

rabbit hole leading to Wonderland in the Alice books is a passage towards the 

discovery of an alternative reality made of nonsense and madness, where 

unconscious meanings are explored, rules are inverted and the logic of dreams 

ÇÕÉÄÅÓ ÔÈÅ ÅÖÅÎÔÓȢ 4ÈÒÏÕÇÈ ÔÈÅ ÙÅÁÒÓ #ÁÒÒÏÌÌȭÓ ÒÁÂÂÉÔ ÈÏÌÅ ÈÁÓ ÄÅÖÅÌÏÐÅÄ ÉÎÔÏ Á 

general symbol of a journey into the unknown, leading to the revelation of 

hidden, often uncomfortable, truths.  
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 As with all powerful metaphors, the rabbit hole has ramified into several 

different shades of meaning. It now has connotations of a descent into 

psychedelic experience produced by hallucinogens, as in the 1970s song ȰWhite 

Rabbitȱ by Jefferson Airplane; or of a psychological journey into the unconscious 

in order to process grief, as in the play and subsequent movie Rabbit Hole, written 

by Lindsay-Abaire and directed by John Cameron-Mitchell; or even of a parallel 

reality, as in The Matrix (directed by the Wachowski Brothers), in which the 

protagonist, Neo, starts his journey into the Matrix by following a white rabbit 

ÔÁÔÔÏÏȟ ÏÎÌÙ ÓÕÂÓÅÑÕÅÎÔÌÙ ÄÉÓÃÏÖÅÒÉÎÇ ȰÈÏ× ÄÅÅÐ ÔÈÅ ÒÁÂÂÉÔ ÈÏÌÅ ÇÏÅÓȱȢ 4ÈÅ 

popular general oÆ ȰÇÏÉÎÇ ÄÏ×Î ÔÈÅ ÒÁÂÂÉÔ ÈÏÌÅȱ ÉÓ ÎÏ× ÇÅÔÔÉÎÇ ÔÏÏ ÁÂÓÏÒÂÅÄ ÉÎ 

Fig. 10 Anne Bachelier, Down the 
Rabbit-Holeȟ ςππυȢ !ÌÉÃÅȭÓ ÆÁÌÌ ÉÎ 
the rabbit hole as a powerful 
symbolic metaphor has also 
become the subject of several 
artistic representations. Here the 
gracious interpretation by 
illustrator Anne Bachelier, where 
!ÌÉÃÅȭÓ ÆÁÌÌ ÌÏÏËÓ more like a 
voluntary dance-like movement. 
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something to come out of it: another feature of the Carrollian rabbit hole is that, 

ÁÆÔÅÒ ÔÈÅ ÆÁÌÌȟ !ÌÉÃÅ ÄÏÅÓÎȭÔ ËÎÏ× ÈÏ× ÔÏ ÇÅÔ ÂÁÃË ÔÏ ÔÈÅ ÓÕÒÆÁÃÅ ÏÆ ȰÎÏÒÍÁÌ 

ÒÅÁÌÉÔÙȱȡ ȰÉÎ ÁÎÏÔÈÅÒ ÍÏÍÅÎÔ ÄÏ×Î went Alice after it, never once considering 

ÈÏ× ÉÎ ÔÈÅ ×ÏÒÌÄ ÓÈÅ ×ÁÓ ÔÏ ÇÅÔ ÏÕÔ ÁÇÁÉÎȱ ɉAAIW, 12).  

 Starting from the basic spatial metaphors relying on the oppositions UP-

DOWN and IN-OUT (Lakoff and Johnson, 14-21) Carroll has given to the symbolic 

idea of a journey from up to down and from outside to inside an additional 

characteristic, the shape of a rabbit hole as a threshold between worlds. The 

whole experience of reading the Alice books, of immersing ourselves in 

Wonderland, can be described as a jump into the rabbit-hole. It is the passage to 

the discovery of the parallel, mad universe of Wonderland, and has therefore 

become a pervasive symbol of the transition from reality to fiction, from being 

awake to dreaming, from sanity to madness. If Oscar Wilde said that there was 

no fog in London before Turner (937), it is possible to add that a rabbit hole was 

just a rabbit hole before Carroll. In this sense the work of artists affects our minds 

at the deep level of our everyday conceptual metaphors, adding new connections 

and new image mappings to guide our cognitive grasp of reality.  

 4ÈÅ ÒÁÂÂÉÔ ÈÏÌÅ ÉÓ ÔÈÅ ÍÏÓÔ ÆÁÍÏÕÓ ÏÆ #ÁÒÒÏÌÌȭÓ ÍÅÔÁÐÈÏÒÓȟ ÁÎÄ ÐÒÏÂÁÂÌÙ ÔÈÅ 

most powerful; it has become established in popular culture, and part of our 

cognitive cultural heritage. However, there are many other metaphors Carroll 

brought to life in the Alice books, and while none have had as strong an impact as 

the rabbit hole, some do still exert a certain cognitive power. Examples would 

include the association of feminine rage to the furious Queen of Hearts, or the 

popularity of the metaphorical figure of Humpty Dumpty among philosophers of 

language (see M. Gardner, 224-ςςχɊȢ 4ÈÅ 2ÅÄ 1ÕÅÅÎȭÓ 2ÁÃÅ ÈÁÓ ÅÖÏÌÖÅÄ ÉÎÔÏ Á 

metaphor for scientific concepts such as the relativistic effect that nothing can 

ever reach the speed of light (Sartori, Schimdt); it has also been used in 

ÅÖÏÌÕÔÉÏÎÁÒÙ ÂÉÏÌÏÇÙ ɉȰÔÈÅ 2ÅÄ 1ÕÅÅÎ ÈÙÐÏÔÈÅÓÉÓȱȟ 6ÁÎ 6ÁÌÅÎȟ "ÅÌÌɊȟ ÉÎ 

environmental sociology (Schnaiberg), and as a symbol for science-fiction  

writers (Asimov, Vinge).  

 Carroll has also adopted some general metaphors already rooted in culture 

ÁÎÄ ÍÁÄÅ ÔÈÅÍ ÍÏÒÅ ÁÌÉÖÅ ÁÎÄ ÓÉÇÎÉÆÉÃÁÎÔȠ ÍÅÔÁÐÈÏÒÓ ÓÕÃÈ ÁÓ ȰÌÉÆÅ ÉÓ Á ÇÁÍÅȱ ÁÎÄ 

ȰÌÉÆÅ ÉÓ Á ÄÒÅÁÍȱȟ ÏÒ ÔÈÅ ÍÅÔÁÐÈÏÒÉÃÁÌ ÉÍÐÌÉÃÁÔÉÏÎÓ ÒÅÌÁÔÅÄ ÔÏ ÍÉÒÒÏÒÓȟ ÁÎÄ ÇÏÉÎÇ 



 82 

throuÇÈ ÔÈÅÍȢ Ȱ,ÉÆÅ ÉÓ Á ÇÁÍÅȱ ÆÉÎÄÓ ÉÔÓ ÎÁÒÒÁÔÉÖÅ ÄÅÐÉÃÔÉÏÎ ÉÎ ÔÈÅ Ô×Ï ÇÁÍÅÓ 

ÄÏÍÉÎÁÔÉÎÇ ÔÈÅ ȰÓÔÒÕÃÔÕÒÅȱ ɉÔÈÅ ÓÌÉÐÐÅÒÙȟ ÄÒÅÁÍÙȟ ÃÈÁÏÔÉÃ ÓÔÒÕÃÔÕÒÅɊ ÏÆ 

Wonderland and of the Looking-Glass world, respectively: cards and chess. 

(Ï×ÅÖÅÒȟ #ÁÒÒÏÌÌȭÓ ÆÉÃÔÉÏÎÁÌ ÖÅÒÓÉÏÎÓ of these games acquire bizarre, puzzling and 

nonsensical qualities: the cards play croquet (a game within a game) and have 

ÔÈÅÉÒ ÈÅÁÄÓ ÃÕÔ ÏÆÆȠ ÁÎÄ ȰÔÈÅ ÇÒÅÁÔ ÈÕÇÅ ÇÁÍÅ ÏÆ ÃÈÅÓÓ ÐÌÁÙÅÄ ÁÌÌ ÏÖÅÒ ÔÈÅ ×ÏÒÌÄȱ 

(TTLG, 172) is populated by irreverent and absurd creatures, and ruled by the 

idea of going back to go forwards. If life is a game, then, for Carroll it is a game 

with incomprehensible, mad, changeable rules ɀ and his fictional universe plays 

with extensions of the original conceptual metaphor to give a rich and complex 

idea of the elusive nature of reality6. For the idea of life as a dream, Carroll drew 

upon an exstensive cultural and intellectual tradition including Shakespeare and 

Calderon de la Barca, Hume and Berkeley, and explored the potentialities of it by 

creating a dream-like narrative where the implications of the blurred boundaries 

between reality and dreams are made explicit. 7 

 The mirror, as a passage into a virtual, reversed reality, plays a similar role to 

the rabbit hole for Carroll; but while the rabbit hole was a new metaphor, created 

by him ex novo, the mirror had a tradition, in fairy tales and superstitions, 

                                                 
6 The philosophical idea of life as a game was introduced by Plutarch in his Lives, where he 
compares life to a game of chess. Subsequently, the metaphor has been used in literary contexts 
ÂÙ ÖÁÒÉÏÕÓ ×ÒÉÔÅÒÓ ÓÕÃÈ ÁÓ 4ÈÏÍÁÓ 3ÈÁÄ×ÅÌÌȟ ×ÈÏ ×ÒÏÔÅ ÔÈÁÔ Ȱ-ÁÎȭÓ ,Éfe is like a Game at 
Tables. If at any time the cast you most shall need does not come up, let that which comes 
ÉÎÓÔÅÁÄ ÏÆ ÉÔ ÂÅ ÍÅÎÄÅÄ ÂÙ ÙÏÕÒ 0ÌÁÙȱ ɉThe Squire of Alsatia, 96); or George Herbert, who said 
Ȱ-ÁÎȭÓ ÌÉÆÅȭÓ Á ÇÁÍÅ ÁÔ ÔÁÂÌÅÓ ÁÎÄ ÈÅ ÍÁÙ ȾΟMend his bad fortune, by his wiser play; /ΟDeath 

plays against us, each disease and sore /Ο!ÒÅ ÂÌÏÔÔÓȱ ɉ7ÈÉÔÅÈÉÌÌȟ τυɊȢ 3ÉÍÉÌÁÒÌÙ 4ÈÏÍÁÓ -ÏÒÅȟ ÉÎ 
Utopia, compared life to a game ȰÎÏÔ ÍÕÃÈ ÕÎÌÉËÅ ÔÈÅ ÃÈÅÓÓȟȱ ÉÎ ×ÈÉÃÈ ȰÖÉÃÅÓ ÆÙÇÈÔÅ ×ÙÔÈ 
vertues, as it were in batÔÅÌÌȢȱ %ÎÇÌÉÓÈ ÐÏÅÔ .ÁÔÈÁÎÉÅÌ #ÏÔÔÏÎ ×ÒÏÔÅȟ ÉÎ ρχωτȟ Ȱ4ÈÁÔ ÌÉÆÅȭÓ Á ÇÁÍÅȟ 
divines confess; Ο/ This says at cards, and that at chess; /Ο"ÕÔ ÉÆ ÏÕÒ ÖÉÅ×Ó ÂÅ ÃÅÎÔÅÒȭÄ ÈÅÒÅȟ Ⱦ 

ȭ4ÉÓ ÁÌÌ Á ÌÏÓÉÎÇ ÇÁÍÅȟ ) ÆÅÁÒȱ ɉφρɊȢ )Ô ÉÓ ÓÔÒÉËÉÎÇ ÔÈÁÔ ÔÈÅ Ô×Ï ÇÁÍÅÓ ÌÉÆÅ ÈÁÓ ÂÅÅn mostly 
ÃÏÍÐÁÒÅÄ ÔÏ ÁÒÅ ÃÁÒÄÓ ÁÎÄ ÃÈÅÓÓȟ #ÁÒÒÏÌÌȭÓ Ï×Î ÃÈÏÉÓÅÓȠ ÂÕÔ ÔÈÅ ρωth century witnessed a 
growing interest in games and game rules in general, and Carroll was particularly fond of 
inventing new games for his child friends. For a more complete account of the parallelism 
life/game, see Lepore, The Mansion of Happiness: A History of Life and Death, xii- xv.  
 
7 The Shakespearian context includes A -ÉÄÓÕÍÍÅÒ .ÉÇÈÔȭÓ $ÒÅÁÍ, The Tempest, Hamlet, Romeo 
and Juliet; for Calderon de la Barca, see La Vida Es Sueno. Hume and Berkeley address the 
phenomenological implications of the difficulty in distinguishing between the dreaming and 
×ÁËÉÎÇ ÍÉÎÄ ɉÓÅÅ (ÕÍÅȭÓ A Treatise of Human Natureȟ ÁÎÄ "ÅÒËÅÌÅÙȭÓ A Treatise Concerning the 
Principles of Human Knowledge). I will return to this topic more in detail in the next section.  
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exploring its ambiguous power.8 What Carroll did was to explicitly connect the 

mirror to the idea of a threshold between the possible and impossible, logic and 

illogic, straight and reversed. As with the rabbit hole before it, the mirror thus 

symbolizes the mind accessing a new dimension, experimenting with new 

categories and multiplying its perspectives.  

 /ÎÅ ÏÆ #ÁÒÒÏÌÌȭÓ ÍÏÓÔ ÐÏ×ÅÒÆÕÌ ÎÁÒÒÁÔÉÖÅ ÃÏÎÃÅÐÔÓ ÉÓ ÐÒÅÃÉÓÅÌÙ ÔÈÉÓ magic door 

onto new virtual possibilities: whether an abysmal hole or a dissolving mirror, 

the passage leads Alice to different microcosms with their own rules ɀ though 

changing and absurd - in which space and time acquire new, challenging and 

ÍÙÓÔÅÒÉÏÕÓ ÆÅÁÔÕÒÅÓȢ 4Ȣ3Ȣ %ÌÉÏÔ ÒÅÃÏÇÎÉÓÅÄ ÔÈÅ ÅÆÆÅÃÔÉÖÅÎÅÓÓ ÏÆ #ÁÒÒÏÌÌȭÓ ÆÉÃÔÉÏÎÁÌ 

passages into other worlds, and used the image of the door into the rose-garden 

ÁÓ Á ÒÅÆÅÒÅÎÃÅ ÔÏ !ÌÉÃÅȭÓ ÄÏÏÒ ÔÏ 7ÏÎÄÅÒÌÁÎÄ ɉÁ ÒÅÄÏÕÂÌÅÄ ÐÁÓÓÁÇÅȠ ÅÖÅÎ ÁÆÔÅÒ ÈÅÒ 

fall into the rabbit hole Alice has to negotiate another small access to the 

prosecution of her adventures, AAIW, 15-ρφɊȟ ÁÎÄ ÁÓ ȰÁ ÍÅÔÁÐhor for events that 

ÍÉÇÈÔ ÈÁÖÅ ÂÅÅÎȟ ÈÁÄ ÏÎÅ ÏÐÅÎÅÄ ÃÅÒÔÁÉÎ ÄÏÏÒÓȱ ɉM. 'ÁÒÄÎÅÒȟ ρφɊȢ )Î %ÌÉÏÔȭÓ ÈÁÎÄÓ 

#ÁÒÒÏÌÌȭÓ ÍÅÔÁÐÈÏÒ ÁÓÓÕÍÅÓ ÍÏÒÅ ÅØÉÓÔÅÎÔÉÁÌÉÓÔȟ ÉÎÔÉÍÉÓÔ ÁÎÄ ÐÓÙÃÈÏÌÏÇÉÃÁÌ 

ÃÏÎÎÏÔÁÔÉÏÎÓȡ ȰÔÈÅ ÄÏÏÒ ×Å ÎÅÖÅÒ ÏÐÅÎÅÄ ÉÎÔÏ ÔÈÅ ÒÏÓÅ-garden" (Eliot, Burnt 

Norton, 12-13). There is also a pronounced atmosphere of loss and regret, which 

is however present in the Alice books themselves, already suffused with a sense 

of nostalgia and loss, of golden hours never to be experienced again, of never 

attained love.9   

    

1.2 Wonderland and the Looking-Glass World as Blended Spaces 

 

The figurative narrative worlds of the Alice books allow metaphors to become 

living characters, specific events, spatial configurations, and powerful new 

symbols. Up to this point, I have focused upon examples of single metaphors in 

specific passages of the books, but Carroll also creates much bigger metaphorical 

spaces, exploiting the features of more complex cognitive functions ɀ in 

                                                 
8 3ÏÍÅ ÅØÁÍÐÌÅÓ ÁÒÅ ÔÈÅ ÒÏÌÅ ÐÌÁÙÅÄ ÂÙ ÔÈÅ ÍÉÒÒÏÒ ÉÎ ÔÈÅ "ÒÏÔÈÅÒÓ 'ÒÉÍÍȭÓ Snow White, or in 
!ÎÄÅÒÓÅÎȭÓ The Snow Queenȟ ÏÒ ÉÎ -ÁÃ$ÏÎÁÌÄȭÓ Phantastes. I will go into greater depth regarding 
#ÁÒÒÏÌÌȭÓ ÕÓÅ ÏÆ ÍÉÒÒÏÒ-ÒÅÌÁÔÅÄ ÎÁÒÒÁÔÉÖÅ ÆÅÁÔÕÒÅÓ ÉÎ ÔÈÅ ÎÅØÔ ÃÈÁÐÔÅÒȟ Ȱ-ÉÒÒÏÒÅÄ !ÌÉÃÅȱȢ 
 
9 The complex emotional implications of the Alice books are the topic of my fourth  chapter 
Ȱ%ÍÏÔÉÏÎÁÌ !ÌÉÃÅȱȢ  
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particular, the projection of story and conceptual blending. According to Turner, 

the projection of a source story onto a target story is a fundamental cognitive 

function of metaphorical thoughts (The Literary Mind, 12-ςυɊȟ ×ÈÉÌÅ ȰÔÈÅ 

advanced ability to blend incompatible conceptual arrays is a basic part of what 

ÍÁËÅÓ ÕÓ ÃÏÇÎÉÔÉÖÅÌÙ ÍÏÄÅÒÎȱ ɉȰ$ÏÕÂÌÅ 3ÃÏÐÅ 3ÔÏÒÉÅÓȱȟ ρςρɊȢ #ÏÎÃÅÐÔÕÁÌ 

blending, as already outlined in the first chapter (15-18), provides for greater 

complexity and richness of meaning in the metaphorical structure of thinking. As 

&ÌÕÄÅÒÎÉË ÁÒÇÕÅÓȟ ȰÄÏÕÂle scope blendings and their alignment of metaphor, 

fictionality and, possibly, narrative, open wider ranges of application of these 

ÔÈÅÏÒÅÔÉÃÁÌ ÍÏÄÅÌÓ ÆÏÒ ÌÉÔÅÒÁÔÕÒÅȱ ɉBeyond CMT, 4); the idea of story projection 

combined with that of conceptual blending, ÉÎ ȰÄÏÕÂÌÅ-ÓÃÏÐÅ ÓÔÏÒÉÅÓȱȟ ÃÁÎ ÐÒÏÖÉÄÅ 

for a fuller account of literary creativity.  

 In blending we use the projections of input stories to form a blended story, and 

in doing so we use the cognitive mechanisms of completion, elaboration and 

composition (Turner, The Literary Mind, 84), adding expansion, ramification and 

extension to the basic model of metaphor. A blended story derives from different 

mental spaces and proposes a new one, often illuminating previously unseen 

ÃÏÎÎÅÃÔÉÏÎÓȠ ȰÁ ÂÌÅÎÄ ÃÁÎ ÐÒÏÄÕÃÅ ËÎÏ×ÌÅÄÇÅ ɉȣȢɊ ÉÎ ÔÈÅ ÓÅÎÓÅ ÔÈÁÔ ÉÔ ÃÏÎÔÁÉÎÓ 

structure that is not calculable from the inputs and that can be developed, once 

ÃÏÎÓÔÒÕÃÔÅÄȟ ÏÎ ÉÔÓ Ï×Îȱ ɉψσɊȢ )Î ÔÈÉÓ ÓÅÎÓÅ ÉÔ ÃÁÎ ÂÅ ÃÏÎÎÅÃÔÅÄ ×ÉÔÈ ×ÈÁÔ 

2ÁÍÁÃÈÁÎÄÒÁÎ ÄÅÆÉÎÅÓ ÁÓ ȰÔÈÅ ÄÉÆÆÕÓÅ ÓÙÎÁÅÓÔÈÅÓÉÁȱȟ ÔÈÅ ÈÙÐÅÒÃÏÎÎÅÃÔÉÖÉÔÙ 

diffused throughout the entire brain, which provides for the inclination to create 

metaphors and connect apparently unrelated concepts (The Emerging Mind, 64-

80). This faculty, although generally present at a basic level in our brains, can in 

some cases be much more extended, involving more far-reaching cross-activation 

of different brain regions; Ramachandran calls persons with this characteristic 

ȰÓÕÐÅÒÉÏÒ ÓÙÎÁÅÓÔÈÅÔÉÃÓȱȟ ÁÎÄ ÔÈÉÓ ÍÅÎÔÁÌ ÆÅÁÔÕÒÅ ÈÁÓ ÒÅÖÅÁÌÅÄ ÉÔÓÅÌÆ ÔÏ ÂÅ 

correlated with the high level of creativity exhibited by artists, writers, scientists, 

and poets (Ramachandran and Hubbard, 55-56).  

 In the Alice books, the prominent use of blending mechanisms is apparent from 

ÔÈÅ ÂÅÇÉÎÎÉÎÇȡ ÔÈÅ 7ÈÉÔÅ 2ÁÂÂÉÔȟ ÒÅÐÅÁÔÉÎÇ ÁÌÏÕÄ ÔÈÁÔ ÈÅȭÓ ÌÁÔÅȟ ÉÓ ÁÎ ÅØÁÍÐÌÅ ÏÆ 

one of the most elemental and culturally established blends, namely talking 
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animals,10 ȰÃÏÎÓÔÒÕÃÔÅÄ ÉÎ ÔÈÅ ÂÌÅÎÄÅÄ ÓÐÁÃÅ ÏÆ ÁÎÉÍÁÌÓ ×ÉÔÈ ÈÕÍÁÎ 

ÃÈÁÒÁÃÔÅÒÉÓÔÉÃÓȱ ɉ4ÕÒÎÅÒȟ The Literary Mind, 59). But the blended spaces Carroll 

elaborates in the Alice books are much more extensive, since their entire 

locations, in Wonderland and the Looking-Glass land, are blends in themselves. 

These blends are complex, there are different ways of analysing the peculiar 

fictional realisation of the blend constituting each setting.  

 First, they are narrative worlds in which representations of the Victorian world 

are combined with the elements of a non-sensical fairy tale for children, resulting 

in places where we find both a parody of the Victorian Age and dreamy nonsense 

literature, neither of which can be reduced to the other. In both Wonderland and 

the Looking-Glass land we recognise specific behaviours, institutions and typical 

features of the Victorian period blended with elements coming from the 

ÕÎÆÅÔÔÅÒÅÄ ÉÍÁÇÉÎÁÔÉÖÅ ÓÐÁÃÅ ÏÆ ÃÈÉÌÄÒÅÎȭÓ ÌÉÔÅÒÁÔÕÒÅ ÁÎÄ ÆÁÎÔÁÓÙȢ  

 Second, the Alice books are blended stories in the sense that they amalgamate 

ÔÈÅ ÓÔÏÒÙ ÏÆ !ÌÉÃÅȭÓ ÊÏÕÒÎÅÙÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄ ÁÎÄ ÔÈÒÏÕÇÈ ÔÈÅ ,ÏÏËÉÎÇ-Glass with 

ÔÈÅ ÐÒÏÔÁÇÏÎÉÓÔȭÓ ÐÒÉÖÁÔÅ ÅØÐÅÒÉÅÎÃÅ ÏÆ ÇÒÏ×ÉÎÇ ÕÐ ÁÎÄ ÍÁËÉÎÇ ÓÅÎÓÅ ÏÆ ÔÈÅ ×ÏÒÌÄ 

around her, and the result is a complex structure in which imaginary landscapes, 

psychological meanings, dark implications and fantastical characters are mixed 

together. In the Looking-'ÌÁÓÓ ×ÏÒÌÄȟ ÆÏÒ ÅØÁÍÐÌÅȟ ÔÈÅ Ô×Ï ÉÎÐÕÔ ÓÔÏÒÉÅÓȟ ÏÆ !ÌÉÃÅȭÓ 

progress towards maturity and of going through a glass and discovering a world 

of fantastic and imaginary creatures, are combined in ways that do not always 

ÁÌÉÇÎ ×ÅÌÌ ×ÉÔÈ ÅÁÃÈ ÏÔÈÅÒȢ /Î ÔÈÅ ÏÎÅ ÈÁÎÄȟ !ÌÉÃÅȭÓ ÄÅÓÉÒÅ ÔÏ ÂÅÃÏÍÅ Á ÑÕÅÅÎ ɉȰ) 

ÄÏÎȭÔ ×ÁÎÔ ÔÏ ÂÅ ÁÎÙÂÏÄÙȭÓ ÐÒÉÓÏÎÅÒȢ ) ×ÁÎÔ ÔÏ ÂÅ Á ÑÕÅÅÎȱȟ TTLG, 247) matches 

with the idea of her growth as empowerment and conquest, but on the other hand 

it is represented as a senseless, ridiculous and in the end destructive achievement, 

in which she becomes a queen of chessȟ ÎÁÍÅÌÙ Á ÐÉÅÃÅ ÉÎ Á ÇÁÍÅ ×ÈÉÃÈ ÓÈÅ ÃÁÎȭÔ 

understand.    

 Moreover, her progress towards her goal takes place in a looking-glass world, 

where everything goes the other way: her journey entails a simultaneous going 

backwards and going forwards. This contradiction introduces a third element 

which furÔÈÅÒ ÃÏÍÐÌÉÃÁÔÅÓ ÔÈÅ ÂÌÅÎÄȟ ×ÈÉÃÈ ÉÓ #ÁÒÒÏÌÌȭÓ Ï×Î ÐÅÒÓÏÎÁÌ ÆÅÅÌÉÎÇÓ 

                                                 
10 Talking animals, besides being simple mental blendings, are rooted in our culture thanks to 
ÃÈÉÌÄÒÅÎ ÌÉÔÅÒÁÔÕÒÅȭÓ ÔÒÁÄÉÔÉÏÎ ÁÎÄ ÔÏ ÍÙÓÔÉÃÁÌ ÎÁÒÒÁÔÉÖÅÓȢ  
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towards Alice.11 It seems that Carroll intends to trap Alice in a backward universe, 

in a mirror which takes her back to her childhood, even as she proceeds towards 

her future, ɀ the ambivalently presented goal of becoming a queen. The blended 

space of the looking glass is thus a polyphonic construction, evoking multiple 

shades of meaning through the interplay of its different input spaces.  

 

ρȢσ #ÏÇÎÉÔÉÖÅ &ÅÁÔÕÒÅÓ ÏÆ #ÁÒÒÏÌÌȭÓ #ÒÅÁÔÉÖÅ )ÎÖentions 

 

(ÁÖÉÎÇ ÏÕÔÌÉÎÅÄ #ÁÒÒÏÌÌȭÓ ÅÌÁÂÏÒÁÔÅ ÁÎÄ ÐÅÃÕÌÉÁÒ ÕÓÅ ÏÆ ÃÒÅÁÔÉÖÅ ÍÅÔÁÐÈÏÒÓ ÁÎÄ 

blends in his construction of the virtual realities of the Alice books, in this 

ÁÕÔÈÏÒÉÁÌ ÓÅÃÔÉÏÎ ) ÓÈÁÌÌ ÎÏ× ÓÉÔÕÁÔÅ ÔÈÏÓÅ ÓÔÒÁÔÅÇÉÅÓ ÉÎ ÔÈÅ ÃÏÎÔÅØÔ ÏÆ #ÁÒÒÏÌÌȭÓ 

creative cognitive practices as an author. This reorientation involves a move from 

ÔÈÅ ÏÕÔÃÏÍÅÓ ÏÆ #ÁÒÒÏÌÌȭÓ ÃÒÅÁÔÉÖÅ ÍÉÎÄ ɉÔÈÅ ÐÏ×ÅÒÆÕÌ ÍÅÔÁÐÈÏÒÓ ÁÎÄ ÉÍÁÇÅÓ ÈÅ 

invented in the Alice books) to a scrutiny of the mental processes characteristic of 

this highly creative imagination itself. Conceptual blending and metaphor are 

ÓÐÅÃÉÅÓ ÏÆ ÃÒÅÁÔÉÖÅ ÃÏÍÂÉÎÁÔÉÏÎ ÏÆ ÄÉÆÆÅÒÅÎÔ ÃÏÎÃÅÐÔÓȟ ÁÎÄ ȰÔÈÅ ÆÁÃÔ ÔÈÁÔ 

conceptual combination often results in new categories and emergent features 

implies that the process can be useful in ÍÁËÉÎÇ ÃÒÅÁÔÉÖÅ ÄÉÓÃÏÖÅÒÉÅÓȱ ɉ&ÉÎËÅ ÅÔ 

ÁÌȢȟ ωφɊȢ )Æ ÔÈÅ ÃÁÐÁÂÉÌÉÔÙ ÏÆ ÍÁËÉÎÇ ȰÐÒÏØÉÍÁÔÅ ÁÓÓÏÃÉÁÔÉÏÎÓȱ ÉÓ Á ÃÏÍÍÏÎ ÆÕÎÃÔÉÏÎ 

ÏÆ ÔÈÅ ÈÕÍÁÎ ÍÉÎÄȟ ÁÎ ÁÐÔÉÔÕÄÅ ÆÏÒ ÅÓÔÁÂÌÉÓÈÉÎÇ ȰÒÅÍÏÔÅ ÁÓÓÏÃÉÁÔÉÏÎÓȱ 

distinguishes highly creative minds (Hogan, 64-65). Highly creative associations 

often arise from prior expertise in discrete fields of knowledge and from the 

ÁÃÔÉÖÁÔÉÏÎ ÏÆ Á ÓÏÒÔ ÏÆ ȰÄÅÆÏÃÕÓÅÄ ÁÔÔÅÎÔÉÏÎȱ ɉ(ÏÇÁÎȟ φτɊȟ ×ÈÉÃÈ ÁÌÌÏ×Ó ÔÈÅ ÍÉÎÄ 

to access a broad range of possible connections, and so reinvent or modify pre-

existent schemas and prototypes.  

     !ÃÃÏÒÄÉÎÇ ÔÏ (ÏÇÁÎȟ ÓÕÃÈ ȰÃÒÏÓÓ-ÄÏÍÁÉÎ ÂÏÒÒÏ×ÉÎÇÓȱ ɉχπɊ ÁÒÅ ÒÅÌÁÔÅÄ ÔÏ Á 

neurological predisposition to synaesthesia,12 which in turn encourages the 

                                                 
11 4ÈÉÓ ÉÓ ÏÂÖÉÏÕÓÌÙ Á ÈÕÇÅ ÔÏÐÉÃȟ ×ÈÉÃÈ )ȭÍ ÇÏÉÎÇ ÔÏ ÁÄÄÒÅÓÓ ÍÏÒÅ ÅØÔÅÎÓÉÖÅÌÙ ÉÎ ÔÈÅ ÃÈÁÐÔÅÒ 
about emotions. Many schÏÌÁÒÓ ÄÅÁÌÔ ×ÉÔÈ ÔÈÅ ÉÓÓÕÅ ÏÆ #ÁÒÒÏÌÌȭÓ ÉÎÖÏÌÖÅÍÅÎÔ ×ÉÔÈ !ÌÉÃÅ ,ÉÄÄÅÌÌȟ 
ÁÎÄ ÒÅÆÅÒÅÎÃÅÓ ÁÒÅ ÔÏ ÂÅ ÆÏÕÎÄ ÉÎ #ÏÈÅÎȭÓ ÂÉÏÇÒÁÐÈÙ ÁÎÄ #ÏÈÅÎȭÓ ÅÄÉÔÉÏÎ ÏÆ #ÁÒÒÏÌÌȭÓ ÌÅÔÔÅÒÓ ÁÎÄ 
ÄÉÁÒÉÅÓȟ #ÌÁÒËÅȭÓ ÂÉÏÇÒÁÐÈÙȟ "ÁËÅ×ÅÌÌȭÓ ÂÉÏÇÒÁÐÈÙȟ ÁÎÄ $ÏÕÇÌÁÓ-&ÁÉÒÈÕÓÔȭÓ The Story of Alice. 
Karoline Leach in her In the Shadow of the Dreamchild addresses the topic from a different 
ÁÎÇÌÅȟ ×ÈÉÌÅ 2ÏÉÐÈÅȭÓ ÎÏÖÅÌ Still She Haunts Me ÏÆÆÅÒÓ Á ÆÉÃÔÉÏÎÁÌ ÁÃÃÏÕÎÔ ÏÆ #ÁÒÒÏÌÌ ÁÎÄ !ÌÉÃÅȭÓ 
relationship.   
 
12 See Ramachandran and Hubbard.  



 87 

production of analogies characteristic of complex abstract thoughts. This process 

can be viewed as the same one that Peirce calls abduction: if one can't find a law 

ÔÏ ÅØÐÌÁÉÎ Á ÐÈÅÎÏÍÅÎÏÎ ×ÉÔÈÉÎ ÔÈÅ ÆÉÅÌÄ ÏÆ ÔÈÁÔ ÐÈÅÎÏÍÅÎÏÎȟ ÏÎÅ ÃÁÎ ÔÒÙ ȰÔÏ 

ÂÏÒÒÏ×ȱ Á ÌÁ× ÂÅÌÏÎÇÉÎÇ ÔÏ ÁÎÏÔÈÅÒ ÆÉÅÌÄȟ ÁÎÄ ÁÐÐÌÙ ÉÔ ÔÏ ÔÈÅ ÐÈÅÎÏÍÅÎÏÎ ÏÆ 

interest - ÔÈÅ ÅØÁÍÐÌÅ 0ÅÉÒÃÅ ÕÓÅÓ ÉÓ ÔÈÅ ÏÎÅ ÏÆ ÔÈÅ ÄÉÓÃÏÖÅÒÙ ÏÆ ÐÌÁÎÅÔÓȭ ÅÌÌÉÐÔÉÃ 

paths by Kepler (230-232). How does all this apply to Carroll? His peculiar 

approach to literature was founded upon the vast range of his intellectual 

interests: the Alice books are so rich in possible meanings and ramifications, and 

ÓÏ ÆÕÌÌ ÏÆ ÒÅÆÅÒÅÎÃÅÓ ÔÏ ÄÉÆÆÅÒÅÎÔ ÆÉÅÌÄÓ ÏÆ ËÎÏ×ÌÅÄÇÅȟ ÔÈÁÎËÓ ÔÏ #ÁÒÒÏÌÌȭÓ ÍÅÎÔÁÌ 

inclination for multidisciplinarity and cross -domain borrowings. The rabbit hole 

and the looking-glass are not only remarkably creative metaphors but also actual 

passages to other dimensions, where Alice experiences different conceptions of 

space and time. The fathomless hole and dissolving mirror, both leading to 

alternative worlds with different physical laws, are comparable to scientific 

speculations, and have affinities with later theoretical reflections on wormholes 

and Einstein-Rosen bridges (Rucker, 120).13 

     The narrative worlds of the Alice books include a huge number of playful 

speculations related to different scientific fields. We find conjectures on the 

ÎÁÔÕÒÅ ÏÆ ÇÒÁÖÉÔÙȟ ×ÉÔÈ !ÌÉÃÅȭÓ ÆÁÌÌ ÉÎÔÏ ÔÈÅ ÒÁÂÂÉÔ ÈÏÌÅ ÁÎÄ ÈÅÒ ÔÁËÉÎÇ ÔÈÅ ÊÁÒ ÏÆ 

orange marmalade, and with her fantasies about a trip to the centre of the earth, 

ÃÏÍÉÎÇ ÏÕÔ ÏÎ ÔÈÅ ÏÐÐÏÓÉÔÅ ÓÉÄÅ ÏÆ ÔÈÅ ×ÏÒÌÄȟ ×ÈÅÒÅ ÐÅÏÐÌÅ ×ÁÌË Ȱ×ÉÔÈ ÔÈÅÉÒ ÈÅÁÄÓ 

ÄÏ×Î×ÁÒÄÓȱ ɉAAIW, 13); logical conjectures on the ontological status of non-

existent creatures,14 mathematical speculations on the null-class and negative 

ÎÕÍÂÅÒÓ ɉÓÅÅ ÉÎ ÐÁÒÔÉÃÕÌÁÒ Ȱ4ÈÅ -ÏÃË 4ÕÒÔÌÅȭÓ 3ÔÏÒÙȱɊȠ ÁÎÄ ÈÙÐÏÔÈÅÓÅÓ ÏÎ 

backward universes of anti-ÍÁÔÔÅÒ ɉȰ(Ï× ×ÏÕÌÄ ÙÏÕ ÌÉËÅ ÔÏ ÌÉÖÅ ÉÎ Á ,ÏÏËÉÎÇ-

'ÌÁÓÓ ÈÏÕÓÅȟ +ÉÔÔÙȩ ) ×ÏÎÄÅÒ ÉÆ ÔÈÅÙȭÄ ÇÉÖÅ ÙÏÕ ÍÉÌË ÉÎ ÔÈÅÒÅȩ 0ÅÒÈÁÐÓȟ ,ÏÏËÉÎÇ-

'ÌÁÓÓ ÍÉÌË ÉÓÎȭÔ ÇÏÏÄ ÔÏ ÄÒÉÎËȱȟ TTLG, 148). The looking-glass world anticipates 

theoretical conjectures about asymmetry that have appealed to some physicists: 

Á ÍÁÇÉÃ ÍÉÒÒÏÒ ÒÅÖÅÒÓÉÎÇ ÁÔÏÍÓȭ ÃÈÁÒÇÅȟ ÐÁÒÉÔÙȟ ÁÎÄ ÔÉÍÅȟ ÃÏÕÌÄ ÈÙÐÏÔÈÅÔÉÃÁÌÌÙ 

                                                 
 
13 ) ÃÏÍÅ ÂÁÃË ÔÏ ÔÈÉÓ ÌÉÎË ÂÅÔ×ÅÅÎ #ÁÒÒÏÌÌȭÓ ÎÏÎÓÅÎÓÅ ÁÎÄ ÓÃÉÅÎtific speculations in the fifth 
chapter, when talking about the different ways of dealing with the unnatural.  
 
14 I address this topic again while talking of unnatural narrative.  
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create a completely reversed world of anti-matter. According to Gardner, we can 

conceive of two galaxies that are mirror images of each other, in the sense that 

Ȱintelligent beings in each galaxy would regard their own time as 'forward' and 

ÔÉÍÅ ÉÎ ÔÈÅ ÏÔÈÅÒ ÇÁÌÁØÙ ÁÓ ͻÂÁÃË×ÁÒÄͻȱ ɉM. Gardner, 38). Carroll was deeply 

interested in imaging backward universes: he was fond of playing tunes backward 

on music boxes; he wrote to his little friends letters in mirror writing, which had 

to be held to a mirror to be read; he drew pictures that reveal a different image 

when turned upside-down; he even invented a method of multiplication in which 

the multiplier is written backwards and above the multiplicand. In the same spirit, 

he invented the world on the other side of the mirror, where paths are 

corkscrews, the right foot goes in the left shoe, to go ahead you have to run 

backwards, and so on. 

     /ÎÅ ÏÆ ÔÈÅ ÍÁÉÎ ÐÅÃÕÌÉÁÒÉÔÉÅÓ ÏÆ #ÁÒÒÏÌÌȭÓ ÌÉÔÅÒÁÒÙ ÃÒÅÁÔÉÖÉÔÙ ÌÉÅÓ ÉÎ ÔÈÉÓ 

extraordinary capability for linking together different domains, fusing fairy tales 

and science, psychology and nonsense. The achievement of the Alice books is in 

part the equilibrium they sustain between these cross-domain significances, the 

balanced negotiation between different theoretical inputs being one of the 

discriminating facÔÏÒÓ ÏÆ ÉÎÔÅÎÓÅ ÃÒÅÁÔÉÖÉÔÙ ɉ(ÏÇÁÎȟ φψɊȢ #ÁÒÒÏÌÌ ÄÏÅÓÎȭÔ ÁÌÌÏ× ÁÎÙ 

of these elements to prevail over or annihilate the others, and they all coexist in 

spite of their differences. This is one possible reason for the success of the Alice 

books, in contrast to the Sylvie and Bruno ÂÏÏËÓȟ ×ÈÉÃÈ ÁÒÅ ȰÌÁÒÇÅÌÙ ÕÎÒÅÁÄÁÂÌÅ 

ÁÎÄ ÕÎÒÅÁÄȱ ɉ(ÁÕÇÈÔÏÎȟ ØØÖÉÉÉɊȢ )Î ÏÎÅ ÓÅÎÓÅ Sylvie and Bruno is the definitive sum 

ÏÆ #ÁÒÒÏÌÌȭÓ ÉÎÔÅÒÅÓÔÓȟ ÔÒÅÁÔÉÎÇ ÉÎ ÄÅÐÔÈ ÔÈÅ ÔÏÐÉÃÓ ÁÌÒÅÁÄÙ ÂÒÏÁÃÈÅÄ ÉÎ ÔÈÅ Alices: 

ÉÔȭÓ Á mélange of little angelic girls, fairylands, religious topics, mathematical 

intuitions, inversions and paradoxes, melancholic reflections and scientific 

subjects. However, the way this mélange is achieved contrasts strikingly with the 

Alice books. Sylvie and Bruno lacks the balance between different elements so 

effectively realized in the Alices: the story is less cohesive, and hampered by 

redundancy, its narrative overburdened with melancholy and almost moralistic 

ÐÅÒÓÏÎÁÌ ÒÅÆÌÅÃÔÉÏÎÓȣ  

     Hogan highlights another feature of creative thinking highly relevant to 

#ÁÒÒÏÌÌȭÓ ÁÒÔÉÓÔÉÃ ÏÕÔÐÕÔȟ ×ÈÉÃÈ ÉÓ ȰÔÈÅ ÒÅÌÁÔÉÏÎ ÏÆ ÇÅÎÉÕÓ ɀ or more exactly the 

relation of radically innovative works of art ɀ to childhood modes of thought and 



 89 

ÅØÐÒÅÓÓÉÏÎȱ ɉχφɊȢ 15  The form of narration found in the Alice books manifestly 

aims to realise not just a story about a child, but a story as lived and experienced 

ÂÙ Á ÃÈÉÌÄȢ #ÈÉÌÄÒÅÎ ×ÅÒÅ ȰÔÈÒÅÅ-ÆÏÕÒÔÈÓȱ ÏÆ #ÁÒÒÏÌÌȭÓ ÌÉÆÅ ɉ"Ï×ÍÁÎȟ φπɊȠ ȰÁÔ ÔÈÅ 

heart of the Alice ÂÏÏËÓ ÉÓ $ÏÄÇÓÏÎȭÓ ÄÒÅÁÍ ÉÄÅÎÔÉÆÉÃÁÔÉÏÎ ×ÉÔÈ his child heroine. 

4ÈÅ ×ÒÉÔÅÒ ÓÅÅÓ ÔÈÒÏÕÇÈ !ÌÉÃÅȭÓ ÅÙÅÓȱ ɉ(ÁÕÇÈÔÏÎȟ ØØÖɊȢ )Ô ÉÓ ÇÅÎÅÒÁÌÌÙ 

acknowledged that Lewis Carroll was an eternal child in some sense, having much 

more in common with his hundreds of little girl friends than with other adults.  

 

His ÃÈÉÌÄ ÆÒÉÅÎÄ )ÓÁ "Ï×ÍÁÎ ÃÁÌÌÅÄ ÈÉÍ ȬÔÈÅ ÍÁÎ ×ÈÏ ÁÂÏÖÅ ÁÌÌ ÏÔÈÅÒÓ ÈÁÓ 

ÕÎÄÅÒÓÔÏÏÄ ÃÈÉÌÄÈÏÏÄȭ ÁÎÄ 6ÉÒÇÉÎÉÁ 7ÏÏÌÆ ÔÈÏÕÇÈÔ ÔÈÁÔ ȬÃÈÉÌÄÈÏÏÄ 

ÒÅÍÁÉÎÅÄ ÉÎ ÈÉÍ ÅÎÔÉÒÅȭ ÁÌÌ ÈÉÓ ÌÉÆÅȟ ÐÅÒÓÉÓÔÉÎÇ ÁÓ ÁÎ ȬÉÍÐÅÄÉÍÅÎÔ ÉÎ ÔÈÅ 

ÃÅÎÔÒÅ ÏÆ ÈÉÓ ÂÅÉÎÇȭ ɉȣɊ ÁÎÄ ÔÈÅ ÃÕÌÔ ÏÆ ÃÈÉÌÄÈÏod was clearly central to 

his entire adult life. (Haughton, xvi) 

 

 )Î ÔÈÉÓ ÓÅÎÓÅȟ #ÁÒÒÏÌÌȭÓ ÃÒÅÁÔÉÖÉÔÙ ÉÓ ÐÒÏÂÁÂÌÙ ÏÎÅ ÏÆ ÔÈÅ ÍÏÓÔ ÓÔÒÉËÉÎÇ ÅØÁÍÐÌÅÓ ÏÆ 

the relationship between a childlike perspective and the highly creative mind.  

     The Alices literally follow the logic of narration proposed by Alice herself at the 

beginning of the first book; she thinks that a book is useless and uninteresting 

without pictures or conversations (11), so Carroll gives her the alternative to her 

ÓÉÓÔÅÒȭÓ ÂÏÏËȡ Ô×Ï ÓÔÏÒÉÅÓ ÍÁÄÅ ÕÐ ÏÆ ÐÉÃÔÕÒÅÓ ÁÎÄ ÃÏÎÖÅÒÓÁÔÉÏÎÓȟ ÒÁÔÈÅÒ ÔÈÁÎ ÏÆ 

didacticism and moral sense. Howard GarÄÎÅÒ ÓÁÙÓ ÔÈÁÔ ÆÏÒ ÙÏÕÎÇ ÃÈÉÌÄÒÅÎ ȰÔÈÅ 

boundary between the fictional world and the real world is highly ɀ excessively ɀ 

ÐÅÒÍÅÁÂÌÅȱ ɉρχτɊ ÁÎÄ #ÁÒÒÏÌÌ ×ÁÓ ÁÌÍÏÓÔ ÏÂÓÅÓÓÅÄ ×ÉÔÈ ÂÌÕÒÒÉÎÇ ÔÈÅ ÂÏÕÎÄÁÒÙ 

between real world and fantasy world, between actuality and dream (he develops 

this theme even further in the blurred worlds of Sylvie and Bruno). The nonsense, 

the confusion and the awkwardness of many narrative situations in the Alice 

books can be seen as caused by the childlike perspective Carroll adopts. A child is 

ȰÓÉÍÐÌÙ ÈÁÐÐÙ ÔÏ ÍÉØ ÕÐ ÆÒÁÍÅÓ ÁÎÄ ÓÏÌÕÔÉÏÎ ÔÙÐÅÓȱ ɉ(ÏÇÁÎȟ ψσɊȟ ÉÎ ÓÐÉÔÅ ÏÆ ÔÈÅ 

possible loss of sense, coherence and linear story. It is also true, however, that 

Alice is not always that  happy while dealing with the constant nonsense of 

Wonderland and of the Looking-Glass world, and the picture Carroll portrays of a 

                                                 
15 See also first chapter, 37.   
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child making sense of the world is more complex. On the one hand the stories 

exhibit disrupted narration, with mixed frames and meanings, and this accords 

with a childlike point of view; ÏÎ ÔÈÅ ÏÔÈÅÒ ÈÁÎÄȟ !ÌÉÃÅȭÓ ÐÅÒÓÐÅÃÔÉÖÅ ÕÐÏÎ ÔÈÅ 

fantasy worlds around her is something in between being happily caught up in 

them and trying to impose her upper-world Victorian logic upon them. She can no 

longer speak good English, she recites poems distorting the original meaning, 

ÓÈÅȭÓ ÈÁÐÐÙ ×ÉÔÈ ÃÈÉÌÄÒÅÎ ÔÕÒÎÉÎÇ ÉÎÔÏ ÐÉÇÓȟ ÂÕÔ ÓÈÅ ÁÌÓÏ ÓÔÒÕÇÇÌÅÓ ÔÏ ÍÁËÅ ÓÅÎÓÅ 

of her experiences, and of the baffling speeches of the creatures she encounters. 

In this sense, the Alice ÂÏÏËÓ ÓÈÏ× Á ÃÈÉÌÄȭÓ ÍÉÎÄ ÁÓ Á ÃÏÍÐÌÅØ Ánd mysterious 

environment, a mind still in formation and trying to find a balance between sense 

and nonsense.  

     Developmental psychologists (such as Piaget or Kohlberg) have argued that the 

moral behaviour of children until the age of ten is mainly based on fear of 

ÐÕÎÉÓÈÍÅÎÔȟ ÁÎÄ ÔÈÅÉÒ ÍÏÒÁÌÉÔÙ ÉÓ ÁÔ Á ȰÐÒÅ-ÃÏÎÖÅÎÔÉÏÎÁÌ ÌÅÖÅÌȱ ɉ+ÏÈÌÂÅÒÇȟ ρɊȢ 

They ȰÄÏÎȭÔ ÈÁÖÅ Á ÐÅÒÓÏÎÁÌ ÃÏÄÅ ÏÆ ÍÏÒÁÌÉÔÙȟȱ ÂÕÔ ȰÉÎÓÔÅÁÄȟ ÔÈÅÉÒ ÍÏÒÁÌ ÃÏÄÅ ÉÓ 

shaped by the standards of adults and the consequences of following or breaking 

thÅÉÒ ÒÕÌÅÓȱ ɉ-Ã,ÅÏÄȟ ςɊȢ #ÁÒÒÏÌÌȭÓ ÉÍÁÇÉÎÁÒÙ ×ÏÒÌÄÓ ÁÒÅ ÎÏÔ ÏÎÌÙ ÓÅÎÓÅÌÅÓÓ ÁÎÄ Á-

logical, they are also completely amoral ɀ it is as if he is leading his readers on a 

ÆÉÃÔÉÏÎÁÌ ÊÏÕÒÎÅÙ ÉÎÔÏ Á ÃÈÉÌÄȭÓ ÍÉÎÄȢ )ÎÄÅÅÄ 'ÅÒÔÒÕÄÅ #ÈÁÔÁ×ÁÙȟ ÔÈÅ ÇÉÒÌ ÔÏ ×ÈÏÍ 

he dedicated The Hunting of the Snark, later recalled that Carroll has told her that 

ÆÏÒ ÈÉÍ ÉÔ ×ÁÓ ÔÈÅ ÇÒÅÁÔÅÓÔ ÐÌÅÁÓÕÒÅ ÔÏ ȰÆÅÅÌ ÔÈÅ ÄÅÐÔÈÓ ÏÆ Á ÃÈÉÌÄȭÓ ÍÉÎÄȱ 

(Collingwood, 389).  

     The fact that Carroll is following a childlike model of narration is explicit in the 

prefatory poem of !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄ, where he writes that the tale 

was constructed according to the instructions of the three Liddell sisters (7-8), 

ÁÎÄ !ÌÉÃÅȭÓ Ï×Î ÉÎÄÉÃÁÔÉÏÎ ×ÁÓ ȰÔÈÅÒÅ ×ÉÌÌ ÂÅ ÎÏÎÓÅÎÓÅ ÉÎ ÉÔȦȱ ɉχɊȢ 'ÅÒÔÒÕÄÅ 

ChatawaÙ ÃÏÍÍÅÎÔÓ ÔÈÁÔ ȰÏÎÅ ÔÈÉÎÇ ÔÈÁÔ ÍÁÄÅ ÈÉÓ ÓÔÏÒÉÅÓ ÐÁÒÔÉÃÕÌÁÒÌÙ ÃÈÁÒÍÉÎÇ 

ÔÏ Á ÃÈÉÌÄ ×ÁÓ ÔÈÁÔ ÈÅ ÏÆÔÅÎ ÔÏÏË ÈÉÓ ÃÕÅ ÆÒÏÍ ÈÅÒ ÒÅÍÁÒËÓ ɉȣɊ ÓÏ ÔÈÁÔ ÏÎÅ ÆÅÌÔ ÔÈÁÔ 

one had somehow helped to make the story, and it seemed a personal ÐÏÓÓÅÓÓÉÏÎȱ 

(Collingwood, 389). The contrast between childlike and adult perspectives is 

evident in the contrast between the content of the Alice books and the prefatory 

and conclusive poems that frame them. These poems present an almost idyllic 

description of the subsequent stories (which actually have so many sinister and 
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nightmarish qualities), describing them as dreamy, childish innocent fairy tales: 

they seem almost unrelated. The poems present the books as faithful 

representations of the golden age of childhood, even as they are themselves 

intrusions of an adult point of view upon that world. Significantly, the tone in 

×ÈÉÃÈ !ÌÉÃÅȭÓ ÓÉÓÔÅÒ ÂÒÉÅÆÌÙ ÒÅÃÏÎÓÔÒÕÃÔÓ ÔÈÅ ȰÄÒÅÁÍ ÏÆ 7ÏÎÄÅÒÌÁÎÄȱ ÁÔ ÔÈÅ ÅÎÄ ÏÆ 

ÔÈÅ ÆÉÒÓÔ ÂÏÏË ÃÌÅÁÒÌÙ ÅÃÈÏÅÓ ÔÈÁÔ ÏÆ ÔÈÅ ÐÏÅÍÓȡ !ÌÉÃÅȭÓ ÓÉÓÔÅÒ ÉÓ ÔÈÅ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ 

of an adult perspective within the story. The poems are the words of an adult 

recollecting childhood from afar; the books themselves do indeed offer an 

experience in the realm of childhood, but not the characteristically Victorian 

remote, idealized vision of childhood the poems imagine. Rather, it is childhood 

as experienced by a childlike mind: amoral, illogical, ambiguous, confusing. A 

deeper exploration of childɀcentred experience in the Alice books will be the 

subject of the next section.  
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ςɊ Ȱ(Å 7ÁÓ 0ÁÒÔ ÏÆ -Ù $ÒÅÁÍ ÏÆ ÃÏÕÒÓÅ ɀ but then I was Part of His Dream, 

ÔÏÏȦȱȡ 4ÈÅ #ÈÁÒÁÃÔÅÒɉÓɊ  

 

 

 

 

 

 

 

 

 

 
Ȭ)Æ ) ×ÁÓÎȭÔ ÒÅÁÌȭȟ !ÌÉÃÅ ÓÁÉÄ ɀ half-laughing through her tears, it 
 all seemed so ridiculous ɀ Ȭ) ÓÈÏÕÌÄÎȭÔ ÂÅ ÁÂÌÅ ÔÏ ÃÒÙȭ 
(TTLG, 198)  

Fig. 11 Maggie Taylor, These Strange Adventuresȟ ςπρσȢ 4ÁÙÌÏÒȭÓ ÃÏÌÌÁÇÅ ÓÈÏ×Ó Á 
floating Alice dreaming, surrounded by swirling cards: the world in the background 
is flat, while Alice and the cards seem almost three-dimensional, suggesting the 
possibility of dreams being more tangible and alive than actual reality.  
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Alan Palmer has proposed the application of cognitive discourses on real minds 

to the study of fictional mental processes (Fictional Minds, 87-169), and I argue 

that this approach can be crucial in realizing a more complete and complex 

account of the many phenomena that Alice experiences. In reading we experience 

the illusion of having acceÓÓ ÔÏ Á ÃÈÁÒÁÃÔÅÒȭÓ ÔÈÏÕÇÈÔÓȟ ÏÆ ÇÏÉÎÇ ÉÎÔÏ ÈÉÓ ÏÒ ÈÅÒ 

mind, and discovering its hidden mechanisms. Although we are dealing with 

representations of virtual minds in action, not with real minds, the depiction of a 

ÃÈÁÒÁÃÔÅÒȭÓ ÍÉÎÄ ÉÓ ÉÎÔÅÌÌÉÇÉÂÌÅ ÏÎÌÙ ×ÉÔÈ reference to how we understand real 

ÍÉÎÄÓ ÔÏ ×ÏÒËȢ )Ô ÃÁÎ ÂÅ ÓÁÉÄ ÔÈÁÔ ÉÎ Á ÃÅÒÔÁÉÎ ÓÅÎÓÅ ȰÃÈÁÒÁÃÔÅÒÓ ÉÎ Á ÆÉÃÔÉÔÉÏÕÓ 

×ÏÒÌÄ ÄÏ ÅØÁÃÔÌÙ ×ÈÁÔ ÏÕÒ ÉÎÔÅÌÌÉÇÅÎÃÅ ÁÌÌÏ×Ó ÕÓ ÔÏ ÄÏ ÉÎ ÔÈÅ ÒÅÁÌ ×ÏÒÌÄȱ ɉ0ÉÎËÅÒȟ 

541), or at least that they are the creations of a real mind, and they are based on 

Á ÒÅÁÌ ÍÉÎÄȭÓ ÅØÐÅÒÉÅÎÃÅÓȢ )Î ÔÈÉÓ ÒÅÓÐÅÃÔȟ ÌÉÔÅÒÁÔÕÒÅ ÃÁÎ ÂÅ ÖÉÅ×ÅÄ ÁÓ Á ÊÏÕÒÎÅÙ 

into minds, and this is especially true of 19th century literature, when  

 

as technology usurped romanticism, the essence of human nature was 

beiÎÇ ÑÕÅÓÔÉÏÎÅÄ ɉȣȢɊȢ )Î ÔÈÅ ÆÒÁÎÔÉÃ ÓÅÁÒÃÈ ÆÏÒ ÎÅ× ËÉÎÄÓ ÏÆ ÅØÐÒÅÓÓÉÏÎȟ 

artists came up with a new method: they looked in the mirror. (Lehrer, 

Proust Was a Neuroscientist, viii)  

 

As noted in the first chapter, Carroll was particularly interested in the working of 

the human mind (28-46), in its potentialities and its secrets, and the fictional 

ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÏÆ !ÌÉÃÅȭÓ ÍÉÎÄ ÉÎ ÁÃÔÉÏÎ ÓÈÏ×Ó ÈÏ× ÄÅÔÁÉÌÅÄ ÁÎÄ ÄÅÅÐ ×ÅÒÅ ÈÉÓ 

ÏÂÓÅÒÖÁÔÉÏÎÓȢ !ÌÉÃÅȭÓ ÍÉÎÄ ÉÓ Á ÍÉÒÒÏÒ ÒÅÖÅÁÌÉÎÇ ÔÈÅ ×ÏÒËÉÎÇ ÏÆ ÓÅÖÅÒÁÌ ËÉÎÄÓ ÏÆ 

mental atÔÉÔÕÄÅ ÁÎÄ ÍÅÃÈÁÎÉÓÍȡ !ÌÉÃÅȭÓ ÖÉÒÔÕÁÌ ÍÅÎÔÁÌ ÁÃÔÉÖÉÔÉÅÓ ÏÆÆÅÒ ÐÏ×ÅÒÆÕÌ 

insights into what real minds do. In this section I draw attention to some of the 

mental processes that the Alice books persuasively describe, through the 

cognitive vicissitudes of the ÍÁÉÎ ÃÈÁÒÁÃÔÅÒȭÓ ÍÉÎÄȢ -ÏÒÅ ÓÐÅÃÉÆÉÃÁÌÌÙȟ ) ÓÈÁÌÌ 

ÅØÁÍÉÎÅ ÔÈÅ ÄÅÐÉÃÔÉÏÎ ÏÆ ÃÕÒÉÏÓÉÔÙȟ ÔÈÅ ÄÒÅÁÍÉÎÇ ÍÉÎÄȟ ÁÎÄ ÔÈÅ ÃÈÉÌÄȭÓ ÍÉÎÄȢ  

 

2.1 A Curious Child  

 

On the first page of the first Alice book, after having seen a white rabbit hurrying 

ÂÅÃÁÕÓÅ ÈÅȭÓ ÌÁÔÅȟ ÃÏÎÓÕÌÔÉÎÇ Á ×ÁÔÃÈ ÁÎÄ ÔÁÌËÉÎÇ ÁÌÏÕÄȟ !ÌÉÃÅ ÆÏÌÌÏ×Ó ÈÉÍ ÂÅÃÁÕÓÅ 
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ÓÈÅȭÓ Ȱburning with curiosityȱ ɉρρɊȢ %ÖÅÎ ÉÎ ÔÈÅ ÓÅÃÏÎÄ Alice book the heroine 

decides to go through the looking-glass because she wonders about the nature 

and the aspect of the looking-glass world and wants to see with her own eyes 

what it looks like. Later, Carroll describes Alice's character by saying that she's 

ÌÏÖÉÎÇ ÁÓ Á ÄÏÇȟ ÇÅÎÔÌÅ ÁÓ Á ÆÁ×Îȟ ÃÏÕÒÔÅÏÕÓȟ ȰÁÎÄȟ ÌÁÓÔÌÙȟ ÃÕÒious - ×ÉÌÄÌÙ ÃÕÒÉÏÕÓȱ 

ɉ#ÁÒÒÏÌÌȟ Ȱ!ÌÉÃÅ ÏÎ 3ÔÁÇÅȱɊȢ 7ÈÁÔ ÍÁËÅÓ !ÌÉÃÅ ÄÒÉÎË ÓÔÒÁÎÇÅ ÐÏÔÉÏÎÓȟ ÅÁÔ 

mushrooms and weird cakes, and follow the most bizarre creatures is always her 

irrepressible feeling of curiosity.  

     At the beginning of her first adventureȟ !ÌÉÃÅ ÅØÃÌÁÉÍÓȟ Ȱ×ÈÁÔ Á ÃÕÒÉÏÕÓ ÆÅÅÌÉÎÇȦȱ 

(17); when she comes back to the initial green summery lawn, she says to her 

ÓÉÓÔÅÒȟ Ȱ/Èȟ )ͻÖÅ ÈÁÄ ÓÕÃÈ Á ÃÕÒÉÏÕÓ ÄÒÅÁÍȦȱ ɉρσπɊȢ -ÏÒÅ ÆÁÍÏÕÓÌÙȟ !ÌÉÃÅȭÓ ÆÉÒÓÔ 

linguistic confusion (linguistic chaos being a peculiar characteristic of 

7ÏÎÄÅÒÌÁÎÄɊ ÉÓ ÈÅÒ ÅØÃÌÁÍÁÔÉÏÎȟ ȰÃÕÒÉÏÕÓÅÒ ÁÎÄ ÃÕÒÉÏÕÓÅÒȦȱ ɉςπɊȢ 4ÈÅ 

ÏÃÃÕÒÒÅÎÃÅÓ ÏÆ ÔÈÅ ×ÏÒÄ ȰÃÕÒÉÏÕÓȱ ÁÎÄ ÉÔÓ ÄÅÒÉÖÁÔÉÖÅÓ ÉÎ ÔÈÅ Alice books 

(especially in the first one) are quite significant: Alice uses it often as an 

exclamation to describe her feelings of wonder related to her experience, or as a 

×ÏÒÄ ÔÏ ÄÅÓÃÒÉÂÅ ×ÈÁÔ ÓÈÅ ÅÎÃÏÕÎÔÅÒÓȟ ÁÓ ÉÎ ȰÃÕÒÉÏÕÓ ÃÒÅÁÔÕÒÅÓȱ ɉςψɊȟ ȰÓÕÃÈ Á 

curious croquet-ÇÒÏÕÎÄȱ ɉψψɊȟ ÏÒ ɉÒÅÆÅÒÒÉÎÇ ÔÏ ÔÈÅ #ÈÅÓÈÉÒÅ #ÁÔɊ ȰÁ ÃÕÒÉÏÕÓ 

ÁÐÐÅÁÒÁÎÃÅȱ ɉψψɊȢ  

     The little Alice has become, over the years, a kind of symbol of curiosity, a 

successor of the unlucky female figures of myth, such as Eve and Pandora. The 

place discovered by the curious Alice contains in its name the main mental 

attitude of the heroine: Wonderland, the place capable of arousing wonder. It is 

well-known that curiosity is far from being a mere feminine flaw, and that it is 

ÁÃÔÕÁÌÌÙ Á ÐÈÉÌÏÓÏÐÈÉÃÁÌ ÓÅÎÔÉÍÅÎÔȡ 0ÌÁÔÏ ×ÒÏÔÅ ÔÈÁÔ Ȱ4ÈÅ ÆÅÅÌÉÎÇ ÏÆ ×ÏÎÄÅÒ ÉÓ ÔÈÅ 

ÍÏÓÔ ÐÈÉÌÏÓÏÐÈÉÃÁÌ ÆÅÅÌÉÎÇȱ16 and the capability for wonder, itself made possible 

by intellectual curiosity, is closely related to the discovery of new realities and 

connections.  

     Recent neuroscientific experiments using functional magnetic resonance 

imaging (fMRI) have shown that the neural basis of curiosity is associated with 

the brain sites of dopamine (the nucleus in the ventral striatum, connected with 

                                                 
16  ʃɻʑʈɻʁʘʅʉ ʈʗʇɻ ʒʅʇʋʎʋʒʅʆʝʉ ʌʗʃʋʏ (Theaetetus, 155 D).  
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the pleasure reward system), the activation of the opiates in the brain (linked to 

positive experiences) and the energization of the hippocampus (where new 

knowledge and notions are collected to form long-term memories). An article in 

Frontiers in Behavioral Neuroscience ÃÏÎÃÌÕÄÅÓ ÔÈÁÔ ȰÏÕÒ ÒÅÓÕÌÔÓ ÐÒÏÖÉÄÅ 

neurobiological support for a classic psychological theory of curiosity, which 

holds that curiosity is an aversive condition of increased arousal whose 

termination is rewarding and faciÌÉÔÁÔÅÓ ÍÅÍÏÒÙȱ ɉ*ÅÐÍÁ ÅÔ ÁÌȢɊ It seems that the 

more uncertain or unknown the stimulus is, the more intense and mentally 

involving the feeling of curiosity; perceptual uncertainty strongly activates the 

brain (Jepma et al.). Alice is excited and animated when she is running after the 

white rabbit, all her sudden and irresponsible decisions prompted by her desire 

to know why a white rabbit has a watch with him, and where he is going ɀ even 

though, when at last she catches up with him, these no longer seem relevant 

issues: actually, the white rabbit first ignores her, and then treats her like his 

maid, provoking Alice' s irritation.  

     Recent research adopts the premise that ÃÕÒÉÏÓÉÔÙ ȰÉÓ Á ÍÕÌÔÉÆÁÃÅÔÅÄ ÃÏÎÓÔÒÕÃÔȟ 

and several different types of curiosity can be distinguished. One important 

distinction is the difference between perceptual and epistemic ÃÕÒÉÏÓÉÔÙȱ ɉ*ÅÐÍÁ 

et al.) ɀ the first being a more basic form of curiosity, common to animals and 

humans, and related to perceptual doubts and confusion, and the second 

ÃÏÎÎÅÃÔÅÄ ÔÏ ÔÈÅ ÄÅÓÉÒÅ ÆÏÒ ËÎÏ×ÌÅÄÇÅ ÁÎÄ ÔÈÅÏÒÅÔÉÃÁÌ ÉÎÆÏÒÍÁÔÉÏÎȢ !ÌÉÃÅȭÓ 

curiosity is a complex phenomenon too, at first merely instinctive and perceptual 

(why is a white rabbit wearing a waistcoat pocket and a watch?) but developing 

in response to more elaborate stimuli raising issues of identity and intellectual 

dilemmas (doubts about herself, about gravity, about what happens on the 

opposite side of the world, about how an anti-matter universe can be, about the 

power of dreams...).  

     The consequences of our curiosity are highly positive for our intellectual 

configuration: the encounter with new realities and knowledge is the basis for 

the increase in shape, size and number of the neurons in our brain, and also for 

the establishing of new links between them. Thus, it can be said that Alice' s 

continuous changes in size while she comes into contact with new, weird worlds, 

are a reflection of what normally, in the same conditions, happens in the brain as 
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a result of intellectual and cognitive improvements. Alice is a child coming to 

terms with new experiences and situations, new words and new meanings: 

Ȱchildren acquire new knowledge in vast quantities and their brain changes 

ÓÉÇÎÉÆÉÃÁÎÔÌÙ ÁÔ ÔÈÅÓÅ ÔÉÍÅÓ ÏÆ ÉÎÔÅÎÓÉÖÅ ÎÅ× ÌÅÁÒÎÉÎÇȱ ɉȰ.ÅÕÒÁÌ 0ÌÁÓÔÉÃÉÔÙ ÁÎÄ 

#ÏÇÎÉÔÉÏÎȱɊȢ  

     4ÈÅÒÅ ÁÒÅ ȰÆÕÎÄÁÍÅÎÔÁÌ ÌÉÎËÓ ÂÅÔ×ÅÅÎ ÃÕÒÉÏÓÉÔÙ-driven learning and cognitive 

ÄÅÖÅÌÏÐÍÅÎÔȱ ɉȰ#ÕÒÉÏÓÉÔÙȟ )ÎÔÒÉÎÓÉÃ -ÏÔÉÖÁÔÉÏÎ ÁÎÄ )ÎÆormation Seeking in 

#ÏÇÎÉÔÉÖÅ $ÅÖÅÌÏÐÍÅÎÔȱɊȢ 4ÈÅ ÍÏÄÉÆÉÃÁÔÉÏÎ ÏÆ ÎÅÕÒÏÎÓ ÁÎÄ ÔÈÅÉÒ ÃÏÎÎÅÃÔÉÏÎÓ ÉÎ 

response to new experiences made possible by the stimulus of curiosity, while 

changing the conformation of our brain, obviously also influences our own 

identi ty and personality, especially during the process of maturation. In this 

ÓÅÎÓÅȟ !ÌÉÃÅȭÓ Ï×Î ÉÄÅÎÔÉÔÙ ÉÓ ÄÅÅÐÌÙ ÁÆÆÅÃÔÅÄ ÂÙ ÔÈÅ ÎÅ× ÒÅÁÌÉÔÉÅÓ ÁÎÄ ÅØÐÅÒÉÅÎÃÅÓ 

she encounters in consequence of the cognitive drive of curiosity, reflecting the 

often-puzzling exÐÅÒÉÅÎÃÅ ÏÆ ÇÒÏ×ÉÎÇ ÕÐȢ .Å× ÄÉÓÃÏÖÅÒÉÅÓ ÃÈÁÎÇÅ !ÌÉÃÅȭÓ Ï×Î 

ÁÔÔÉÔÕÄÅ ÁÎÄ ÃÈÁÒÁÃÔÅÒȟ ÁÎÄ ÓÈÅ ËÅÅÐÓ ÁÓËÉÎÇ ÈÅÒÓÅÌÆ Ȱ×ÈÏ ÉÎ ÔÈÅ ×ÏÒÌÄ ÁÍ )ȩ !Èȟ 

ÔÈÁÔͻÓ ÔÈÅ ÇÒÅÁÔ ÐÕÚÚÌÅȦȱ ÁÎÄ ȰÌÅÔ ÍÅ ÔÈÉÎËȡ ×ÁÓ ) ÔÈÅ ÓÁÍÅ ×ÈÅÎ ) ÇÏÔ ÕÐ ÔÈÉÓ 

morning? I almost think I can remembeÒ ÆÅÅÌÉÎÇ Á ÌÉÔÔÌÅ ÄÉÆÆÅÒÅÎÔȱ ɉAAAIW, 22). 

%ÑÕÁÌÌÙȟ ÓÈÅ ÃÁÎͻÔ ÁÎÓ×ÅÒ ÔÈÅ #ÁÔÅÒÐÉÌÌÁÒȭÓ ÉÎÓÉÓÔÅÎÔ ÑÕÅÓÔÉÏÎÓ ÁÂÏÕÔ ÈÅÒ ÉÄÅÎÔÉÔÙȢ 

4ÈÅ ÄÉÓÉÎÔÅÇÒÁÔÉÏÎ ÏÆ !ÌÉÃÅȭÓ ÕÎÉÖÏÃÁÌ ÉÄÅÎÔÉÔÙ ÉÎ 7ÏÎÄÅÒÌÁÎÄ ÉÓ ÓÏÍÅÔÈÉÎÇ 

progressive and layered with different meanings, but it is surely in part a 

powerfully embodied representation of the mental process of growing up, in 

which her contact with what was previously unknown or indistinct to her has 

immediate impact in the form of dramatic swings of mood and changes of size.  

     It has been understood for centuries, before being studied scientifically, that 

in the architecture of the human mind curiosity has a crucial role in structuring 

our lives. What cognitive scientists now point out about the mental effects of 

curiosity is something literary tradition has already explored. Dante reminds us 

that without the impulse to know and to extend our experiences, to explore the 

unknown driven by curiosity, we, as human beings, are confined to the mere 

ÅØÉÓÔÅÎÃÅ ÏÆ ȰÂÒÕÔÉȱ ɉ$ÁÎÔÅȟ Inferno, 26. 119). However, he makes Ulysses, the 

hero symbol of intellectual curiosity and of the desire to apprehend, being 

eternally punished. First sucked under the abyss by a whirlpool, and then 

ÂÕÒÎÉÎÇ ÉÎ ÈÅÌÌȟ ÈÉÓ ÆÉÇÕÒÅ ÉÎ $ÁÎÔÅȭÓ ÈÅÌÌ ÓÈÏ×Ó ÁÎ ÁÃÕÔÅ ÃÏÎÔrast between the 
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pursuit of knowledge and the capability of acting morally. Another symbolic 

figuration of the importance of curiosity is Apuleius's character Psyche (Apuleius, 

Metamorphosis), who, as her name makes clear, represents the human mind: 

incredibly beautiful, envied by the gods, clouded by Eros, and uncontrollably 

curious. Indeed, everything that happens to her is provoked by her curiosity: her 

emblematic journey of learning and growing is made possible only because she 

watches her lover Eros sleeping, curious to see his appearance. Nonetheless, this 

act of curiosity disregards a previous clear prohibition against watching her 

lover, thus Psyche breaks the rule, and again we face the moral problem. 

Similarly, Eve eats the apple driven by curiosity to acquire knowledge, and so 

commits a fatal sin; Pandora opens the box, and the consequences are 

irredeemable. It seems that the impulse of curiosity works hand in hand with 

moral darkening (and feminine behaviours).  

     Two features important for the arousal of curiosity are uncertainty and the 

unknown:  

 

the first thing the scientists found is that curiosity obeys an inverted U-

ÓÈÁÐÅÄ ÃÕÒÖÅȟ ÓÏ ÔÈÁÔ ×ÅȭÒÅ ÍÏÓÔ ÃÕÒÉÏÕÓ ×ÈÅÎ ×Å ËÎÏ× Á ÌÉÔÔÌÅ ÁÂÏÕÔ Á 

subject (our curiosity has been piqued) but not ÔÏÏ ÍÕÃÈ ɉ×ÅȭÒÅ ÓÔÉll 

uncertain about the ÁÎÓ×ÅÒɊ ȣ (LehÒÅÒȟ Ȱ4ÈÅ )ÔÃÈ ÏÆ #ÕÒÉÏÓÉÔÙȱɊ 

 

The gap between what we know and what we still do not know provokes the 

ÁÒÏÕÓÁÌ ÏÆ Á ËÉÎÄ ÏÆ ÉÔÃÈȟ ×ÈÉÃÈ ÂÏÏÓÔÓ ÏÕÒ ÅÍÏÔÉÏÎÓȟ ×ÏÒËÉÎÇ ÁÓ ȰÁ ÍÏÓÑÕÉÔÏ ÂÉÔÅ 

ÏÎ ÔÈÅ ÂÒÁÉÎȱ ɉ,ÅÈÒÅÒȟ Ȱ4ÈÅ )ÔÃÈ ÏÆ #ÕÒÉÏÓÉÔÙȱɊȢ 4ÈÉÓ ÉÔÃÈ ÃÁÎ ÂÅ ÓÏ ÉÎÖÁÓÉÖÅ ÉÎ ÏÕÒ 

mental scenario as to darken other brain activities, with potentially important 

consequences, such as the possible moral implications of acts driven by curiosity.  

     The neural bases of moral judgements are still largely unknown and, 

moreover, necessarily involve a great number of neurological processes. 

Nevertheless, neuroscientists underline that empathy, theory of mind, 

internalization of rules and social conventions learnt during childhood, and 

experiences held in memory, all play a role in the elaboration of moral thoughts 
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and behaviours.17 Lehrer argues that what causes the lack of recognition of 

morality in psychopaths is an emotional deficit. Psychopaths' brains reveal, 

through brain imaging techniques, a broken amigdala: the amigdala is 

ÒÅÓÐÏÎÓÉÂÌÅ ÆÏÒ ÔÈÅ ÁÒÏÕÓÁÌ ÏÆ ÁÖÅÒÓÉÖÅ ÅÍÏÔÉÏÎÓȟ ȰɉÉÔɊ ÉÓ ÁÃÔÉÖÁÔÅÄ ×ÈÅÎ ÍÏÓÔ 

people even think about committing a "moral transgression" (Lehrer, 

Ȱ0ÓÙÃÈÏÐÁÔÈÓ ÁÎÄ 2ÁÔÉÏÎÁÌ -ÏÒÁÌÉÔÙȱɊȢ 4ÈÉÓ ÄÉÓÃÏÖery surprisingly shows that the 

rational activities of the brain do not play an essential role in building up our 

moral conduct. This does not mean that reasoning has no part to play in shaping 

moral concepts, but it does show that while acting immorally, our reason can be 

working perfectly.  

     But is Alice's curious behaviour actually immoral? Is she a psychopathic child? 

The study of pathologies (psychopathy in this case) can illuminate some 

interesting aspects of normal brain functioning: without reaching a psychopathic 

level of emotional deficiency, our amigdala can work less when the neural 

ÎÅÔ×ÏÒËÓ ÌÉÎËÅÄ ÔÏ ÔÈÅ ȰÉÔÃÈ ÏÆ ÃÕÒÉÏÓÉÔÙȱ ÁÒÅ ÓÔÒÏÎÇÌÙ ÁÃÔÉÖÁÔÅÄȢ 4ÈÅ ÉÍÐÕÌÓÅ ÏÆ 

curiosity is strong enough to cloud other stimuli, and, like some kinds of pleasure, 

ÃÕÒÉÏÓÉÔÙ ÉÓ Á ÔÏÔÁÌÌÙ ÁÂÓÏÒÂÉÎÇ ÁÃÔȡ ȰÈÕÍÁÎÓ ×ÉÌÌ ÅØÐÅÎÄ ÒÅÓÏÕÒÃÅÓ ÔÏ ÆÉÎÄ ÏÕÔ 

ÉÎÆÏÒÍÁÔÉÏÎ ÔÈÅÙ ÁÒÅ ÃÕÒÉÏÕÓ ÁÂÏÕÔȟ ÍÕÃÈ ÁÓ ÒÁÔÓ ×ÉÌÌ ×ÏÒË ÆÏÒ Á ÆÏÏÄ ÒÅ×ÁÒÄȱ 

(Kang et al., 964).   

     4ÈÅ ÃÏÎÎÅÃÔÉÏÎ ÂÅÔ×ÅÅÎ !ÌÉÃÅȭÓ ÃÕÒÉÏÓÉÔÙ-driven actions and a certain kind of 

ÍÏÒÁÌ ÂÌÉÎÄÎÅÓÓ ÒÁÉÓÅÓ ÔÈÅ ÑÕÅÓÔÉÏÎ ÏÆ ÔÈÅ ÉÍÐÌÉÃÁÔÉÏÎÓ ÏÆ ÈÅÒ ÂÅÈÁÖÉÏÕÒȢ #ÁÒÒÏÌÌȭÓ 

ÄÅÓÃÒÉÐÔÉÏÎ ÏÆ ÈÉÓ ÈÅÒÏÉÎÅȟ ÉÍÍÅÄÉÁÔÅÌÙ ÁÆÔÅÒ ÄÅÓÃÒÉÂÉÎÇ ÈÅÒ ÁÓ Ȱ×ÉÌÄÌÙ ÃÕÒÉÏÕÓȱȟ 

ÁÄÄÓ Ȱ×ÉÔÈ ÔÈÅ ÅÁÇÅÒ ÅÎÊÏÙÍÅÎÔ ÏÆ ,ÉÆÅ ÔÈÁÔ ÃÏÍÅÓ ÏÎÌÙ ÉÎ ÔÈÅ ÈÁÐÐÙ ÈÏÕÒÓ ÏÆ 

childhood, when all is new and fair, and when Sin and Sorrow are but names ɀ 

ÅÍÐÔÙ ×ÏÒÄÓ ÓÉÇÎÉÆÙÉÎÇ ÎÏÔÈÉÎÇȦȱ ɉ#ÁÒÒÏÌÌȟ Ȱ!ÌÉÃÅ ÏÎ ÔÈÅ 3ÔÁÇÅȱɊȢ18 !ÌÉÃÅȭÓ 

curiosity is importantly t hat of a child.  Carroll did not want to subject children, 

through his story, to some kind of moral message: while Victorian fairy-tales 

                                                 
17 )Î ÔÈÅ ÃÈÉÌÄͻ Ó ÂÒÁÉÎ ȰÄÅÓ ÔÒÁÃÅÓ ͻïÐÉÇïÎïÔÉÑÕÅÓͻ ÄͻÁÐÐÒÅÎÔÉÓÓÁÇÅ ɉÐÁÒ ÓÅÌÅÃÔÉÏÎ ÄÅ ÓÙÎÁÐÓÅÓɊ ÓÅ 
ÄïÐÏÓÅÎÔ ÄÁÎÓ ÌÅ ÒïÓÅÁÕ ÎÅÒÖÅÕØ ÅÎ ÄïÖÅÌÏÐÅÍÅÎÔȱ ɉ#ÈÁÎÇÅÕØȟ ωφɊȢ ȰÔÒÁÃÅÓ ÅÐÉÇÅÎÅÔÉÃ ÏÆ 
ÁÐÐÒÅÈÅÎÓÉÏÎ ɉÔÈÒÏÕÇÈ ÓÙÎÁÐÓÅÓȭ ÓÅÌÅÃÔÉÏÎɊ ÃÏÌÌÏÃÁÔÅ ÔÈÅÍÓÅÌÖÅÓ ÉÎ ÔÈÅ developing nervous 
ÓÙÓÔÅÍȱȢ  
 
18 It is also true that Carroll wrote this description in 1887, many years later the publication of 
the first Alice book, in a period of his life where moral reflections were beginning to play a more 
relevant role in his thoughts.  
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×ÅÒÅ ÏÆÔÅÎ ÆÕÌÌ ÏÆ ÐÉÏÕÓ ÍÁØÉÍÓ ÁÎÄ ÍÏÒÁÌ ÁÄÖÉÃÅȟ #ÁÒÒÏÌÌȭÓ ÐÅÒÖÁÓÉÖÅÌÙ ÉÒÏÎÉÃ 

ÁÔÔÉÔÕÄÅ ÂÒÏËÅ ×ÉÔÈ ÔÈÉÓ ÔÒÁÄÉÔÉÏÎȢ 4ÈÅ Ô×Ï ÂÏÏËÓ ÏÆ !ÌÉÃÅȭÓ ÖÉÃÉÓÓÉÔÕÄÅÓ ÁÒÅ ÆÉÌÌÅÄ 

with parodies of Victorian songs aÎÄ ÐÏÅÍÓ ÆÏÒ ÃÈÉÌÄÒÅÎȟ ÁÎÄ ÁÌÌ ÏÆ #ÁÒÒÏÌÌȭÓ 

rewritings are macabre, caustic, and full of black humour. At the beginning of 

!ÌÉÃÅȭÓ ÁÄÖÅÎÔÕÒÅÓȟ ÈÅÒ ÃÕÒÉÏÓÉÔÙ ÍÁËÅÓ ÈÅÒ ÄÒÉÎË Á ÐÏÔÉÏÎ ×ÉÔÈ ÔÈÅ ÆÁÍÏÕÓȟ 

ÉÎÖÉÔÉÎÇ ÍÅÓÓÁÇÅ ȰÄÒÉÎË ÍÅȱ ÏÎ ÉÔȠ ÂÕÔ ÂÅÆÏÒÅ ÄÏÉÎÇ ÓÏȟ ÓÈÅ ÒÅÃÁÌÌÓ ȰÓÅÖÅÒÁÌ ÎÉÃÅ 

ÌÉÔÔÌÅ ÓÔÏÒÉÅÓȱ ÏÆ 6ÉÃÔÏÒÉÁÎ ÏÒÉÇÉÎ ÔÈÁÔ ÃÏÎÄÅÍÎ ÃÕÒÉÏÓÉÔÙȟ ÉÎ ×ÈÉÃÈ ÃÕÒÉÏÕÓ 

ÃÈÉÌÄÒÅÎ ȰÈÁÄ ÇÏÔ ÂÕÒÎÔȟ ÁÎÄ ÅÁÔÅÎ ÕÐ ÂÙ ×ÉÌÄ ÂÅÁÓÔÓȟ ÁÎÄ ÏÔÈÅÒ ÕÎÐÌÅÁÓÁÎÔ 

ÔÈÉÎÇÓȱ ɉρχɊȢ !ÌÉÃÅȭÓ ÓÃÅÐÔÉÃÉÓÍ ÁÂÏÕÔ ÓÕÃÈ ÍÏÒÁÌ ÄÉÄÁÃÔÉÃÉÓÍ ÉÓ ×ÉÓÅÌÙ ÅØÐÒÅÓÓed 

in her later response to the Duchess, who is obsessed with the idea of finding a 

ÍÏÒÁÌ ÉÎ ÅÖÅÒÙÔÈÉÎÇȟ ÁÎÄ ÉÓ ÌÏÏËÉÎÇ ÆÏÒ ÏÎÅ ÉÎ Á ÓÅÎÔÅÎÃÅȡ ȰÐÅÒÈÁÐÓ ÉÔ ÈÁÓÎͻÔ ÏÎÅȟȱ 

Alice suggests (94).  

     Three different but interconnected meanings underlie the link ÂÅÔ×ÅÅÎ !ÌÉÃÅȭÓ 

curiosity and the absence of morality in her adventures. Firstly, curiosity is such 

a potent mental stimulus that it abolishes other rational considerations; 

sÅÃÏÎÄÌÙȟ !ÌÉÃÅ ÉÓ ÁÔ ÁÎ ÁÇÅ ÓÔÉÌÌ ÄÏÍÉÎÁÔÅÄ ÂÙ Á ȰÐÒÅ-ÃÏÎÖÅÎÔÉÏÎÁÌ ÌÅÖÅÌȱ ÏÆ 

morality, as discussed in the previous section, and so her actions, lacking the 

context of mature moral development, are not so much immoral as amoral. She 

follows her curiosity without further considerations, but this is normal for a 

ÃÈÉÌÄȭÓ ÍÅÎÔÁÌ ÄÉÓÐÏÓÉÔÉÏÎȢ 4ÈÅ ÔÈÉÒÄ ÃÏÎÎÏÔÁÔÉÏÎ ÏÆ !ÌÉÃÅȭÓ ÁÍÏÒÁÌ ÃÕÒÉÏÓÉÔÙ 

ÒÅÌÁÔÅÓ ÔÏ ÈÅÒ ÕÎÁ×ÁÒÅÎÅÓÓ ÏÆ Ȱ3ÉÎ ÁÎÄ 3ÏÒÒÏ×ȱȢ  )Ô ÉÓ ÐÒÅÃÉÓÅÌÙ ÔÈÒÏÕÇÈ ÔÈÅ 

exploration of the world motivated by her curious attitude that !ÌÉÃÅȭÓ 

ingenuousness is destined to vanish, in the inevitable process of growing up. Her 

childish curiosity will drive her to become an adult, to discover that angelic 

innocent babies can actually be ugly pigs,19 that it is possible to be drowned in 

ÔÅÁÒÓ ÁÎÄ ÓÏÒÒÏ×ȟ ÔÈÁÔ ÁÄÕÌÔȭÓ ÒÕÌÅÓ ÁÒÅ ÁÓ ÎÏÎÓÅÎÓÉÃÁÌ ÁÓ ÃÈÉÌÄÒÅÎȭÓ ÌÁÃË ÏÆ ÔÈÅÍȟ 

and that little girls can become snakes. Again there is an ironic association with 

myths related to curiosity: a curious girl, a snake, a garden ɀ Alice is a little 

ÕÎÐÕÎÉÓÈÅÄ %ÖÅȢ (Ï×ÅÖÅÒȟ ȰÔÈÅ 7ÏÎÄÅÒÌÁÎÄ ÇÁÒÄÅÎ ÉÓ ÎÏ ÃÈÉÌÄÈÏÏÄ %ÄÅÎȟ ÂÕÔ a 

                                                 
19 Ȱ4ÈÅ ÐÉÇ-baby episode humorously dramatizes the arbitrary nature of conventional attitudes 
ÔÏ×ÁÒÄ ÉÎÆÁÎÔÓȱ ɉ2ÁÃËÉÎȟ Nonsense, Sense, 52). The metamorphosis discloses what the true 
nature of many children can actually be, despite their being often portrayed in Victorian songs 
and lullabies as angelic and pure creatures.  



 100 

life-and-ÄÅÁÔÈ ÃÒÏÑÕÅÔ ÍÁÔÃÈ ÐÒÅÓÉÄÅÄ ÏÖÅÒ ÂÙ Á ÈÏÍÉÃÉÄÁÌ 1ÕÅÅÎȱ ɉ(ÁÕÇÈÔÏÎȟ 

xiii).  

 

 

         

  )ȭÍ ÎÏÔ ÁÒÇÕÉÎÇ ÔÈÁÔ #ÁÒÒÏÌÌ ÐÏÉÎÔÅÄÌÙ ÉÎÓÅÒÔÅÄ ÍÏÒÁÌÉÔÙ-related issues into the 

Alice books, but rather that his narratives explore the complexity of childhood 

and innocence, and challenge common representations of the purity of childhood. 

#ÏÎÓÅÑÕÅÎÔÌÙȟ Ȱ3ÉÎ ÁÎÄ 3ÏÒÒÏ×ȱȟ ÔÈÏÓÅ ȰÅÍÐÔÙ ×ÏÒÄÓȱȟ ÉÎ ÓÐÉÔÅ ÏÆ #ÁÒÒÏÌÌȭÓ Ï×Î 

declarations, begin in Wonderland to actually signify something. The discovery 

of their meaning will eventually lead Alice to become a grown-up woman, no 

more the little girl of the golden fairy tale. Curiosity will in the end make Alice 

ÁÄÕÌÔȟ ÁÎÄ ÉÎ #ÁÒÒÏÌÌȭÓ Ï×Î ÅÙÅÓ ÔÈÉÓ ÁÍÏÕÎÔÅÄ ÔÏ ÔÈÅ ÄÅÓÔÒÕÃÔÉÏÎ ÏÆ ÈÉÓ !ÌÉÃÅȟ ÈÅÒ 

ÁÂÓÏÌÕÔÅ ÌÏÓÓȢ !ÃÃÏÒÄÉÎÇÌÙȟ ÁÓ ÓÈÅ ÒÅÁÃÈÅÓ ÔÈÅ ÆÉÎÁÌ ÓÔÁÇÅ ÏÆ ÈÅÒ ÊÏÕÒÎÅÙȟ Ȱ!ÌÉÃÅ is 

beginning to sense the final danger inherent in Wonderland: her own 

Fig. 12 Margaret Tarrant, 
illustration for !ÌÉÃÅȭÓ 
Adventures in Wonderland, 
1916. Can Alice be a serpent? 
Early illustrators of the Alice 
books (such as Margaret 
Tarrant) already focused on 
the visual awkwardness of the 
weird association between 
little girls and snakes, 
foregrounding the moral 
complexities relating to 
children and to depictions of 
children.  
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ÄÅÓÔÒÕÃÔÉÏÎȱ ɉ2ÁÃËÉÎȟ Nonsense, Sense, 58). It is at this point that Alice wakes up, 

and temporarily suspends the more complex implications of her descent into 

Wonderland. The frightful adventure she has just experienced is labelled under 

ÔÈÅ ÒÅÁÓÓÕÒÉÎÇ ÃÁÔÅÇÏÒÙ ÏÆ ȰÁ curious ÄÒÅÁÍȱȢ 4ÈÉÓ ÒÅÔÒÅÁÔ ÍÁÒËÓ Á ÓÉÇÎÉÆÉÃÁÎÔ 

difference with the second Alice book: if in Alice in Wonderland ÔÈÅ ÈÅÒÏÉÎÅȭÓ 

discoveries are ultimately relegated to the realm of dreams and thus not 

completely realized, in Through the Looking-Glass she is far more conscious and 

far less ingenuous (when Carroll was writing the second book, Alice Liddell was 

nineteen, already of marriageable age). In the second book, after the initial 

impulse of jumping through the glass, Alice pursues a precise goal (becoming a 

Queen); it is no longer just curiosity that drives her journey. This context gives 

ÐÏÉÇÎÁÎÃÙ ÔÏ ÔÈÅ 2ÏÓÅȭÓ ÒÅÍÁÒË ÔÏ !ÌÉÃÅ ÉÎ ÔÈÅ ÇÁÒÄÅÎ ÏÆ ÌÉÖÅ ÆÌÏ×ÅÒÓȡ Ȱ9ÏÕͻÒÅ 

begiÎÎÉÎÇ ÔÏ ÆÁÄÅȟ ÙÏÕ ËÎÏ×ȱ ɉρφωɊȢ  

 

 

 2.2 The Dreamchild Dreaming  

 

 

 

Fig. 13 Lewis 
Carroll, Alice 
Liddell Asleep, 
Spring 1860.  
#ÁÒÒÏÌÌȭÓ 
photograph of 
Alice Liddell 
shows his 
fascination with 
dreams, and in 
particular 
ÃÈÉÌÄÒÅÎȭÓ 
dreams (even 
ÂÅÔÔÅÒȟ !ÌÉÃÅȭÓ 
dreams). Carroll 
took his 
inspiration for 
this picture from 
4ÅÎÎÙÓÏÎȭÓ 
poem The 
Sleeping Beauty 
(see Douglas- 
Fairhurst, 100-
101)  
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)Æ !ÌÉÃÅȭÓ ÃÕÒÉÏÓÉÔÙ ÅÎÌÉÇÈÔÅÎÓ ÓÏÍÅ ÒÅÁÌ ÁÎÄ ÉÎÔÅÒÅÓÔÉÎÇ ÁÓÐÅÃÔÓ ÏÆ ÏÕÒ ÍÅÎÔÁÌ 

impulses, the same is true, even in a more complex and elaborate way, with 

ÒÅÓÐÅÃÔ ÔÏ ÔÈÅ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÏÆ !ÌÉÃÅȭÓ ÄÒÅÁÍÉÎÇ ÍÉÎÄȢ !Ó ) ÈÁÖÅ ÓÈÏ×Î in the 

first chapter (33-34Ɋȟ #ÁÒÒÏÌÌȭÓ ÉÎÔÅÒÅÓÔ ÉÎ ÔÈÅ ×ÏÒËÉÎÇ ÏÆ ÄÒÅÁÍÓ ×ÁÓ ÄÅÅÐȟ ÁÎÄ 

associated with his interest in the Society for Psychical Research. According to 

Douglas-&ÁÉÒÈÕÒÓÔȟ Ȱ7ÒÉÔÉÎÇ ÌÉËÅ Á ÄÒÅÁÍ ÉÓ ÅØÁÃÔÌÙ ×ÈÁÔ #ÁÒÒÏÌÌ ÁÔÔÅÍÐÔÅÄ ÔÏ ÄÏȱ 

ɉρςυɊȢ Ȱ4ÈÅ ×ÈÏÌÅ ÔÈÉÎÇ ÉÓ Á ÄÒÅÁÍȱ ɉM. Cohen, Letters, 29) Carroll declared about 

!ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄ, although in that book the problematic aspects 

of dreams are not foregrounded as they are in Through the Looking-Glass, where 

ÁÎ ÅØÉÓÔÅÎÔÉÁÌ ÄÏÕÂÔ ÁÂÏÕÔ Ȱ×ÈÉÃÈ ÄÒÅÁÍÅÄ ÉÔȩȱ ÉÓ ÐÅÒÖÁÓÉÖÅȢ  

     #ÁÒÒÏÌÌȭÓ ÄÒÅÁÍ-like writing tends to highlight the ephemeral nature of reality 

itself, often seen as like a long and confused dream, and the boundaries between 

waking and dreaming states are frequently blurred. In a much-quoted passage 

ÆÒÏÍ ÈÉÓ ÊÏÕÒÎÁÌ ÔÏ ×ÈÉÃÈ ) ÈÁÖÅ ÁÌÒÅÁÄÙ ÒÅÆÅÒÒÅÄȟ #ÁÒÒÏÌÌ ÏÂÓÅÒÖÅÓȟ Ȱ×Å ÏÆÔÅÎ 

dream without the least suspicion of unreality: 'Sleep hath its own world', and it 

ÉÓ ÏÆÔÅÎ ÁÓ ÌÉÆÅÌÉËÅ ÁÓ ÔÈÅ ÏÔÈÅÒȱ ɉ7ÁËÅÌÉÎÇȟ Diaries, Vol II, 38). The neuroscientist 

William Domhoff bases his cognitive theory of dreams on the idea that there is 

no clear line of demarcation between waking thoughts and dreaming ones: the 

mental processes occurring during one's dreams are similar, even granted some 

obvious differences, to certain kinds of everyday thought; the structure of 

dreams is common to waking fantasies, daydreaming, wanderings of the mind, 

and drug-ÉÎÄÕÃÅÄ ÐÅÒÃÅÐÔÉÏÎÓ ɉȰ4ÈÅ #ÁÓÅ ÆÏÒ Á #ÏÇÎÉÔÉÖÅ 4ÈÅÏÒÙ ÏÆ $ÒÅÁÍÓȱɊȢ  

     Neurocognitive inquires argue that our dream ÁÃÔÉÖÉÔÙ ÉÓ ȰÂÏÏÓÔÅÄȱ ×ÈÅÎ ×Å 

experience an adequate level of cortical activation, when there is a lack of 

external stimuli, and, finally, when a loss of conscious self-control occurs; and all 

of these phenomena can also happen in other mental contexts than sleep (see, for 

ÉÎÓÔÁÎÃÅȟ *ÈÁȟ Ȱ&ÉÅÌÄ ÏÆ $ÒÅÁÍÓȱɊȢ )Î ÏÎÅ ÓÅÎÓÅȟ !ÌÉÃÅ ÒÅÃÅÉÖÅÓ ÓÔÉÍÕÌÉ ÏÎÌÙ ÆÒÏÍ 

herself: Wonderland and the looking-glass world are mirrors of her own mental 

world, full of characters from nursery rhymes, talking animals, pupil-teacher 

relationships, various kind of delicious foods ɀ in short, everything that can have 

Á ÐÌÁÃÅ ÉÎ Á ÃÈÉÌÄȭÓ ÔÈÏÕÇÈÔÓȢ &ÕÒÔÈÅÒÍÏÒÅȟ #ÁÒÒÏÌÌ ×ÒÏÔÅ ɉÁÎÄ ÐÒÅÖÉÏÕÓÌÙ ÔÏÌÄɊ ÔÈÅ 

story following the explicit instructions of the Liddell sisters (especially Alice, 

obviously). Thus, the story had to contain, as required elements: Alice herself as 
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ÔÈÅ ÍÁÉÎ ÃÈÁÒÁÃÔÅÒȠ ÁÎÉÍÁÌÓ ɉÐÁÒÔÉÃÕÌÁÒÌÙ ÃÁÔÓȟ !ÌÉÃÅȭÓ ÂÅÓÔ-loved animals); 

conversations, adventures, eating and drinking; the game of croquet (Alice' s 

favourite outdoor game); and (Carroll underlines this in the prefatory poem of 

ÔÈÅ ÆÉÒÓÔ ÂÏÏËɊ ȰÔÈÅÒÅ ×ÉÌÌ ÂÅ ÎÏÎÓÅÎÓÅ ÉÎ ÉÔȦȱ ɉAAIW, 7).20 The looking-glass world 

ÉÓ ÁÌÓÏ Á ÒÅÆÌÅÃÔÉÏÎ ÏÆ !ÌÉÃÅȭÓ Ï×Î ÐÒÅÆÅÒÅÎÃÅÓ ÁÎÄ ÉÄÅÁÓȡ ÓÈÅ ÓÕÐÐÏÓÅÓȟ ÁÔ ÔÈÅ 

beginning of the second Alice bookȟ ÔÈÁÔ ÔÈÒÏÕÇÈ ÔÈÅ ÍÉÒÒÏÒ ȰÔÈÅ ÔÈÉÎÇÓ ÇÏ ÔÈÅ 

ÏÔÈÅÒ ×ÁÙȱ ɉρτχɊȟ ÁÎÄ ÉÎÄÅÅÄ ÔÈÅÙ ÄÏȠ ÏÒ ÁÇÁÉÎȟ ÁÌÌ !ÌÉÃÅȭÓ ÁÃÔÉÏÎÓ ÉÎ ÔÈÅ ÌÏÏËÉÎÇ-

glass world have the goal of becoming a queen, paralleling her own path towards 

growing up and marrying. Indeed, the adventures ÏÆ !ÌÉÃÅ ÁÒÅ Á ÍÉÒÒÏÒ ÏÆ !ÌÉÃÅȭÓ 

own identity and thoughts as Carroll sees them.  

     4ÈÅ ÎÅÃÅÓÓÁÒÙ ÆÉÌÔÅÒ ÏÆ ÔÈÅ ÁÕÔÈÏÒÉÁÌ ÐÅÒÓÐÅÃÔÉÖÅ ÕÐÏÎ !ÌÉÃÅȭÓ ÄÒÅÁms 

complicates the picture. It is true that the real Alice Liddell instructed Carroll 

about how she would like her dream to be, but it is also true that she could have 

said what she thought Carroll wanted to hear from her: children are deeply 

ÉÎÆÌÕÅÎÃÅÄ ÂÙ ÁÄÕÌÔÓȭ ÅØÐÅÃÔÁÔÉÏÎÓȟ ÁÎÄ ÏÆÔÅÎ they like to please them. Such self-

correction is analogous to the revision process necessarily involved in dream 

reports (Foulkes, 17). Different layers are merged together in the creation, 

ÒÅÃÏÌÌÅÃÔÉÏÎ ÁÎÄ ×ÒÉÔÉÎÇ ÏÆ !ÌÉÃÅȭÓ ÄÒÅÁÍÓȢ &ÉÒÓÔÌÙȟ ÔÈÅÒÅ ÉÓ ÔÈÅ ÒÅÁÌ !ÌÉÃÅ ,ÉÄÄÅÌÌȭÓ 

mind, the most inaccessible of the layers, with her childish and mysterious 

dreams. Secondly, there is the real Alice telling her adult friend what her dream 

should be like. Thirdly, there is the adult writer obsessed with little girls and 

linguistic games who adds black humour and nonsense logic. And, finally , there 

is the virtual Alice, both the child who experiences the nightmarish atmosphere 

ÏÆ 7ÏÎÄÅÒÌÁÎÄ ÁÎÄ ÔÅÌÌÓ ÈÅÒ ÓÉÓÔÅÒ ÔÈÁÔ ÉÔ ×ÁÓ ÁÌÌ ÊÕÓÔ ȰÁ ÃÕÒÉÏÕÓ ÄÒÅÁÍȱ ɉρσπɊȟ 

and the Alice who subsequently goes through the looking-glass and begins to 

question the essence of dreams and mastery, and to realise that to be trapped in 

ÓÏÍÅÏÎÅ ÅÌÓÅȭÓ ÄÒÅÁÍ ÉÓ ÎÏÔ ×ÈÅÒÅ ÓÈÅ ×ÁÎÔÓ ÔÏ ÂÅ.21 #ÁÒÒÏÌÌȭÓ ÎÁÒÒÁÔÉÖÅ 

explorations of the dreaming child are able to offer a rich and complicated 

ÐÉÃÔÕÒÅȟ ÅØÐÌÏÒÉÎÇ ×ÈÁÔ Á ÃÈÉÌÄȭÓ ÄÒÅÁÍ ÃÁÎ ÂÅȟ ÂÕÔ ÁÌÓÏ ÒÅÃÏÇÎÉÓÉÎÇ ÔÈÅ 

                                                 
20 This requirement is specified by Secunda (Alice was the second of the Liddell sisters in order 
of age). 
 
21 In this sense, TTLG continuously presents characters who want to be masters and dominate ɀ 
ÂÕÔȟ ÁÓ ×ÉÔÈ (ÕÍÐÔÙ $ÕÍÐÔÙȭÓ ÆÁÌÌȟ ÔÈÅÙ ÁÌÌ ÔÅÎÄ ÔÏ ÆÁÉÌȢ  
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ÃÏÍÐÌÅØÉÔÉÅÓ ÁÎÄ ÐÏÓÓÉÂÌÅ ÃÏÎÔÒÁÄÉÃÔÉÏÎÓ ÏÆ ÄÏÉÎÇ ÓÏȟ ÒÅÌÁÔÅÄ ÔÏ ÔÈÅ ÃÈÉÌÄȭÓ Ï×Î 

mediation of dream thoughts to an adult audience, and to the impositions of that 

adult perspective itself.22 The Alice ÂÏÏËÓ ÐÕÒÓÕÅ #ÁÒÒÏÌÌȭÓ Ï×Î ÃÏÎÊÅÃÔÕÒÅÓ ÁÂÏÕÔ 

!ÌÉÃÅȭÓ ÄÒÅÁÍÓȟ ÁÎÄ ÈÉÓ ÐÒÏÇÒÅÓÓÉÖÅ ÒÅÁÌÉÓÁÔÉÏÎ ÔÈÁÔ ÔÈÅ ÒÅÁÌ !ÌÉÃÅ ÐÒÏÂÁÂÌÙ ×ÁÎÔÓ 

to escape from the eternal childhood created by his dream-writing trap.  

     /ÎÅ ÏÆ ÔÈÅ ÄÉÓÔÉÎÃÔÉÖÅ ÆÅÁÔÕÒÅÓ ÏÆ ÄÒÅÁÍÓȟ ÁÎÄ ÃÈÉÌÄÒÅÎȭÓ ÄÒÅÁÍÓ ÉÎ ÐÁÒÔÉÃÕÌÁÒȟ 

ÒÅÃÒÅÁÔÅÄ ÂÙ #ÁÒÒÏÌÌ ÉÓ ÔÈÅ ȰÌÏÓÓ ÏÆ ÓÅÌÆ-ÃÏÎÔÒÏÌȱ ÔÙÐÉÃÁÌ ÏÆ ÄÒÅÁÍ ÅØÐÅÒÉÅÎÃÅȢ !ÌÉÃÅ 

changes size, she's not sure about her own name (in the looking-glass world she 

even wants to lose her name), and she is so surprisÅÄ ÔÈÁÔ ÓÈÅ ȰÑÕÉÔÅ ÆÏÒÇÏÔ ÈÏ× 

ÔÏ ÓÐÅÁË ÇÏÏÄ %ÎÇÌÉÓÈȱ ɉAAIW, 20). She makes spontaneous associations without 

ÁÎÙ ÁÐÐÁÒÅÎÔ ÉÍÍÅÄÉÁÔÅ ÒÅÌÅÖÁÎÃÅ ɉÁÓ ÖÅÒÙ ÏÆÔÅÎ ÈÁÐÐÅÎÓ ÉÎ ÄÒÅÁÍÓɊȡ ȰÄÏ ÃÁÔÓ 

eat bats? Do cats eat batÓȩ $Ï ÂÁÔÓ ÅÁÔ ÃÁÔÓȩȱ ÓÈÅ ÒÅÐÅÁÔÓ ÏÂÓÅÓÓÉÖÅÌÙ ×ÈÉÌÅ ÆÁÌÌÉÎÇ 

down the rabbit hole (AAIW, 14). The fact that dream-like states can occur even 

if one is not dreaming, under certain other mental conditions, raises doubts about 

what is really real, and this doubt is continuously present in the Alice books. The 

dream-within -a-dream motif confuses Alice and her sister, confuses us as 

readers, and perhaps confuses Carroll himself. When Alice wakes up from 

Wonderland, she runs in a hurry (exactly like the white rabbit of her dreams) 

and, also like two characters from her dreamy adventures, she goes to take her 

tea ɀ ȰÉÔͻÓ ÁÌ×ÁÙÓ ÔÅÁ-ÔÉÍÅȟȱ ÁÓ ÔÈÅ -ÁÄ (ÁÔÔÅÒ ÒÅÍÁÒËÓ ɀ (77). She is thus 

ÒÅÐÅÁÔÉÎÇ ÔÈÅ ÁÃÔÓ ÏÆ ÈÅÒ ÄÒÅÁÍȟ ÅÖÅÎ ÁÓ ÈÅÒ ÓÉÓÔÅÒ ȰÓÁÔ ÏÎȟ ×ÉÔÈ ÃÌÏÓÅÄ ÅÙÅÓȟ ÁÎÄ 

ÈÁÌÆ ÂÅÌÉÅÖÅÄ ÈÅÒÓÅÌÆ ÉÎ 7ÏÎÄÅÒÌÁÎÄȱ ɉρσρɊȟ ÄÒÅÁÍÉÎÇ ÁÂÏÕÔ !ÌÉÃÅȭÓ ÄÒÅÁÍȢ !Ô ÔÈÅ 

same time, as pointed out above, they both are also figments of #ÁÒÒÏÌÌȭÓ own 

dream: the White Knight, possibly a double for Carroll himself,23 points this out 

ÃÏÎÔÉÎÕÏÕÓÌÙȟ ÓÁÙÉÎÇ ȰÉÔͻÓ ÍÙ Ï×Î ÉÎÖÅÎÔÉÏÎȦȱ  ɉTTLG, 245).  

 

                                                 
22 3ÅÅ 4ÏÍ 3ÔÏÎÅÈÁÍȭÓ ÏÎÇÏÉÎÇ ÐÒÏÊÅÃÔ ÏÎ ÄÒÅÁÍÉÎÇȟ ÁÎÄ ÈÉÓ ÆÏÒÔÈÃÏÍÉÎÇ ÁÒÔÉÃÌÅ Ȱ$ÒÅÁÍÉÎÇȟ 
0ÈÅÎÏÍÅÎÁÌ #ÈÁÒÁÃÔÅÒ ÁÎÄ !ÃÑÕÁÉÎÔÁÎÃÅȱȢ  
 
23 I shall return to the association between Carroll and the White Knight in the second chapter.  
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     The similarity between the working of the human brain in the oneiric state and 

in the waking state, can also be shown by considering the narrative structure of 

dreams. The mind tends to work narratively, a process extremely useful in the 

construction of meaning, and this is equally true in dreams, even if our dream 

stories can seem more incoherent and the episodes disjointed. The human mind 

always tries to organize inputs, even, as in the case of dreams, internal  inputs, 

into some kind of order: this is necessary to coping cognitively with a vast and 

ÐÏÌÙÓÅÍÉÃ ÒÅÁÌÉÔÙȢ $ÏÍÈÏÆÆ ÒÅÐÏÒÔÓ ÔÈÁÔ ȰÔÈÅ ÂÒÁÉÎͻÓ ÇÏÁÌ ÉÓ ÁÌ×ÁÙÓ ÔÏ ÃÏÎÓÔÒÕÃÔ Á 

reasonable image of the world based on the material it's receiving. If you're in a 

situation where it's not receiving any information from the outside, then it starts 

ÔÏ ÉÎÖÅÎÔȱ ɉȰ4ÈÅ #ÁÓÅ ÆÏÒ Á #ÏÇÎÉÔÉÖÅ 4ÈÅÏÒÙ ÏÆ $ÒÅÁÍÓȱɊȢ !ÌÉÃÅȟ ÓÉÍÉÌÁÒÌÙȟ 

ÒÅÃÏÌÌÅÃÔÓ ÈÅÒ ȰÒÁÔÉÏÎÁÌȱ ÉÄÅÁÓȟ ÈÅÒ ÅÖÅÒÙÄÁÙ ÉÍÁÇÅÓ ÏÆ ÔÈÅ ×ÏÒÌÄ ɉÃÁÔÓȟ ÃÁÒÄÓȟ 

chess, tea, candies...) and constructs a dream order, a fanciful story, from 

ÁÒÂÉÔÒÁÒÙ ÓÔÉÍÕÌÉȟ ÁÎÄ ÔÈÁÔͻÓ 7ÏÎÄÅÒÌÁÎÄȡ ÁÓ .ÉÎÁ !ÕÅÒÂÁÃÈ ×ÒÉÔÅÓȟ ȰÔÈÅ ÄÁÉÎÔÙ 

ÃÈÉÌÄ ÃÁÒÒÉÅÓ ÔÈÅ ÔÈÒÅÁÔÅÎÉÎÇ ËÉÎÇÄÏÍ ÏÆ 7ÏÎÄÅÒÌÁÎÄ ×ÉÔÈÉÎ ÈÅÒȱ ɉ!ÕÅÒÂÁÃÈȟ σςɊȢ 

Fig. 14 
Albert 
Asensio, 
illustration 
for the book 
cover of 
Alicia en el 
Pais de las 
Maravillas, 
2013. The 
profound 
depth of 
!ÌÉÃÅȭÓ 
sleep, as 
well as its 
fragility and 
contingency
, clearly 
emerge in 
this poetical 
image.   
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It is true that Wonderland seems to exemplify the reign of chaos,24 and there are 

Ô×Ï ÒÅÁÓÏÎÓ ÆÏÒ ÔÈÉÓȢ &ÉÒÓÔÌÙȟ #ÁÒÒÏÌÌȭÓ ÎÁÒÒÁÔÉÖÅ ÐÒÅÓÅÎÔÁÔÉÏÎ ÏÆ ÔÈÅ ÄÒÅÁÍ ÍÕÓÔ 

not impose a too logical structure upon it, because that is not how dreams unfold: 

ÔÈÅ ÉÍÐÒÏÖÉÓÅÄ ÓÔÏÒÉÅÓ ÔÈÅ ÍÉÎÄ ÃÒÅÁÔÅÓ ×ÈÉÌÅ ÄÒÅÁÍÉÎÇ ÃÁÎȭÔ ÆÏÌÌÏ× ÔÈÅ ÓÁÍÅ 

considered logÉÃ ÁÓ ÔÈÅ ×ÁËÉÎÇ ÍÉÎÄȭÓ ÎÁÒÒÁÔÉÏÎÓȢ )ÎÄÅÅÄȟ ÔÈÅ ×ÁËÉÎÇ ÍÉÎÄȭÓ 

reconstructions of dream stories can only compound the difficulty, impaired by 

lack of memory or by distorted recollections, so that the narrative of a dream 

report is doubly unclear and equivocal. 

     Secondly, Alice is a childȢ 4ÈÅ ÐÏ×ÅÒÆÕÌ ÉÎÓÉÇÈÔ ÏÆ #ÁÒÒÏÌÌȭÓ ÎÏÎ-conventional 

mind, and his affinity, though adult, with child-like mental states, enable him to 

ÒÅÃÒÅÁÔÅ Á ÃÈÉÌÄȭÓ ÄÒÅÁÍȢ (Å ÃÏÕÌÄÎͻÔ ËÎÏ× ×ÈÁÔ ÃÏÇÎÉÔÉÖÅ ÓÔÕÄÉÅÓ ÁÒÅ ÎÏ× 

discovering ɉÓÅÅ &ÏÕÌËÅÓȟ $ÏÍÈÏÆÆȟ 2ÅÖÏÎÓÕÏɊȟ ÂÕÔ ÈÅ ÓÅÎÓÅÄ ÉÔȡ ÃÈÉÌÄÒÅÎȭÓ 

dreams have a different neural conformation from adult's dreams. Alice is seven 

ÙÅÁÒÓ ÏÌÄ ÉÎ #ÁÒÒÏÌÌȭÓ ÓÔÏÒÉÅÓȟ ÁÎÄ Ȱ#ÈÉÌÄÒÅÎ ɉȣɊ ÄÏ ÎÏÔ ÈÁÖÅ ÁÄÕÌÔ-like dreaming 

ÕÎÔÉÌ ÁÇÅ ρπȱ ɉ*ÈÁȟ Ȱ&ÉÅÌÄ ÏÆ $ÒÅÁÍÓȱɊȢ (ÅÒ ÃÁÐÁÂÉÌÉÔÙ ÆÏÒ ÄÒÅÁÍÉÎÇ ×ÏÕÌÄ ÂÅ ÓÔÉÌÌ 

ÉÎ ÆÏÒÍÁÔÉÏÎȟ ÂÅÃÁÕÓÅ ÓÈÅ ÃÏÕÌÄÎȭÔ ÈÁÖÅ ÙÅÔ ÄÅÖÅÌÏÐÅÄ Á ÍÁÔÕÒÅ ÎÅÔ×ÏÒË ÏÆ 

neurons capable of managing it as adults do. Mental imagery, a resource the mind 

only establishes gradually, is an important prerequisite for adult-like dreams, 

distinguished by their length, frequency, emotional tones, and connections with 

personality (see Domhoff and Foulkes). Alice' s Wonderland is thus an 

appropriately confused world, in which the cognitive grasp upon time, space, and 

ÍÅÁÎÉÎÇ ÉÓ ÓÔÉÌÌ ÕÎÃÅÒÔÁÉÎȟ ÁÎÄ ÒÅÆÅÒÅÎÃÅÓ ÔÏ ÁÓÐÅÃÔÓ ÏÆ !ÌÉÃÅȭÓ Ï×Î ÐÅÒÓÏÎÁÌÉÔÙ 

are often obscure. When Alice goes through the looking-glass, on the other hand, 

she is more adult and has a more developed character, and so the looking-glass 

world is as appropriately characterized by its more logical configuration, its 

ÐÒÅÃÉÓÅ ÒÕÌÅÓ ɉÔÈÏÓÅ ÏÆ ÃÈÅÓÓɊȟ ÁÎÄ !ÌÉÃÅȭÓ Ï×Î ÐÕÒÓÕÉÔ ÏÆ ÔÈÅ ÓÐÅÃÉÆÉÃ ÒÏÌÅ ÏÆ 

queen. The sexual and macabre elements of the looking-glass world are also more 

explicit, and Alice doesn't fail to notice them.  

     4ÈÅ ÄÒÅÁÍ ÓÃÅÎÁÒÉÏÓ ÏÆ #ÁÒÒÏÌÌȭÓ ÓÔÏÒÉÅÓ ÁÌÓÏ ÈÁÖÅ Á ÂÅÁÒÉÎÇ ÕÐÏÎ ÔÈÅ ÑÕÅÓÔÉÏÎ 

of moral impairment that I have discussed in relation to the stimulus of curiosity. 

                                                 
24 3Å×ÅÌÌ ×ÒÉÔÅÓ ÔÈÁÔ ȰÉÆ .ÏÎÓÅÎÓÅ ÉÓ ÁÎ ÁÒÔȟ ÉÔ ÍÕÓÔ ÈÁÖÅ ÉÔÓ Ï×Î ÌÁ×Ó ÏÆ ÃÏÎÓÔÒÕÃÔÉÏÎȱ ÁÎÄ ÂÅ ȰÁ 
ÃÁÒÅÆÕÌÌÙ ÌÉÍÉÔÅÄ ×ÏÒÌÄȟ ÃÏÎÔÒÏÌÌÅÄ ÁÎÄ ÄÉÒÅÃÔÅÄ ÂÙ ÒÅÁÓÏÎȱ ɉυ-φɊȢ (Ï×ÅÖÅÒȟ )ȭÍ ÎÏÔ ÈÅÒÅ ÄÅÎÙÉÎÇ 
that #ÁÒÒÏÌÌȭÓ ÎÏÎÓÅÎÓÅ ×ÏÒlds have their own inner logic, but saying that this logic often 
appears as a dream-like one, with elements of chaos in it (even if a structured chaos).  
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The actions we perform in a dream have a complicated relation with morality, 

raising questions like: is there a direct correspondence between our waking self 

and our dreaming one? Do our dream-actions have moral implications in real 

life? Can we somehow control our behaviour in dreams? (see Mullane, Driver). 

These are all open questions, and illustrate the difficulties involved in judging the 

moral status of dreams. In this sense, too, Alice is not her normal self in the 

parallel worlds of her dreams, and especially in her first dream of Wonderland 

ÓÈÅ ÄÏÅÓÎȭÔ ÈÁÖÅ Á Ãlear idea of what is happening, nor any real control of the 

situation. In the Looking-Glass world she is more aware of her actions and, when 

she wakes up, begins to question the nature of reality in consequence of the 

events of her dream. Thus, the amoral behaviour that characterises the Alice 

books is also connected to their dream-ÌÉËÅ ÑÕÁÌÉÔÉÅÓȟ ÁÎÄ ÔÏ #ÁÒÒÏÌÌȭÓ ÅØÐÌÏÒÁÔÉÏÎ 

of the elaborate and obscure nature of dreams. 

     One further quality of the Alice books related to dream-like structure is their 

predominantly negative tone. Antti Revonsuo observes that in dreams  

 

the various negative elements seem to be more prominent than the 

corresponding positive elements. Negative emotions are more common 

than positive emotions and aggressive interactions are more common 

than friendly interactions.  (884) 

 

This impression is boÒÎÅ ÏÕÔ ÂÙ ÔÈÅ ȰÎÉÇÈÔÍÁÒÉÓÈ ÁÔÍÏÓÐÈÅÒÅ ÏÆ !ÌÉÃÅȭÓ ÄÒÅÁÍÓȱ 

(M. Gardner, xiv). Alice's vicissitudes have elements of the violence and horror 

typical of nightmares, and her numerous encounters are almost always marked 

by incomprehension and aversion (even when not accompanied by explicit 

violence). There is an obsessive recurrence of the theme of eating and being 

eaten; there is a caterpillar/worm who threatens the innocence of a child/rose; 

there is a dream-child who becomes a snake ɀ ȰÌÉÔÔÌÅ ÇÉÒÌÓ ÅÁÔ ÅÇÇÓ ÑÕÉÔÅ ÁÓ ÍÕÃÈ 

ÁÓ ÓÅÒÐÅÎÔÓ ÄÏȟ ÙÏÕ ËÎÏ×ȱ ÓÁÙÓ !ÌÉÃÅ ÔÏ ÔÈÅ 0ÉÇÅÏÎȟ ÁÎÄ ÔÈÅ 0ÉÇÅÏÎ ÃÏÎÃÌÕÄÅÓ 

ȰÔÈÅÎ ÔÈÅÙͻÒÅ Á ËÉÎÄ ÏÆ ÓÅÒÐÅÎÔȱ ɉυχɊȠ ÔÈÅÒÅ ÉÓ Á ÌÏÖÅÌÙ ÇÁÒÄÅÎ ×ÈÉÃÈ ÔÕÒÎÓ ÁÂÓÕrd, 

and in which heads are cut off and cards are kings; there is a Duchess who tosses 

a baby violently up and down, and a baby that becomes a pig; there are poems in 

×ÈÉÃÈ ȰÓÏÍÅÂÏÄÙ ËÉÌÌÅÄ ÓÏÍÅÔÈÉÎÇȱ ɉTTLG, 156); there is a garden of animate 
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flowers who are rude and cynical, a gnat who always cries and deeply sighs, a 

bread-and-butter -fly who always dies, many fragile or tyrannical creatures, and 

an obsession with fish and dead fish that barely conceals a sexual meaning.  

     #ÁÒÒÏÌÌȭÓ ÆÉÃÔÉÏÎÁÌ ÄÅÐÉÃÔÉÏÎ ÏÆ !ÌÉÃÅȭÓ ÍÉÎÄȟ ÏÆ ÈÅÒ ÃÕÒÉÏÓÉÔÙ ÁÎÄ ÏÆ ÈÅÒ ÄÒÅÁÍÓȟ 

ÌÅÁÄÓ ÔÈÅ ÒÅÁÄÅÒ ÏÎ Á ÃÏÎÖÏÌÕÔÅÄ ÊÏÕÒÎÅÙ ÉÎÔÏ ÔÈÅ ÍÙÓÔÅÒÉÅÓ ÏÆ Á ÃÈÉÌÄȭÓ ÉÎÎÅÒ ÓÅÌÆȟ 

and its relationship with an adult perspective: as Nina Auerbach observes,  

 

other little girls travelling through fan tastic countries, such as George 

-ÁÃ$ÏÎÁÌÄȭÓ 0ÒÉÎÃÅÓÓ )ÒÅÎÅ ÁÎÄ ,Ȣ &ÒÁÎË "ÁÕÍȭÓ $ÏÒÏÔÈÙ 'ÁÌÅȟ ÁÓË 

ÒÅÐÅÁÔÅÄÌÙ Ȭwhere ÁÍ )ȩȭ ÒÁÔÈÅÒ ÔÈÁÎ Ȭwho ÁÍ )ȩȭ /ÎÌÙ !ÌÉÃÅ ÔÕÒÎÓ ÈÅÒ ÅÙÅÓ 

inward from the beginning, sensing that the mystery of her surroundings 

is the mystery of her own identity. ɉȰ!ÌÉÃÅ ÁÎÄ 7ÏÎÄÅÒÌÁÎÄȱȟ σσɊ 

 

(Ï× ÒÅÁÄÅÒÓȭ ÍÉÎÄÓ ÉÎÔÅÒÁÃÔ ×ÉÔÈ ÔÈÅÓÅ ÓÃÅÎÁÒÉÏÓ ÉÓ ÔÈÅ ÓÕÂÊÅÃÔ ÏÆ ÔÈÅ ÎÅØÔ 

section.  
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σɊ ȰThe Magic Words Shall Hold Thee Fast: / Thou Shalt not Heed the Raving 

"ÌÁÓÔȱȡ 4ÈÅ 2ÅÁÄÅÒÓ  

 

 

 
Fig. 15 Jùlia Sardà, illustration for !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄ, 2016. In this illustration 
several topics relevant to this chapter are represented: the act of being transported in a 
storyworld, the dreaming, and Alice being both the dreamer, the reader and the character.  
 

 

 

Ȭ)ÔȭÓ Á ÇÒÅÁÔ ÈÕÇÅ ÇÁÍÅ ÏÆ ÃÈÅÓÓ ÔÈÁÔȭÓ ÂÅÉÎÇ ÐÌÁÙÅÄ ɀ all over  
the world ɀ if this is ÔÈÅ ×ÏÒÌÄ ÁÔ ÁÌÌȟ ÙÏÕ ËÎÏ×ȭ 
(TTLG, 172) 
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What readers encounter when they engage with a narrative text is, in a figurative 

sense, a world, with its own specific rules, its inhabitants, its features and its 

landscapes. As I discussed in the first chapter (13-15), in order to better grasp 

the existential status and characteristics of these fictional worlds, literary 

ÔÈÅÏÒÉÓÔÓ ÓÕÃÈ ÁÓ 2ÙÁÎȟ 0ÁÖÅÌȟ $ÏÌÅĿÅÌ ÁÎÄ %ÃÏ ÈÁÖÅ ÁÄÁÐÔÅÄ ÔÈÅ ÐÈÉÌÏÓÏÐÈÉÃÁÌ 

model of possible worlds to the exigencies of narrative theory. Interdisciplinary 

exchange is always to be regarded as a fruitful possibility for literary studies, but 

the application of possible worlds, as developed in modal logic, to the analysis of 

ÌÉÔÅÒÁÒÙ ×ÏÒÌÄÓ ÈÁÓ ÏÆÔÅÎ ÒÅÓÕÌÔÅÄ ÉÎ ȰÁ ÎÁāÖÅ ÁÄÁÐÔÁÔÉÏÎ ÏÒ ÁÎ ÉÎÁÄÖÅÒÔÅÎÔ 

metaphorization of a concept whose original nonfigurative significance is far 

from self-ÅÖÉÄÅÎÔȱ ɉ2ÏÎÅÎȟ χɊȢ 4ÈÅ ÕÓÅ ÏÆ ÔÈÅ ÃÏÎÃÅÐÔ ÉÎ ÆÉÃÔÉÏÎÁÌ ÃÏÎÔÅØÔÓ 

requires theoretical adaptations and caveats: there are profound differences in 

theoretical orientation between the disciplines of literary theory and 

philosophical logic); and the logical and ontological status of possible worlds is 

an issue about which philosophers themselves are still debating.25 Nevertheless, 

possible worlds theory does offer interesting insights for the analysis of literary 

texts, and touches upon several important issues regarding fiction: the 

ÏÎÔÏÌÏÇÉÃÁÌ ÓÔÁÔÕÓ ÏÆ ÔÈÅ ÆÉÃÔÉÏÎÁÌ ×ÏÒÌÄȠ ÓÏ ÃÁÌÌÅÄ ȰÔÒÁÎÓ-×ÏÒÌÄ ÒÅÌÁÔÉÏÎÓȱȠ ÔÈÅ 

ÐÒÏÂÌÅÍ ÏÆ ÁÃÃÅÓÓÉÂÉÌÉÔÙ ÂÅÔ×ÅÅÎ ÔÈÅ ȰÁÃÔÕÁÌ ×ÏÒÌÄȱ ÁÎÄ ÔÈÅ ȰÔÅØÔÕÁÌ ×ÏÒÌÄȱȠ ÔÈÅ 

different modes of existence of fictional beings; and the meaning of the categories 

of possibility and impossibility.  

     What fictional worlds reveal themselves to be, in contrast with the possible 

worlds of logic (mainly theoretical models concerned with logical and linguistic 

ÐÈÅÎÏÍÅÎÁɊȟ ÁÒÅ ȰÐÒÅÇÎÁÎÔȱ ×ÏÒÌÄÓ ɉ%ÃÏȟ ςρψɊȟ ×ÉÔÈ Á ÃÏÎÃÒÅÔÅ ÏÎÔÏÌÏÇÉÃÁÌ 

ÄÅÎÓÉÔÙ ÏÆ ÔÈÅÉÒ Ï×ÎȢ )Î ÔÈÅ ÌÉÔÅÒÁÒÙ ÃÏÎÔÅØÔȟ ȰÐÏÓÓÉÂÌÅ ×ÏÒÌÄÓ ÁÒÅ ÎÏÔ ÔÈÅÏÒÅÔÉÃÁÌ 

ÔÅÒÍÓ ÂÕÔ ÒÁÔÈÅÒ ÄÅÓÃÒÉÐÔÉÖÅ ÃÏÎÃÅÐÔÓ ÔÈÁÔ ×ÏÒË ×ÉÔÈÉÎ Á ÄÅÓÃÒÉÐÔÉÖÅ ÐÏÅÔÉÃÓ ɉȣɊ 

they invÏÌÖÅ ÔÈÅ ÏÎÔÏÌÏÇÙ ÏÆ ÃÏÎÃÒÅÔÅ ÁÒÔÉÓÔÉÃ ×ÏÒÌÄÓȱ ɉ2ÏÎÅÎȟ χτɊȢ )Î ÔÈÉÓ ÓÅÎÓÅȟ 

while possible worlds in philosophical terms need to respect certain logical rules 

(such as the law of non-contradiction and the law of the excluded middle) in 

                                                 
25 Ȱ4ÈÅ ÄÉÖÅÒÇÉÎÇ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎÓ ÇÉÖÅÎ ÔÏ ÐÏÓÓÉÂÌÅ ×ÏÒÌÄÓ ×ÉÔÈÉÎ ÐÈÉÌÏÓÏÐÈÙ ÉÔÓÅÌÆ ÕÎÄÅÒÍÉÎÅ 
any attempt to view a possible world as a clear, straightforward and unequivocal concept which 
ÔÈÅ ÖÁÒÉÏÕÓ ÄÉÓÃÉÐÌÉÎÅÓ ÃÁÎ ÁÄÏÐÔ ÆÏÒ ÔÈÅÉÒ Ï×Î ÎÅÅÄÓȱ ɉ2ÏÎÅÎȟ χςɊȢ &or a summary of the 
different interpretations of possible worlds among philosophers see Ronen (especially 21-46), 
or Berto (105-120, and 207-228).  
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order actually to be possible, possible worlds of fiction incorporate violations of 

ÌÏÇÉÃÁÌ ÒÕÌÅÓ ×ÉÔÈÏÕÔ ÂÅÃÏÍÉÎÇ ÓÅÍÁÎÔÉÃÁÌÌÙ ÅÍÐÔÙȡ ȰÆÏÒ ÌÉÔÅÒÁÒÙ ÁÕÔÈÏÒÓȟ 

impossibility is not a restriction, but rather a new domain for exercising creative 

ÐÏ×ÅÒÓȱ ɉ2ÏÎÅÎȟ υχɊȢ26 This section adopts a perspective that takes advantage of 

the interpretative insights suggested by the application of possible worlds theory 

to fictions, but proposes a cognitive reorientation of the idea, highlighting the 

strong mutual dependence between cognitive interpretative processes and the 

creation of narrative worlds.  

 

3.1 A Cognitive Approach to Fictional Worlds  

 

Ryan, in her Possible Worlds, Artificial Intelligence and Narrative Theory, offers a 

catalogue of the different universes of meaning embedded in a narrative world, 

elaborating on the internal system of that specific world (109-123). This 

ÉÎÃÌÕÄÅÓȟ ÆÏÒ ÉÎÓÔÁÎÃÅȟ Á Ȱ+-7ÏÒÌÄȟȱ ÒÅÇÁÒÄÉÎÇ ÔÈÅ ËÎÏ×ÌÅÄÇÅȟ ÉÇÎÏÒÁÎÃÅ ÏÒ ÂÅÌÉÅÆÓ 

of the characters ÉÎ Á ÎÏÖÅÌȠ ÏÒ ÁÎ Ȱ/-7ÏÒÌÄȟȱ ×ÈÉÃÈ ÃÏÎÃÅÒÎÓ ÔÈÅ ÓÏÃÉÁÌ ÒÕÌÅÓ 

determining what is allowed and not allowed in a specific narrative scenario; 

ÔÈÅÒÅ ÉÓ ÔÈÅÎ ÔÈÅ Ȱ7-7ÏÒÌÄȟȱ ÒÅÌÁÔÅÄ ÔÏ ÔÈÅ ×ÉÓÈÅÓ ÁÎÄ ÄÅÓÉÒÅÓ ÏÆ ÔÈÅ ÃÈÁÒÁÃÔÅÒÓȠ 

and, of particular significance in relation to the fictional worlds of the Alice books, 

ÔÈÅÒÅ ÁÒÅ ÔÈÅ Ȱ&-5ÎÉÖÅÒÓÅÓȟȱ ×ÈÉÃÈ ÅÎÃÏÍÐÁÓÓ ÔÈÅ ÐÒÉÖÁÔÅ ÓÐÈÅÒÅÓ ÏÆ ÆÁÎÔÁÓÉÅÓȟ 

hallucinations, dreams, and fictions within fiction. Thus, characters can recreate 

themselves other fictional worlds, within the one they inhabit, by means of 

ÄÒÅÁÍÓ ÁÎÄ ÉÍÁÇÉÎÁÔÉÏÎȢ 4ÈÅ ȰÉÎÈÅÒÅÎÔ ÒÅÃÕÒÓÉÖÉÔÙ ÏÆ ÒÅÃÅÎÔÅÒÉÎÇȱ ɉ119) opens 

further possibilities within an F-universe, since dreamed characters can 

themselves dream, and the characters in a story told by Scheherazade may 

themselves tell further stories. This applies also to the recursive dreams of the 

Alice ÂÏÏËÓȡ !ÌÉÃÅȭÓ ÄÒÅÁÍ ÏÆ 7ÏÎÄÅÒÌÁÎÄ ÂÅÃÏÍÅÓ Á ÔÁÌÅȟ ×ÈÉÃÈ ÔÈÅÎ ÂÅÃÏÍÅÓ 

ÈÅÒ ÓÉÓÔÅÒȭÓ ÄÒÅÁÍȠ ÁÎÄ !ÌÉÃÅȭÓ ÒÅÁÌÉÔÙ ÉÔÓÅÌÆȟ ÉÎ ÔÈÅ ÅÎÄȟ ÂÅÃÏÍÅÓ 7ÏÎÄÅÒÌÁÎÄ ɉÓÈÅ 

wakes up aÎÄ ÈÁÓ ÔÏ ÒÕÎ ÂÅÃÁÕÓÅ ÉÔȭÓ ÔÅÁ ÔÉÍÅȟ ÒÅÐÅÁÔÉÎÇ ÁÇÁÉÎ ÔÈÅ ȰÁÌ×ÁÙÓ ÔÅÁ 

ÔÉÍÅȱ ÏÆ ÔÈÅ -ÁÄ (ÁÔÔÅÒ ÁÎÄ ÔÈÅ -ÁÒÃÈ (ÁÒÅɊȢ  Ȱ!ÌÉÃÅȭÓ ÄÒÅÁÍ ÉÓ ÎÏÔ ÏÎÌÙ 

                                                 
26  The extreme case of impossible fictional worlds, as related to the concept of the unnatural, 
will be dealt with in the last chapter.  
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ÉÎÔÒÏÄÕÃÅÄ ÆÏÒ ÉÔÓ Ï×Î ÓÁËÅȟ ÉÔ ÅÖÅÎ ÄÒÁ×Ó 4!7 ɍÔÈÅ ȰÔÅØÔÕÁÌ ÁÃÔÕÁÌ ×ÏÒÌÄȱɎ ÉÎÔÏ 

ÉÔÓ Ï×Î ÏÒÂÉÔȱ ɉρρωɊȢ27  

     The potential recursivity of F-universes also offers a possible model of 

explanation for the famous scene in Through the Looking-Glass in which Alice 

finds the Red King dreaming, and Tweedledum and Tweedledee tell her that he 

is dreaming about her, and that if ÈÅ ÌÅÆÔ ÏÆÆ ÄÏÉÎÇ ÓÏȟ ÓÈÅ ×ÏÕÌÄ ÂÅ ȰÎÏ×ÈÅÒÅȱȟ 

ÂÅÃÁÕÓÅ ÓÈÅ ÉÓ ÏÎÌÙ ȰÁ ÓÏÒÔ ÏÆ ÔÈÉÎÇ ÉÎ ÈÉÓ ÄÒÅÁÍȱ ɉTTLG, 198). As Martin Gardner 

×ÒÉÔÅÓȟ ȰÁÎ ÏÄÄ ÓÏÒÔ ÏÆ ÉÎÆÉÎÉÔÅ ÒÅÇÒÅÓÓ ÉÓ ÉÎÖÏÌÖÅÄ ÈÅÒÅ ÉÎ ÔÈÅ ÐÁÒÁÌÌÅÌ ÄÒÅÁÍÓ ÏÆ 

Alice and the Red King. Alice dreams of the King, who is dreaming of Alice, who 

ÉÓ ÄÒÅÁÍÉÎÇ ÏÆ ÔÈÅ +ÉÎÇȟ ÁÎÄ ÓÏ ÏÎȟ ÌÉËÅ Ô×Ï ÍÉÒÒÏÒÓ ÆÁÃÉÎÇ ÅÁÃÈ ÏÔÈÅÒȱ ɉρωψɊȢ 2ÙÁÎ 

calls this narrative ÄÅÖÉÃÅȟ ÑÕÏÔÉÎÇ (ÏÆÓÔÁÄÔÅÒȟ ȰÁ ÓÔÒÁÎÇÅ ÌÏÏÐȱ ɉρωρɊȠ ÔÈÁÔ ÉÓȟ Á 

vicious circle which prevents us from deciding which character is real or primary. 

 

 

Fig. 16 Kenneth Rougeau, The Red King Sleepingȟ ςππωȢ 2ÏÕÇÅÁÕȭÓ ÄÉÇÉÔÁÌ ÉÍÁÇÅ ÐÅÒÆÅÃÔÌÙ ÐÏÒÔÒÁÙÓ 
ÔÈÅ ȰÓÔÒÁÎÇÅ ÌÏÏÐȱ ÉÎÖÏÌÖÅÄ ÉÎ !ÌÉÃÅȭÓ ÁÎÄ ÔÈÅ +ÉÎÇȭÓ ÍÕÔÕÁÌ ÄÒÅÁÍÉÎÇȢ                

                                                 
27 This phenomenon is also explained by Ryan with the AI concept of the stack: in the standard 
form of the stack, the passages from one level to another are restricted to specific boundaries, 
and the only level which should be left at the end of the text is the ground level; but this order is 
ÓÕÂÖÅÒÔÅÄ ×ÈÅÎ ÁÎ ȰÕÎÃÏÎÄÉÔÉÏÎÁÌȱ ÒÅÃÕÒÓÉÖÅ ÁÃÔ ÉÓ ÐÅÒÆÏÒÍÅÄȟ ÐÒÏÄÕÃÉÎÇ ÁÎ ȰÅÖÅÒ-expanding 
ÓÔÁÃË ÏÆ ÅÎÖÉÒÏÎÍÅÎÔÓ ÆÒÏÍ ×ÈÉÃÈ ÎÏ ÒÅÔÕÒÎ ÉÓ ÐÏÓÓÉÂÌÅȱ ɉρψωɊȢ 
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The recursive logic of this passage, and the general sense of recursive 

representations to be found in the Alices, can also be viewed as an example of the 

circularity that characterises the relation between fictional worlds and the 

cognitive acts of their creation and re-creation. This is the perspective from 

×ÈÉÃÈ ) ÁÍ ÐÒÏÐÏÓÉÎÇ ÔÏ ÉÎÔÅÇÒÁÔÅ ÔÈÅ ÐÏÓÓÉÂÌÅ ×ÏÒÌÄÓȭ ÁÐÐÒÏÁÃÈ to fictions with 

Á ÍÏÒÅ ÃÏÇÎÉÔÉÖÅ ÏÒÉÅÎÔÁÔÉÏÎȢ &ÒÏÍ ÓÕÃÈ Á ÐÅÒÓÐÅÃÔÉÖÅ !ÌÉÃÅȭÓ ÄÒÅÁÍÓȟ ÁÓ ÔÈÅ 

cognitive acts of creation of her fictional adventures, themselves function as a 

narrative depiction of the reciprocity between creation and interpretation. 

AliceȭÓ ÃÏÇÎÉÔÉÖÅ ÁÃÔÓ ÓÅÒÖÅ ÔÏ ÓÔÁÇÅ ÔÈÅ ÉÄÅÁ ÔÈÁÔ 7ÏÎÄÅÒÌÁÎÄ ÁÎÄ ÔÈÅ ,ÏÏËÉÎÇ-

Glass land are narrative worlds per se, and at the same time they are the products 

of her dreaming activity. This dreaming activity itself is represented within those 

fictional world s, enacting the sense in which the cognitive processes of creation 

and re-creation are deeply entangled with fictional worlds themselves.  

     A related problem in the application of possible worlds theory to fictional 

studies emerges when it comes to address the topic of how readers access these 

rich fantastical worlds with their various internal ramifications (including, as just 

said, specific internal rules, wishes, desires, fantasies, and recursive 

mechanisms). The fictional universe is a discursive universe for which the truth 

value of its statements is decided only inside ÔÈÁÔ ÐÁÒÔÉÃÕÌÁÒ ÕÎÉÖÅÒÓÅȡ ȰÆÉÃÔÉÏÎÁÌ 

texts are outside truth-ÖÁÌÕÁÔÉÏÎȡ ÔÈÅÉÒ ÓÅÎÔÅÎÃÅÓ ÁÒÅ ÎÅÉÔÈÅÒ ÔÒÕÅ ÎÏÒ ÆÁÌÓÅȱ 

(Dolezel, 24). The fictional operator (f) delimits the fictional world (Ronen, 38), 

separating its ontology from that of the actual world. However, this poses the 

problem of what link readers can then establish between their own world and 

the world of the text; of what is entailed by the cognitive encounter with a 

fictional world.  Ryan (31-47) addresses this problem by introducing a number 

of accessibility relations between textual actual worlds and the actual world of 

the readers. The characteristics of a fictional world are understood by readers 

through their various dÉÆÆÅÒÅÎÃÅÓ ÆÒÏÍ ÁÎÄ ÓÉÍÉÌÁÒÉÔÉÅÓ ×ÉÔÈ ÔÈÅ ÒÅÁÄÅÒÓȭ ÁÃÔÕÁÌ 

world; differences and similarities, for example, in physical properties, or in 

chronological markers, or even in logical relations. A key concept bearing upon 

accessibility relations is the principle of minimal departure (48-60), which states 

that the mind constructs a possible textual universe by making it as close as 

possible to our actual world, deviating only where there are specific indications 
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in the text to do so. According to this theory, worlds like those of the Alice books 

ÏÎ ÔÈÅ ÃÏÎÔÒÁÒÙ ÁÄÈÅÒÅ ÔÏ Á ȰÐÒÉÎÃÉÐÌÅ ÏÆ maximal ÄÅÐÁÒÔÕÒÅȱ ɉ2ÙÁÎȟ υψɊ ɀ they 

continuously challenge our prefabricated ideas of the actual world (be it 

Victorian or contemporary) and frustrate our attempts to apply actual world 

rules to Wonderland or the Looking-Glass world. 

     This way of conceiving the reader-text relationship, however, is based on a 

ȰÒÅÌÁÔÉÖÅÌÙ ÕÎÐÒÏÂÌÅÍÁÔÉÃ ÖÉÅ× ÏÆ ÔÈÅ ÁÃÔÕÁÌ ×ÏÒÌÄ ÁÓ Á ÓÔÁÂÌÅ ÒÅÆÅÒÅÎÃÅ ×ÏÒÌÄȱ 

(Ronen, 70), since the actual world is anything but a definite and universal 

cognitive certainty.  The principle of minimal departure also highlights a tension 

between the idea that the readers need a previous reality-based experience in 

order to understand a narrative world and the cognitive-related view (see 

Turner, The Literary Mind) of our mental processes as in part already narrative 

in their nature. As Stockwell writes, the possible worlds perspective on literary 

ÔÅØÔÓ ÎÅÅÄÓ ÔÏ ÂÅ ÑÕÁÌÉÆÉÅÄ ÂÙ ÁÎ ÁÐÐÒÏÁÃÈ ÔÈÁÔ ÉÓ ȰÅØÐÌÉÃÉÔÌÙ ÃÏÇÎÉÔÉÖÅ ÉÎ Éts 

ÏÒÉÅÎÔÁÔÉÏÎȱ ɉωφɊȢ  3ÕÃÈ ÁÎ ÉÎÔÅÒÖÅÎÔÉÏÎ ×ÏÕÌÄ ÅÎÁÂÌÅ ÔÈÅ ÁÐÐÒÏÁÃÈ ÔÏ ÂÅ ÁÄÁÐÔÅÄ 

ȰÓÏ ÔÈÁÔ ×Å ÃÁÎ ÓÐÅÁË ÏÆ ÄÉÓÃÏÕÒÓÅ ×ÏÒÌÄÓ ÔÈÁÔ ÃÁÎ ÂÅ ÕÎÄÅÒÓÔÏÏÄ ÁÓ ÄÙÎÁÍÉÃ 

readerly interactions with possible worlds: possible worlds with a narratological 

and cognitive ÄÉÍÅÎÓÉÏÎȱ ɉωσɊȢ !ÃÔÕÁÌÌÙȟ ÔÈÅ ÐÒÉÎÃÉÐÌÅ ÏÆ ÍÉÎÉÍÁÌ ÄÅÐÁÒÔÕÒÅ ÉÔÓÅÌÆ 

can be reinterpreted in a more cognitive fashion, helping in this way to balance 

ÔÈÅ Ȱ×ÏÒÌÄÉÎÅÓÓȱ ÏÆ ÆÉÃÔÉÏÎÁÌ ×ÏÒÌÄÓ ×ÉÔÈ ÔÈÅÉÒ ÃÏÇÎÉÔÉÖÅ ÒÅÃÏÎÓÔÒÕÃÔÉÏÎ ÂÙ 

readers. If the frame of reference of the principle of minimal departure is not 

taken as the actual external ontological world (which is too problematic a 

ÃÏÎÃÅÐÔɊ ÂÕÔ ÒÁÔÈÅÒ ÁÓ ÒÅÁÄÅÒÓȭ ÐÒÅ-existing cognitive parameters, it could be 

appropriated to a cognitive approach, helping to overcome the limitations of 

possible worlds theory.  

     In addition, several other cognitive concepts could be integrated into a 

modified possible worlds theory ɀ concepts such as blending, conceptual 

ÍÅÔÁÐÈÏÒÓ ÁÎÄ ÃÏÇÎÉÔÉÖÅ ÄÅÉØÉÓȢ )Î ÓÐÉÔÅ ÏÆ ÔÈÅ ȰÏÎÔÏÌÏÇÉÃÁÌ ÄÅÎÓÉÔÙȱ ÏÆ ÆÉÃÔÉÏÎÁÌ 

worlds, which makes them existent per se even in the presence of logical 

contradictions, fictional worlds are nonetheless constructions of the imagination, 

ÁÎÄ ÃÁÎȭÔ ÂÅ ÓÅÐÁÒÁÔÅÄ ÆÒÏÍ ÔÈÅ ÃÏÇÎÉÔÉÖÅ ÐÒÏÃÅÓÓÅÓ ÉÎÖÏÌÖÅÄȢ )Î ÔÈÅ ÁÕÔÈÏÒȭÓ 

section of this chapter I argued for the importance of conceptual metaphor 

theory and cognitive theories of creativity for a better understanding of the 
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creation of the virtual narrative worlds; I am now claiming that these theories, 

combined with possible worlds theory, can help make sense of the re-creation of 

ÔÈÅÓÅ ×ÏÒÌÄÓ ÉÎ ÒÅÁÄÅÒÓȭ ÍÉÎÄÓȢ 7ÈÁÔ ÔÈÅ ×ÏÒÌÄ ÏÆ ÔÈÅ ÔÅØÔ ÒÅÁÌÉÓÅÓ ÉÓ ÐÒÅÃÉÓÅÌÙ 

ÔÈÉÓ ÅÎÃÏÕÎÔÅÒ ÂÅÔ×ÅÅÎ ÃÒÅÁÔÉÎÇ ÍÉÎÄÓȟ ÔÈÅ ÁÕÔÈÏÒȭÓ ÁÎÄ ÔÈÅ ÒÅÁÄÅÒÓȭȡ ÔÈÅ 

fictional world is a dynamic landscape across which imaginative processes are 

constantly at play.  Yet possible worlds theory, as Freeman points out,  

 

has no adequate theory of metaphor, no theory that can successfully 

ÁÃÃÏÕÎÔ ÆÏÒ ÔÈÅ ÃÏÎÃÅÐÔÕÁÌÉÓÉÎÇ ÐÏ×ÅÒ ÏÆ ÃÏÇÎÉÔÉÖÅ ÐÒÏÃÅÓÓÅÓ ɉȣɊ ÉÔ 

seems ÔÏ ÈÁÖÅ ÎÏ ×ÁÙ ÏÆ ÄÅÓÃÒÉÂÉÎÇ ɉȣɊ ×ÈÁÔ ÒÏÌÅ ÔÈÅ ÉÍÁÇÉÎÁÔÉÖÅ 

ÐÒÏÃÅÓÓÅÓ ÈÁÖÅ ÏÎ ȬÒÅÁÌȭ ×orld perception.  (275) 

 

One way to reduce this theoretical deficit would be to introduce the concept of 

cognitive deixis, which is the key mechanism of the cognitive recentering 

required by the mental act of accessing a fictional world. Following textual 

indicators, readers immerse themselves in different spatial, temporal, social, 

physical landscapes, adapting their own mental schemata and conceptual frames 

to the ones prÏÐÏÓÅÄ ÂÙ ÔÈÅ ÆÉÃÔÉÏÎÁÌ ÓÅÔÔÉÎÇȢ 4ÈÉÓ ÄÏÅÓÎȭÔ ÍÅÁÎ ÁÔ ÁÌÌ ÔÈÁÔ ÒÅÁÄÅÒÓ 

immerse themselves in a somehow pre-existent and determinate fictional reality. 

The process is a dynamic and reciprocal negotiation between reader and text: 

there is no fixed, pre-existent narrative world, but neither do readers create a 

new reality ex novo. Rather, the act of cognitive deixis allows readers to create in 

their minds a mental model of a story world: a model in which events, persons 

and objects have the relations indicated by the text they are reading, a 

construction of the fictional world in mental space. This process does not result 

in the same construction for all readers:  although cognitive deixis is a universal 

mental process, its working is shaped by the personal, historical and social 

environment of each reader. Immersion in a text involves some standard 

cognitive processes, the features of which are influenced by the individual 

ÃÈÁÒÁÃÔÅÒÉÓÔÉÃÓ ÁÎÄ ÃÏÎÔÅØÔÓ ÏÆ ÒÅÁÄÅÒÓȭ ÍÉÎÄÓȢ 3ÕÃÈ ÁÎ ÁÃÃÏÕÎÔ ÃÈÁÌÌÅÎÇÅÓ 2ÙÁÎȭÓ 

idea of a stable reference world in two ways: firstly, the historical and cultural 

settings of interpretation are relative and context-dependent, providing a 

variable background; and, secondly, this background is itself informed and 
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shaped by the narrative encounter, so that the two realities are interconnected 

and interdependent. The concept of cognitive deixis as a means of recentering is 

also harmonious with the conceptual blending discussed in the previous section. 

The construction of a mental model of the possible world articulated by a fictional 

text is an instance of mental mapping between different frames (the text, and the 

ÒÅÁÄÅÒȭÓ ÃÏÇÎÉÔÉÖÅ ÃÏÎÔÅØÔɊȢ  %ØÔÒÁÐÏÌÁÔÉÎÇ ÓÐÅÃÉÆÉÃ ÒÅÌÁÔÉÏÎÓÈÉÐÓ ÂÅÔ×ÅÅÎ ÔÈÅÓÅ 

spaces creates a new space, the blend. The fictional world is the result of such 

mapping.  

     Such an account of reading is worth testing in the specific context of the Alice 

books, because the cognitive efforts required by the Carrollian narrative worlds 

are challenging and peculiar. Cognitive deixis is informed by the specific nature 

and genre of the fictional indications: if the text reveals itself to be, for instance, 

a ghost story, our mental expectations would be shaped according to our 

knowledge of this particular genre, this particular storyworld logic, that specifies 

what the possible properties of objects are and what relations can exist among 

ÔÈÅÍȱ ɉ3ÅÇÁÌȟ Ȱ! #ÏÇÎÉÔÉÖÅ 0ÈÅÎÏÍÅÎÏÌÏÇÉÃÁÌ 4ÈÅÏÒÙȱȟ χςɊȢ 3ÕÃÈ ÇÅÎÒÅ 

knowledge is situated relative to mental predispositions like our own perception 

of ghost stories, our previous readerly experience with them, our taste, our 

cultural context. But the inner logic of narrative worlds is contingent because 

ȰÔÅØÔÕÁÌ ÇÅÎÒÅÓ ÁÒÅ ÏÆÔÅÎ ÃÈÁÒÁÃÔÅÒÉÓÅÄ ÂÙ ÄÉÓÔÉÎÃÔÉÖÅ ÃÏÎÆÉÇÕÒÁÔÉÏÎÓ ÏÆ ÄÅÉÃÔÉÃ 

ÅÌÅÍÅÎÔÓȱ ɉ(ÁÎËÓȟ ρππɊȢ   

     The first textual clues to genre in the Alice books are the introductory poems 

at the beginning of each, which direct us towards a kind of idyllic fairy tale for 

ÃÈÉÌÄÒÅÎȢ /ÕÒ ÃÏÇÎÉÔÉÖÅ ÅØÐÅÃÔÁÔÉÏÎÓ ÁÒÅ ÐÒÉÍÅÄ ÂÙ ÔÈÅ ÒÏÍÁÎÔÉÃ ÉÄÅÁ ÏÆ Á ȰÄÒÅÁÍ-

child ÍÏÖÉÎÇ ÔÈÒÏÕÇÈ Á ÌÁÎÄ ÏÆ ×ÏÎÄÅÒÓȱ ɉAAIW, 7), and directed by the 

ÁÎÔÉÃÉÐÁÔÏÒÙ ÄÅÓÃÒÉÐÔÉÏÎ ÏÆ ȰÔÈÅ ÌÏÖÅ-ÇÉÆÔ ÏÆ Á ÆÁÉÒÙ ÔÁÌÅȱ ɉTTLG, 139). When we 

start following the white rabbit with Alice we may still be operating under that 

illusion. The first indications pointing towards a different kind of story are the 

nonsense dream-like words Alice starts to repeat while falling down the rabbit 

ÈÏÌÅȟ ÓÕÃÈ ÁÓ ȰÄÏ ÃÁÔÓ ÅÁÔ ÂÁÔÓȩ $Ï ÃÁÔÓ ÅÁÔ ÂÁÔÓȩ $Ï ÂÁÔÓ ÅÁÔ ÃÁÔÓȩȱ ɉρτɊȟ ×ÉÔÈ ÔÈÅÉÒ 

quite grotesque associations. Then we are directed back towards a fairy tale 

scenario when Alice finds the little golden key opening a secret door, and when 

she sees that this door leads to a passage to a wonderful flowery garden. However 
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this expectation is also short-lived, because Alice flouts the traditional laws of 

ÃÈÉÌÄÒÅÎȭÓ ÓÔÏÒÉÅÓ ÂÙ ÄÒÉÎËÉÎÇ ÆÒÏÍ ÔÈÅ ÂÏÔÔÌÅ ÌÁÂÅÌÌÅÄ ȰÄÒÉÎË ÍÅȱȟ ÄÅÓÐÉÔÅ ÁÌÌ ÔÈÅ 

ȰÎÉÃÅ ÌÉÔÔÌÅ ÓÔÏÒÉÅÓ ÁÂÏÕÔ ÃÈÉÌÄÒÅÎ ×ÈÏ ÈÁÄ ÇÏÔ ÂÕÒÎÔȟ ÁÎÄ ÅÁÔÅÎ ÕÐ ÂÙ ×ÉÌÄ ÂÅÁÓÔÓȟ 

ÁÎÄ ÏÔÈÅÒ ÕÎÐÌÅÁÓÁÎÔ ÔÈÉÎÇÓȱ (17) due to their irresponsible curiosity. This 

passage introduces one of the few constant features of the Alice books, their lack 

of morality and parodic attitude towards traditional Victorian stories for 

children. This feature, regularly reinforced by parodies of well-known moral 

poems, indeed functions as a deictic indication of genre, and in part guides our 

understanding of the text.  

     As Segal argues with reÓÐÅÃÔ ÔÏ ÆÉÃÔÉÏÎÓ ÉÎ ÇÅÎÅÒÁÌȟ ȰÔhe deictic center does not 

remain static within the story, but shifts as the story unfolÄÓȱ ɉȰ.ÁÒÒÁÔÉÖÅ 

#ÏÍÐÒÅÈÅÎÓÉÏÎȱȟ ρφɊȟ ÂÕÔ ÏÂÖÉÏÕÓÌÙ ÔÈÅ ÍÏÒÅ ÃÏÇÎÉÔÉÖÅ ÓÈÉÆÔÓ Á ÔÅØÔ ÏÂÌÉÇÅÓ 

readers to make, the more cognitively challenging and elusive the story will be. 

The complexity of the Alice books substantially concerns this difficulty in 

understanding what we are dealing with exactly: in following the two stories, we 

have to continuously change the framework of the mental model we are 

constructing as the cognitive space for these Carrollian worlds. We encounter 

pseudo-scientific speculations which lead us to think that Carroll is using fiction 

to probe new intriguing branches of exact sciences; and linguistic games that 

have prompted many philosophers to interpret the Alice books as logical 

playgrounds. Nonsense itself, while it is a constant feature of the two stories, is a 

difficult genre to grasp in a definite, univocal way.28 Multiple possible genres and 

types of story jostle with each other within the Carrollian fictional worlds; 

ÍÏÒÅÏÖÅÒȟ ÁÔ ÔÈÅ ÅÎÄ ÏÆ ÂÏÔÈ ÔÅØÔÓ ×Å ÄÉÓÃÏÖÅÒ ÔÈÁÔ !ÌÉÃÅȭÓ ÅØÐÅÒience has been a 

dream, revealing them to also be investigations into the mental processes of 

dreaming.  

     A cognitive version of the principle of minimal departure can help account for 

ÈÏ× ×Å ÍÁÎÁÇÅ ÔÈÅ ÐÅÒÐÌÅØÉÔÉÅÓ ÏÆ ÔÈÉÓ ÓÉÔÕÁÔÉÏÎȢ !ÌÉÃÅȭÓ ÆÉÃÔÉÏÎÁÌ worlds depart 

from our cognitive expectations in multiple ways, including their generic 

instability, and in doing so they put readers in a perpetual state of cognitive 

uncertainty. Our cognitive relation to the story world is a vexed one, confounded 

                                                 
28 In my final chapter I introduce the category of the unnatural as another way to approach the 
nonsense genre.  
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by the deceptive and contradictory indications of the texts. This confusion 

persists even to the conclusive poem at the end of Through the Looking-Glass, 

which takes us back to a romantic scenario of melancholic nostalgia, making us 

question once more the genre and the meaning of what we have just read.  

     Since readers use their previous knowledge to understand stories, the 

differences between a Victorian reader, a contemporary reader, an adult reader 

and a child reader are significant, and imply very different kinds of immersion in 

the textual worlds of the Alice books. Our own interest, age and historical context 

guide the cognitive representation we create of the Alice books, compounding the 

proliferation of possible interpretations they generate as literary works. As 

Douglas-Fairhurst points out, whether Carroll presents an imaginary land  

 

ÁÓ ÂÏÒÄÅÒÌÅÓÓ ÁÓ 7ÏÎÄÅÒÌÁÎÄ ɍȣɎ ÏÒ ÁÓ ÓÔÒÉÃÔÌÙ ÏÒÄÅÒÅÄ ÁÓ ,ÏÏËÉÎÇ-Glass 

,ÁÎÄ ɍȣȢɎ ÉÎ ÅÉÔÈÅÒ ÃÁÓÅȟ ×ÈÅÎ ×Å ÅØÐÌÏÒÅ ÔÈÅÍ ÉÎ ÏÕÒ ÈÅÁÄÓ ÎÏ Ô×Ï 

readers will imagine exactly the same place; instead we are invited to 

construct our own mental maps as we move from page to page. (36) 

 

Carroll plays with the range of possible cognitive expectations, destabilizing 

them and proposing new conceptual metaphors; the Alice books stage an 

encounter between different minds not only in their representations of various 

kinds of mental functioning,29 nor in the more general sense of the encounters 

between author, character and reader that provide the theoretical structure of 

my approach, but also in the juxtaposition of different types of cognitive 

representation they elicit from readers.  

 

σȢς 4ÈÅ 6ÉÓÕÁÌ !ÓÐÅÃÔÓ ÏÆ !ÌÉÃÅȭÓ 7ÏÒÌÄÓ  

 

The cognitive and imaginative effort required by the Alice books is not limited to 

our re-centering in different narrative spaces. The construction of these worlds 

also presents a distinctive challenge to our visual-related cognitive mechanisms. 

                                                 
29 By which I mean not only the mechanisms of curiosity and dreaming explored in the 
character section of this chapter, but also the memory-related processes and abnormal mental 
functioning to be considered in subsequent chapters. 
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%ÌÁÉÎÅ 3ÃÁÒÒÙȭÓ ÅÎÌÉÇÈÔÅÎÉÎÇ Dreaming by the Book, declares the goal of analysing 

and explaining the mental processeÓ ÂÏÏËÓ ÅÌÉÃÉÔȟ ÉÎ ÏÒÄÅÒ ÔÏ ÕÎÄÅÒÓÔÁÎÄ ÈÏ× ȰÉÎ 

the verbal arts images somehow do ÁÃÑÕÉÒÅ ÔÈÅ ÖÉÖÁÃÉÔÙ ÏÆ ÐÅÒÃÅÐÔÕÁÌ ÏÂÊÅÃÔÓȱ 

(5). Some of the concepts she introduces are helpful in considering the types of 

imaginative construction we activate in order to grasp certain specific passages 

ÂÙ #ÁÒÒÏÌÌȢ 3ÃÁÒÒÙȭÓ ÃÏÎÃÅÐÔÓ ÁÒÅ ÅÖÏÃÁÔÉÖÅ ÒÁÔÈÅÒ ÔÈÁÎ ÓÃÉÅÎÔÉÆÉÃÁÌÌÙ ÒÉÇÏÒÏÕÓȟ ÂÕÔ 

ÔÈÅÉÒ ÄÅÅÐ ÁÅÓÔÈÅÔÉÃ ÉÎÔÕÉÔÉÏÎÓ ÏÆÆÅÒ ȰÁ ÔÒÕÌÙ ÒÅÖÅÁÌÉÎÇ ÐÈÅÎÏÍÅnology of 

ÉÍÁÇÉÎÁÔÉÏÎȱ ɉ"ÁËÅÒɊȟ and will help us to better fathom the imaginative tissue of 

!ÌÉÃÅȭÓ ×ÏÒÌÄÓȢ  

 

 

 

Fig. 17 John Tenniel, 
illustration for Through 
the Looking-Glass, 1871. 
4ÅÎÎÉÅÌȭÓ ÐÉÃÔÕÒÅ 
perfectly captures the 
initiating power of 
movement of the 
sparkling 
candles/fireworks.  
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     To begin at the end, with the final feast from the last chapters of Through the 

Looking-Glass, we find an example of what Scarry callÓ ȰÒÁÄÉÁÎÔ ÉÇÎÉÔÉÏÎȱ ɉχχ-88).  

One of the effects writers can achieve through description is to evoke moving 

pictures in our minds, and among the means by which they do so is the evocation 

of shimmering lights, which Scarry shows to be a class of images frequently 

exploited by poets and writers in the creation of moving scenes (79-85). A sense 

ÏÆ ÍÏÔÉÏÎ ÉÓ ÃÒÅÁÔÅÄ ÉÎ ÒÅÁÄÅÒÓȭ ÍÉÎÄÓ ÂÙ ÔÈÅ ÄÅÓÃÒÉÐÔÉÏÎ ÏÆ ÆÌÁÓÈÉÎÇ ÌÉÇÈÔÓȟ ÔÈÅ 

idea of something moving in the space being compared to the movements of a 

point of light. The final scene of Through the Looking-Glass is one of the most vivid 

in the Alice books, and infused with movement. The motion is first initiated, in 

the book as well as in our re-ÃÒÅÁÔÉÖÅ ÉÍÁÇÉÎÁÔÉÏÎȟ ÂÙ ÔÈÅ ÃÁÎÄÌÅÓȟ ×ÈÉÃÈ ȰÁÌÌ ÇÒÅ× 

up to the ceilÉÎÇȟ ÌÏÏËÉÎÇ ÓÏÍÅÔÈÉÎÇ ÌÉËÅ Á ÂÅÄ ÏÆ ÒÕÓÈÅÓ ×ÉÔÈ ÆÉÒÅ×ÏÒËÓ ÁÔ ÔÈÅ ÔÏÐȱ 

(278): this idea of a group of brilliant things shooting upwards is a catalyst that 

makes all the creatures and objects in the scene begin to move crazily around 

Alice. So the bottles, with plates as wings and forks as legs, turn into bird-like 

creatures fluttering around, and all the characters present at the feast start to 

undergo similar metamorphoses. This highly dynamic situation terminates with 

a final movement, Alice shaking the Red Queen, who has turned into a doll, which 

leads to the end of the dream: Alice wakes up to find herself shaking the black 

kitten.   

 In this way, Carroll employs two different devices at the same time to 

ÓÔÉÍÕÌÁÔÅ ÒÅÁÄÅÒÓȭ ÉÍÁÇÉÎÁÔÉÏÎ ÏÆ ÔÈÅ ÃÈÁÒÁÃÔÅÒÓȭ ÍÏÖÅÍÅÎÔÓȡ ÎÏÔ ÏÎÌÙ ȰÒÁÄÉÁÎÔ 

ÉÇÎÉÔÉÏÎȱ ÂÕÔ ÁÌÓÏ ÔÈÅ ÄÅÖÉÃÅ ÏÆ ÁÄÄÉÔÉÏÎ ÁÎÄ ÓÕÂÔÒÁÃÔÉÏÎ ɉ3ÃÁÒÒÙȟ ρππ-110). If the 

feast gains dynamic power from the flashing candles moving towards the ceiling, 

ÔÈÅ ÓÃÅÎÅȭÓ ÁÃÔÉÖÅȟ ÃÈÁÏÔÉÃ ÖÉÔÁÌÉÔÙ ÉÓ ÓÕÓÔÁÉÎÅÄ ÂÙ ÔÈÅ ÃÏÎÔÉÎuous substitution of 

one thing for another: we are invited to imagine a certain object or character (the 

Red Queen, the pudding, the White Queen) and then replace it with something 

else as it metamorphosizes, creating in this way a constant sense of movement. 

This practice of subtraction and addition linked to the metamorphosis of 

creatures is a device Carroll frequently uses, especially in the Looking-Glass 

world, to generate a constant flow of movement from one creature to another, 

and from one scene or situation to another. Examples would include the White 

Queen turning into the Sheep, or the transformation of the needles the Sheep is 
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ÕÓÉÎÇ ÉÎÔÏ ÏÁÒÓȟ ÏÒ ÔÈÅ ÅÇÇ !ÌÉÃÅ ÂÕÙÓ ÁÔ ÔÈÅ 3ÈÅÅÐȭÓ ÓÈÏÐ ÔÕÒÎÉÎÇ ÉÎÔÏ (ÕÍÐÔÙ-

Dumpty.  

     4ÈÅ ÓÁÍÅ ÃÈÁÐÔÅÒ ɉȰ7ÏÏÌ ÁÎÄ 7ÁÔÅÒȱɊ ÆÕÒÎÉÓÈÅÓ ÁÎ ÅØÁÍÐÌÅ ÏÆ ×ÈÁÔ 3ÃÁÒÒÙ 

ÃÁÌÌÓ ȰÒÁÒÉÔÙȱȟ ÔÈÅ ÅÖÏÃÁÔÉÏÎ ÏÆ ÍÏÖÅÍÅÎÔ ÂÙ ÉÍÁÇÉÎÉÎÇ ÁÉÒÙȟ ÔÉÓÓÕÅ-like objects. 

3ÃÁÒÒÙ ÓÔÁÔÅÓȟ ȰÆÉÌÍÙ ÏÂÊÅÃÔÓ ɀ hair, paper, light cloth, flower petals, butterflies 

(petals in motion) ɀ continually move about in ÔÈÅ ÍÉÎÄ ÁÌÍÏÓÔ ×ÉÔÈÏÕÔ ÅÆÆÏÒÔȱ 

(91). Indeed, the main feature of this chapter from the second of the Alice books 

ÉÓ ÐÒÅÃÉÓÅÌÙ ÓÕÃÈ ÁÉÒÙȟ ÁÌÍÏÓÔ ÉÎÓÕÂÓÔÁÎÔÉÁÌ ÍÏÔÉÏÎȡ ȰÔÈÉÎÇÓ ÆÌÏ× ÁÂÏÕÔ ÓÏ ÈÅÒÅȦȱ 

(211), exclaims a puzzled Alice. All the things on the shopȭÓ ÓÈÅÌÖÅÓ ÅÌÕÄÅ !ÌÉÃÅȭÓ 

efforts to grasp them: the stability of the shelves contrasts with the ephemerality 

ÏÆ ÔÈÅ ÏÂÊÅÃÔÓ ÏÎ ÔÈÅÍȟ ÁÎÃÈÏÒÉÎÇ ÔÈÉÓ ÉÄÅÁ ÏÆ Á ÓÌÉÐÐÅÒÙ ÍÏÖÅÍÅÎÔ ÉÎ ÒÅÁÄÅÒÓȭ 

minds. The same thing happens with the beautiful rushes Alice tries to catch: as 

soon as she reaches some of them, other, more beautiful rushes appear further 

Á×ÁÙȢ -ÏÒÅÏÖÅÒȟ ÔÈÅ ÏÎÅÓ ÓÈÅ ÍÁÎÁÇÅÓ ÔÏ ÃÏÌÌÅÃÔȟ ȰÂÅÉÎÇ ÄÒÅÁÍ-rushes, melted 

Á×ÁÙ ÁÌÍÏÓÔ ÌÉËÅ ÓÎÏ×ȟ ÁÓ ÔÈÅÙ ÌÁÙ ÉÎ ÈÅÁÐÓ ÁÔ ÈÅÒ ÆÅÅÔȱ ɉςρυɊȢ 3ÃÁÒÒÙ ÎÏÔÅÓȟ Ȱ×Å 

have sÅÅÎ ÔÈÁÔ ÏÂÊÅÃÔÓ ×ÉÔÈ ÒÁÒÉÔÙ ÅÁÓÉÌÙ ÆÌÏÁÔ ÏÒ ÄÒÉÆÔȱ ɉωψɊȟ ÁÎÄ ÂÙ ÃÏÍÐÁÒÉÎÇ ÔÈÅ 

rushes to melting snow, Carroll gives to solid things the ethereal and elusive 

quality of a dream fading away.  

     #ÁÒÒÏÌÌȭÓ ÐÒÏÍÉÎÅÎÔ ÄÅÐÉÃÔÉÏÎ ÏÆ ÆÌÏÁÔÉÎÇ ÁÎÄ ÅÐÈÅÍÅÒÁÌ ÅÌÅÍents is linked to 

the goal of representing the slippery and unformed nature of memories. The 

ÃÈÁÐÔÅÒȭÓ ÔÉÔÌÅȟ Ȱ7ÏÏÌ ÁÎÄ 7ÁÔÅÒȱȟ ÒÅÆÅÒÓ ÔÏ Ô×Ï ÁÍÏÒÐÈÏÕÓȟ ÓÈÁÐÅÌÅÓÓ ÍÁÔÅÒÉÁÌÓȟ 

evoking the peculiar essence of memory. The White Queen, who explains to Alice 

the advantages of living backwards (206-207), becomes the Sheep, wearing a 

pair of big spectacles, so as to see better through the mist of time, and working 

with countless needles in an effort to give shape to the wool, as if trying to mould 

nebulous remembrances. When Alice and the Sheep find themselves in another 

ÓÈÁÐÅÌÅÓÓ ÅÌÅÍÅÎÔȟ ×ÁÔÅÒȟ !ÌÉÃÅ ÎÏÔÉÃÅÓ ÔÈÁÔ ÔÈÅÒÅ ÉÓ ȰÓÏÍÅÔÈÉÎÇ ÑÕÅÅÒ ÁÂÏÕÔ ÔÈÅ 

×ÁÔÅÒȱ ɉςρςɊȟ ÉÎ ×ÈÉÃÈ ÈÅÒ ÏÁÒÓ ÁÒÅ ÃÏÎÔÉÎÕÁÌÌÙ ÇÅÔÔÉÎÇ ÃÁÕÇÈÔȟ ÌÉËÅ ÔÈÅ ÍÉÎÄ 

indulging obsessively in distant memories. Alice picks the dream rushes, but the 

most beautiful ones are always out of reach, like nostalgic memories of a distant 

ÐÁÓÔȠ ÁÎÄ ÔÈÅ ÏÎÅÓ ÓÈÅ ÄÏÅÓ ÐÉÃË ÉÍÍÅÄÉÁÔÅÌÙ ÂÅÇÉÎ ȰÔÏ ÆÁÄÅȟ ÁÎÄ ÔÏ ÌÏÓÅ ÁÌÌ ÔÈÅÉÒ 

ÓÃÅÎÔ ÁÎÄ ÂÅÁÕÔÙȱ ɉςρυɊȢ (Ï×ÅÖÅÒȟ !ÌÉÃÅ ÄÏÅÓÎȭÔ Çive too much attention to the 

fading of (we assume) her childhood memories, or to the fact that what her 
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memory does catch ceases to be interesting or beautiful, because she is already 

ÔÏÏ ÁÂÓÏÒÂÅÄ ÉÎ ÓÅÅÉÎÇ ×ÈÁÔ ×ÉÌÌ ÈÁÐÐÅÎ ÔÏ ÈÅÒ ÎÅØÔȡ Ȱ!ÌÉÃÅ ÈÁÒÄÌÙ ÎÏÔÉced this, 

ÔÈÅÒÅ ×ÅÒÅ ÓÏ ÍÁÎÙ ÏÔÈÅÒ ÃÕÒÉÏÕÓ ÔÈÉÎÇÓ ÔÏ ÔÈÉÎË ÁÂÏÕÔȱ ɉςρυɊȢ 4ÈÅ ÔÏÐÉÃ ÏÆ ÌÏÓÉÎÇ 

ÃÈÉÌÄÈÏÏÄȟ ÏÆ ÇÒÏ×ÉÎÇ ÕÐȟ ÏÆ #ÁÒÒÏÌÌ ÁÎÄ !ÌÉÃÅ ÂÅÉÎÇ ȰÈÁÌÆ Á ÌÉÆÅ ÁÓÕÎÄÅÒȱ ɉρσωɊ 

and of Alice forgetting about her former friend, is an obsessive motif in Through 

the Looking-Glassȟ ÂÕÔ ÉÔ ÉÓ #ÁÒÒÏÌÌȭÓ ÏÂÓÅÓÓÉÏÎȟ ÎÏÔ !ÌÉÃÅȭÓȢ30 #ÁÒÒÏÌÌȭÓ ÕÓÅ ÏÆ 

rarified, airy objects in this chapter not only functions to evoke mental images of 

movement, but reciprocally becomes a thematic representation of the poignant 

and peculiar nature of memory.  

     Scarry points out also how mental images evoked by books can be additionally 

ÍÁÎÉÐÕÌÁÔÅÄ ÂÙ ȰÓÔÒÅÔÃÈÉÎÇȟ ÆÏÌÄÉÎÇȟ ÔÉÌÔÉÎÇȱ ɉρρρɊȠ ÓÈÅ ÄÅÓÃÒÉÂÅÓ ÔÈÅ ÐÒÏÃÅÓÓ ÏÆ  

 

stretching the picture, as though the image itself were a small piece of 

cloth or transparent tissue with a picture imprinted on it that we can 

elongate by holding it firm at the bottom and tugging gently at the top, 

or widen by pulling at the lateral edges. (111)   

 

It is apparent how this description is particularly apt in relation to Alice in 

Wonderlandȡ !ÌÉÃÅȭÓ ÃÏÎÔÉÎÕÏÕÓ ÃÈÁÎÇÅÓ ÏÆ ÓÉÚÅ ÏÂÌÉÇÅ ÕÓ ÔÏ ÖÉÓÕÁÌÉÚÅ ÈÅÒ 

stretching and enlarging, and then shrinking and folding in relation to her 

surroundings. Following the textual cues, we do in our minds what Tenniel makes 

!ÌÉÃÅ ÄÏ ÉÎ ÈÉÓ ÉÌÌÕÓÔÒÁÔÉÏÎÓȟ ÁÎÄ 3ÃÁÒÒÙȭÓ ÃÏÎÃÅÐÔ ÈÉÇÈÌÉÇÈÔÓ ÏÎÃÅ ÁÇÁÉÎ ÔÈÁÔ !ÌÉÃÅ 

is a papery creation, whom writer and readers can manipulate at their own will: 

Ȱ×Å ÃÁÎ ÆÌÕÔÔÅÒ ÏÒ ÓÈÁËÅ ɍÍÅÎÔÁÌ ÉÍÁÇÅÓɎ ÅÖÅÎ ÍÏÒÅ ÅÁÓÉÌÙ ÔÈÁÎ ×Å ÃÁÎ ÏÐÅÒÁ 

scenery, if we can only remind ourselves of their papery two-dimensionality and 

not be misled by the solidity of their real-×ÏÒÌÄ ÅÑÕÉÖÁÌÅÎÔÓȱ ɉ3ÃÁÒÒÙȟ ρσχɊȢ !ÌÉÃÅ 

,ÉÄÄÅÌÌ ÍÉÇÈÔ ÂÅ ÏÕÔ ÏÆ #ÁÒÒÏÌÌȭÓ ÅÆÆÅÃÔÉÖÅ ÒÅÁÃÈȟ ÂÕÔ ÔÈÅ ÌÉÔÅÒÁÒÙ !ÌÉÃÅ ÉÓ Á ÃÌÏÔÈ-

like, easily moulded creature, whom both author and reader can model in their 

minds.31 

                                                 
30 The same division of attention recurs with the White Knight, who tries to keep Alice with him 
ÆÏÒ Á ÌÉÔÔÌÅ ÍÏÒÅ ÔÉÍÅȟ ÅÖÅÎ ÁÓ ÓÈÅ ÈÁÓ ÁÌÒÅÁÄÙ ȰÔÕÒÎÅÄ ×ÉÔÈ ÁÎ ÅÁÇÅÒ ÌÏÏËȱ ɉςυωɊ ÉÎ ÁÎÏÔÈÅÒ 
direction.  
 
31 )Ô ÉÓ #ÁÒÒÏÌÌȭÓ Ï×Î ÉÍÁÇÉÎÁÔÉÏÎ ÔÈÁÔ ÍÁËÅÓ ÅÖÅÎ ÔÈÅ ÐÁÐÅÒÙ !ÌÉÃÅ ÅÌÕÄÅ ÈÉÓ Ï×Î ÃÏÎÔÒÏÌȟ ÅÖÅÒ 
eager to go ahead, to end the story, and escape from its pages.  
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Fig. 18 Lewis Carroll, Illustration for !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ 5ÎÄÅÒÇÒÏÕÎÄ, 1864.This is one of the 
original illustrations made by Carroll himself for the first manuscript of !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ 
Underground. This Alice has the same dark and intense eyes as Alice Liddell, the same charming 
and somehow disturbing expression. Carroll draws her as she is growing in size, expanding to the 
limits of the page, trying to escape the uncomfortable status of a paper doll.  
 
 

     4ÈÅ ÌÁÓÔ ÈÉÎÔ ) ×ÏÕÌÄ ÌÉËÅ ÔÏ ÄÒÁ× ÆÒÏÍ 3ÃÁÒÒÙȭÓ ÂÏÏË ÉÓ ×ÈÁÔ ÓÈÅ ÃÁÌÌÓ ÔÈÅ 

ȰÆÌÏÒÁÌ ÓÕÐÐÏÓÉÔÉÏÎȱ ɉρυψɊȢ 3ÈÅ ÅØÐÌÁins in detail that imagining flowers is one of 

the easiest creative processes (40-71), and therefore that many writers use 

flowers in their descriptions, as actual elements in the scene, or as comparative 

figures or metaphors. Carroll uses flowers in the cÈÁÐÔÅÒ Ȱ4ÈÅ 'ÁÒÄÅÎ ÏÆ ,ÉÖÅ 

&ÌÏ×ÅÒÓȱ ɉ×ÈÉÃÈ ÉÓ ÁÌÓÏ Á ÐÁÒÏÄÙ ÏÆ ÔÈÅ ÓÐÅÁËÉÎÇ ÆÌÏ×ÅÒÓ ÉÎ 4ÅÎÎÙÓÏÎȭÓ Maud). 

The flowers here use their own cognitive frame of reference to understand what 

Alice is, picturing her as also a flower. According to Scarry this is also the easiest 

way the mind has to create and compose images (158-ρωςɊȟ ÔÈÁÔ ȰÆÌÏ×ÅÒÓ ÁÒÅ Á 

ÒÅÈÅÁÒÓÁÌ ÆÏÒ ÐÅÒÃÅÐÔÉÏÎȱ ɉρχωɊȢ !Ó ÓÕÃÈȟ ÔÈÅÙ ÁÒÅ ÎÏÔ ÏÎÌÙ ÁÎ ÅÆÆÅÃÔÉÖÅ ÅÌÅÍÅÎÔ 

of a composition, they also represent an aspect of the compositional process 

itself. On the one hand, the living flowers in the Looking-Glass garden picture 

Alice as a flower because cognition involves bringing objects into relation with 

our own frame of reference; on the other hand they do so as a symbol of the act 

of imagining itself, ÁÎÄ ÉÔÓ ÆÏÃÕÓ ÕÐÏÎ ÔÈÅ ÈÅÒÏÉÎÅ ÏÆ ÔÈÅ ÂÏÏËȢ !ÌÉÃÅȭÓ ÐÅÔÁÌÓ ÁÒÅ 

ȰÔÕÍÂÌÅÄ ÁÂÏÕÔȱȟ ÂÅÃÁÕÓÅ ÓÈÅȭÓ ȰÂÅÇÉÎÎÉÎÇ ÔÏ ÆÁÄÅȟ ÙÏÕ ËÎÏ× ɀ ÁÎÄ ÔÈÅÎ ÏÎÅ ÃÁÎȭÔ 
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ÈÅÌÐ ÏÎÅȭÓ ÐÅÔÁÌÓ ÇÅÔÔÉÎÇ Á ÌÉÔÔÌÅ ÕÎÔÉÄÙȱ ɉρφωɊȢ !ÌÉÃÅȭÓ ÔÒÕÅ ÎÁÔÕÒÅȟ ÉÎ #ÁÒÒÏÌÌȭÓ 

image of her, is thus revealed: she is a fading flower that even imagination begins 

to find difficult to keep fresh.  

 

 

            

 The virtual realities with which readers engage in the Alice books, then, can be 

understood on several levels. The application of possible worlds theory to 

fictions has a particular kind of purchase upon the worlds Alice discovers in 

Wonderland and through the looking-glass. But a more cognitively oriented 

perspective on literary worlds can better account for the relationship between 

ÒÅÁÄÅÒÓȭ ÍÉÎÄÓ ÁÎÄ ÔÈÅ ÔÅØÔÓ ÏÆ ÔÈÅ Alice books, especially with respect to 

Fig. 19 Sousou, from the 
Alice in Wonderland series, 
2010. This illustration is a 
particularly appropriate 
representation of the 
merging of human and 
flowery frames of reference. 
Alice does look like a 
flower, with her gown 
resembling a corolla of 
petals and her hair flowing 
about like leaves, while the 
rose has a human face, with 
dew drops becoming tears.  
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concepts of recursivity, their challenge to the principle of minimal departure, and 

ÃÏÇÎÉÔÉÖÅ ÄÅÉØÉÓȢ &ÉÎÁÌÌÙȟ ÐÒÏÍÐÔÅÄ ÂÙ 3ÃÁÒÒÙȭÓ ÓÕÇÇÅÓÔÉÏÎÓ ÉÎ Dreaming by the 

Book, we can give some specificity to the work our imagination has to do in order 

to recreate the visual aspects ÏÆ #ÁÒÒÏÌÌȭÓ ÆÉÃÔÉÏÎÁÌ ×ÏÒÌÄÓ.



  

  CHAPTER 3: MIRRORED ALICE 

 

 

 

Fig. 20 Laura Barrett, illustration celebrating the 150th anniversary of Alice in Wonderland, 
2015.  This image captures the moment in which Alice is moving towards the mirror, with the 
infinite spiral suggesting her captivated involvement in the experience, and the black and white 
ÐÁÔÔÅÒÎ ÁÎÔÉÃÉÐÁÔÉÎÇ ÔÈÅ ×ÏÒÌÄ ÏÆ ÃÈÅÓÓ ÓÈÅȭÓ ÇÏÉÎÇ ÔÏ ÆÉÎÄ ÏÎ ÔÈÅ ÏÔÈÅÒ ÓÉÄÅ ÏÆ ÔÈÅ ÍÉÒÒÏÒȢ 
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For this curious child was very fond of pretending to be two 
 people.  
(AAIW, 18)  

 

'ÅÏÒÇÅ -ÁÃ$ÏÎÁÌÄȟ ×ÈÏ ×ÁÓ #ÁÒÒÏÌÌȭÓ ÆÒÉÅÎÄ ÁÎÄ ×ÈÏ ÐÏÐÕÌÁÔÅÄ ÈÉÓ ÎÏÖÅÌÓ ×ÉÔÈ 

ÍÉÒÒÏÒÓ ÔÏÏȟ ÇÉÖÅÓ ÔÈÉÓ ÆÁÍÏÕÓ ÄÅÆÉÎÉÔÉÏÎ ÏÆ ÍÉÒÒÏÒÓȭ ÍÙÓÔÅÒÉÏÕÓ ÐÏ×ÅÒȡ  

what a strange thing a mirror is! And what a wondrous affinity exists 

ÂÅÔ×ÅÅÎ ÉÔ ÁÎÄ Á ÍÁÎȭÓ ÉÍÁÇÉÎÁÔÉÏÎȦ For this room of mine, as I behold it 

in the glass, is the same, and yet not the same. It is not the mere 

representation of the room I live in, but it looks just as if I were reading 

ÁÂÏÕÔ ÉÔ ÉÎ Á ÓÔÏÒÙ ) ÌÉËÅȢ ɉȣɊ 4ÈÅ ÍÉÒÒÏÒ ÈÁÓ ÌÉÆÔÅÄ ÉÔ ÏÕÔ ÏÆ ÔÈÅ ÒÅÇÉÏn of 

fact into the realm of art. (MacDonald, Phantastes, 98)  

-ÁÃ$ÏÎÁÌÄȭÓ ÄÅÓÃÒÉÐÔÉÏÎ ÏÆ ÔÈÅ ÆÁÓÃÉÎÁÔÉÎÇ ÆÅÁÔÕÒÅÓ ÏÆ ÔÈÅ ÍÉÒÒÏÒȟ ÆÅÁÔÕÒÅÓ 

which makes it a symbol of the re-creative acts of writing and imagining, is 

particularly significant in relation to t he perspective I adopt in this second 

chapter. I explore here the mirror-related mechanisms represented and implied 

in the Alice books, and invoke the conceptual metaphor of the mirror to explain 

and illuminate some of their narrative aspects. The fil rouge of the chapter 

consists of the various symbolic implications of the concept of the mirror, as 

related to the mind and the image of the mind. The powerful symbol of the 

mirror features in the Alices ÉÎ Á ÎÕÍÂÅÒ ÏÆ ÄÉÆÆÅÒÅÎÔ ×ÁÙÓȟ ÉÎÃÌÕÄÉÎÇ ÔÈÅ ÂÏÏËÓȭ 

narrative construction, their overarching metaphors, and the kinds of mental 

reaction they stimulate in their readers. The complex interconnection between 

reading and re-imagining is explored in the readers section using the mirror 

metaphor in the way MacDonalÄȭÓ ÑÕÏÔÅ ÓÕÇÇÅÓÔÓȢ #ÁÒÒÏÌÌȭÓ Ï×Î ÏÂÓÅÓÓÉÏÎ ×ÉÔÈ 

mirrors and reversals offers a point of departure from which to develop the 

conceptual ramifications of the mirror motif, among which are the mise en 

abyme, the cognitive significance of duplication-related processes, double-

embedded narratives, mirror neurons, Theory of Mind (ToM), and meta-

representational capabilities. 
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1)   ȰThe More Head-Downwards I Am, the More I Keep Inventing New 

4ÈÉÎÇÓȱȡ 4ÈÅ !ÕÔÈÏÒ   

 

 

In this section focused upon the author I want to foreground some peculiar uses 

Carroll made of mirror-related narrative devices, as well as the high degree of 

symbolic importance he attached to mirror figures in his construction of the 

Alice books. The section follows an expanding theoretical path, starting with 

#ÁÒÒÏÌÌȭÓ ÆÉÒÓÔ ÉÎÔÒÏÄÕÃÔÉÏÎ ÏÆ ÔÈÅ ÃÏÎÃÅÐÔÕÁÌ ÆÕÎÃÔÉÏÎ ÏÆ ÔÈÅ ÍÉÒÒÏÒȟ ÉȢÅȢ ÈÉÓ ÕÓÅ ÏÆ 

the mise en abyme in !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄ, and then going on to 

show the pervading role it has in ÒÅÌÁÔÉÏÎ ÔÏ #ÁÒÒÏÌÌȭÓ ÎÏÎÓÅÎÓÅ ×ÒÉÔÉÎÇ ÆÒÏÍ Á 

broader perspective.   

 

Fig. 21 John Tenniel, illustration for Through the Looking-Glass, 1871. The White Knight, one of the 
possible alter-egos Carroll inserted in the Alices, is the clumsy, slightly mad inventor, who spends 
more time turned upside down than standing. This image also shows another reversal: the 
conceptual inversion of the typical Pre-Raphaelite painting of the knight saving the damsel in 
distress: here is the little Alice who is helping the knight to get out of a ditch.  
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     #ÁÒÒÏÌÌȭÓ ÉÎÔÅÒÅÓÔ ÉÎ ÍÉÒÒÏÒÓ ÓÈÏÕÌÄ ÂÅ ÓÉÔÕÁÔÅÄ ÉÎ ÔÈÅ ÃÕÌÔÕÒÁÌ ÃÏÎÔÅØÔ ÏÆ ÔÈÅ 

6ÉÃÔÏÒÉÁÎ !ÇÅȟ ÔÈÁÔ ÃÒÉÔÉÃ )ÓÏÂÅÌ !ÒÍÓÔÒÏÎÇ ÄÅÆÉÎÅÓ ÁÓ ȰÁ ÇÌÁÓÓ ÃÕÌÔÕÒÅȱ ɉÓÅÅ 

Victorian Glassworlds: Glass Culture and the Imagination 1830-1880) and which 

was characterised by the exploitation of mirror and glass-related motifs in all 

the diverse fields of culture, with the glass fountain in the Crystal Palace 

epitomizing this pervasive importance. Armstrong gives a compelling list of 

ÃÕÌÔÕÒÁÌ ÅÌÅÍÅÎÔÓ ÉÎÆÌÕÅÎÃÅÄ ÂÙ ÔÈÉÓ ȰÍÁÎÙ-ÆÁÃÅÔÅÄ ÐÏÅÔÉÃÓ ÏÆ ÇÌÁÓÓȱ ɉρφɊȟ 

ranging from the new enthusiasm in the study of optical instruments to the 

ÐÒÏÌÉÆÅÒÁÔÉÏÎ ÏÆ ÇÌÁÓÓ ÁÎÄ ÃÒÙÓÔÁÌ ÏÂÊÅÃÔÓȟ ÄÅÃÏÒÁÔÅÄ ÍÉÒÒÏÒÓȟ ÃÈÁÎÄÅÌÉÅÒÓȣ it is 

art though the area where the semantic of glass expresses all its complexity. 

Pre-Raphaelite painters obsessively depict reflecting surfaces, women in front 

of mirrors, liquid and glassy images; and in Victorian literature (especially 

Victorian fairy-tales) all the cognitive, philosophical and existential symbolism 

connected to glass surfaces and mirrors is repeatedly represented and 

ÉÎÖÅÓÔÉÇÁÔÅÄȢ #ÁÒÒÏÌÌȭÓ ÐÅÃÕÌÉÁÒ ÐÅÒÓÐÅÃÔÉÖÅ ÏÎ ÍÉÒÒÏÒÓ ÃÁÎ ÂÅ ÁÎÁÌÙÓÅÄ 

following different theoretical ramifications:  hence, the re-interpretation of 

ÆÁÉÒÙ ÔÁÌÅÓȭ ÔÙÐÉÃÁÌ ÍÏÔÉÆÓȟ ÔÈÅ ÅØÔÅÎÓÉÖÅ ÕÓÅ ÏÆ mise en abyme to highlight 

specific meanings, the connection between mirrors and revealing powers (in 

ÄÉÆÆÅÒÅÎÔ ÓÅÎÓÅÓȡ ÓÐÉÒÉÔÕÁÌȟ ÐÓÙÃÈÏÌÏÇÉÃÁÌȟ ÓÁÔÉÒÉÃÁÌȣɊȟ ÁÒÅ ÁÌÌ ÔÏÐÉÃÓ which Carroll 

explores in the AlicesȢ -ÉÒÒÏÒÓ ÁÒÅ ȰÃÒÙÓÔÁÌ ÌÁÂÙÒÉÎÔÈÓȱ ɉ!ÒÍÓÔÒÏÎÇȟ ρυρɊ ÉÎ 

#ÁÒÒÏÌÌȭÓ ÎÏÖÅÌÓȟ Á ÐÏ×ÅÒÆÕÌ ÍÅÄÉÕÍ ÔÈÒÏÕÇÈ ×ÈÉÃÈ ÈÅ ÇÉÖÅÓ ÈÉÓ ÒÅÁÄÅÒÓ Á 

kaleidoscope of conceptual extensions. 

     I begin this section with the topic of mirrors in fairy tales, especially in 

6ÉÃÔÏÒÉÁÎ ÏÎÅÓȟ ÁÎÄ ÉÎÔÒÏÄÕÃÅ #ÁÒÒÏÌÌȭÓ Ï×Î ÓÐÅÃÉÁÌ ÉÎÔÅÒÅÓÔ ÉÎ ÉÎÖÅÒÓÉÏÎÓ ÁÎÄ 

duplications. I then show how Carroll makes use of the mise an abyme technique 

in !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄ and explain its specific cognitive 

importance. I go on to trace the evolution of mirror concepts and experiences in 

#ÁÒÒÏÌÌȭÓ ÎÁÒÒÁÔÉÖÅ ×ÏÒÌÄÓȟ ÔÈÅ ÕÌÔÉÍÁÔÅ ÒÅÁÌÉÓÁÔÉÏÎ ÏÆ ×ÈÉÃÈ ÉÓ ÔÈÅ ÃÏÎÓÔÒÕÃÔÉÏÎ 

of the Looking-Glass land in the second of the Alice book. Here the mise en 

abyme first explored in Alice in Wonderland becomes a pervasive narrative 

element; I elaborate upon the special features of the Looking-'ÌÁÓÓ ×ÏÒÌÄȭÓ 

architecture and the cognitive meaning behind them. I then move from the 

ÃÈÁÒÁÃÔÅÒÉÓÔÉÃÓ ÏÆ #ÁÒÒÏÌÌȭÓ ÓÔÏÒÙ×ÏÒÌÄÓ ɉÏÒ ȰÇÌÁÓÓ×ÏÒÌÄÓȱȩɊ ÔÏ ÁÎÁÌÙÓÉÓ ÏÆ ÔÈÅ 
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ÓÙÍÂÏÌÉÃ ÒÏÌÅ ÏÆ ÍÉÒÒÏÒ ÃÏÎÃÅÐÔÓ ÉÎ ÒÅÌÁÔÉÏÎ ÔÏ #ÁÒÒÏÌÌȭÓ Ï×Î ÌÉÔÅÒÁÒÙ ÉÄÅÎÔÉÔÙȢ ) 

ÅØÁÍÉÎÅ #ÁÒÒÏÌÌȭÓ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÏÆ ÈÉÍÓÅÌÆ ÉÎ ÔÈÅ Alice books, focusing on his 

literary doubles as mental projections realised in the literary space. The author 

section concludes by considering mirrors and language, illustrating the 

ambivalent role the theoretical conception of language-as-mirror has in 

#ÁÒÒÏÌÌȭÓ ÎÏÎÓÅÎÓÅ ÐÏÅÔÉÃÓȢ   

 

 

1.1 Magic Mirrors and Lewis Carroll  

 

Fig. 22 Charles Dodgson, Annie Rogers 
and Mary Jackson as Queen Eleanor 
and Fair Rosamund, July 3, 1863.  
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4ÈÒÏÕÇÈÏÕÔ ÈÉÓ ÌÉÆÅ #ÈÁÒÌÅÓ $ÏÄÇÓÏÎ ×ÁÓ ȰÏÂÓÅÓÓÅÄ ×ÉÔÈ ÉÎÖÅÒÓÉÏÎÓ ÁÎÄ 

reversals in words, mirrors, mirrors-×ÒÉÔÉÎÇȟ ÐÈÏÔÏÇÒÁÐÈÙȟ ÌÏÇÉÃȟ ÁÎÄ ÌÉÆÅ ÉÔÓÅÌÆȱ 

(Rackin, Nonsense, Sense, 73). He enjoyed playing tunes backwards in musical 

boxes, he had a vast knowledge of stage-illusions involving mirrors, performed 

ÂÙ ȰÍÁÇÉÃÉÁÎÓȱ ÏÆ ÈÉÓ ÔÉÍÅ ɉ&ÉÓÈÅÒȟ ρφ-17) and his nom de plume Lewis Carroll 

×ÁÓ Ȱsimply a backwards mirror image of his adult name above the ground and 

on the outer side of the looking-ÇÌÁÓÓȢȱ1 Also his passion for photography has 

ÓÏÍÅÔÈÉÎÇ ÔÏ ÒÅÖÅÁÌ ÁÂÏÕÔ ÍÉÒÒÏÒÓȟ ÓÉÎÃÅ ȰÎÅÇÁÔÉÖÅÓ ÄÅÐÉÃÔÅÄ Á ×ÏÒÌÄ ÏÆ 

opposites: left was right and right was left; white was black and black was 

×ÈÉÔÅȱ ɉ$ÏÕÇÌÁÓ-Fairhurst, 187). His interest in reversals and mirrors played a 

significant part in his life: other examples of this interest are the letters he used 

to write to his child friends, which had to be held in front of a mirror to be read, 

                                                 
1  The name "Lewis Carroll" was created by Charles Dodgson by translating his first two names 
"Charles Lutwidge" into Latin as "Carolus Lodovicus", then anglicizing them and reversing their 
order (Rackin, Nonsense, Sense, 72-73).  

Fig. 23 Charles Dodgson, 

Reflection, 1862.  

In both these pictures 

Carroll expresses his 

fascination with mirrors 

through the art of 

photography, which can 

itself also be considered a 

sort of mirror-play.  
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or had to be read backwards from the end. He also drew pictures which revealed 

a different image if turned upside down; ÁÎÄ ÈÅ ȰÉÎÖÅÎÔÅÄ Á ÎÅ× ÍÅÔÈÏÄ ÏÆ 

multiplication in which the multiplier is written backward and above the 

ÍÕÌÔÉÐÌÉÃÁÎÄȱ ɉM. Gardner, 149).  

     The neuroscientist Vilayanur Ramachandran named the neural syndrome that 

cÁÕÓÅÓ ÔÈÅ ÉÎÁÂÉÌÉÔÙ ÔÏ ÄÉÓÔÉÎÇÕÉÓÈ Á ÒÅÁÌ ÏÂÊÅÃÔ ÆÒÏÍ Á ÍÉÒÒÏÒÅÄ ÏÎÅ ȰÔÈÅ ÌÏÏËÉÎÇ-

ÇÌÁÓÓ ÓÙÎÄÒÏÍÅȟȱ ÁÆÔÅÒ #ÁÒÒÏÌÌȭÓ ÂÏÏËȢ (Å ×ÒÏÔÅ  

 

indeed, Lewis Carroll is known to have suffered from migraine attacks 

caused by arterial spasms. If they affected his right parietal lobe, he may 

have suffered momentary confusion with mirrors that might not only 

have inspired him to write Through the Looking Glass but may help 

explain his general obsession with mirrors, mirror writing and left -right 

reversal. (Phantoms in the Brain, 124) 

 

%ÖÅÎ ÉÆ ÔÈÉÓ ÃÌÁÉÍ ÍÉÇÈÔ ÂÅ ÉÎÁÃÃÕÒÁÔÅ ÒÅÇÁÒÄÉÎÇ #ÁÒÒÏÌÌȭÓ Ï×Î ÂÉÏÇÒÁÐÈÉÃÁÌ 

records (see first chapter, 45), it is nevertheless useful to underline how 

#ÁÒÒÏÌÌȭÓ ÄÅÐÉÃÔÉÏÎ ÏÆ ÍÉÒÒÏÒÅÄ ÒÅÁÌÉÔÉÅÓ ÐÒÅÓÅÎÔÓ Á ÃÏÍÐÌÅØ ÖÉÅ× ÏÆ ÔÈÅ ÍÉÎÄȭÓ 

relation wi th mirrors, even offering insights into possible mental pathologies, 

and of interest in this respect from the perspective of a neuroscientist like 

Ramachandran. 

     Eco in his Sugli Specchi ed altri Saggi enumerates a number of possible mirror 

constructions, or catoptric theatres, in which mirrors are used to create illusory 

effects. Mirrors that multiply themselves and alter virtual images of objects, 

curved mirrors, plane mirrors superimposed, inclined mirrors, deforming 

mirrors: in all these cases mirrors function revealingly as signs. They are 

emblems of artistic creation, in the sense that, as artworks do, they take one's 

mind beyond a direct link with the referent and establish the possibility of 

amplifying the content (Eco, 27). This is also what CarÒÏÌÌȭÓ ÍÉÒÒÏÒÓ ÄÏȠ ÔÈÅÙ 

continuously display an additional meaning, disclosing what someone really is, 

or what he or she could be. Art is the instrument par excellence for creating 

possible realities or alternative, amplified, distorted visions of actual reality. In 

other words, art is a maker of mirrors; it is accordingly a means to manifest 
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hidden truths and to reveal identities. In this sense, the mirror is set up as a 

ÔÈÒÅÓÈÏÌÄ ÐÈÅÎÏÍÅÎÏÎȟ ×ÈÉÃÈ ȰÍÁÒÃÁ É ÃÏÎÆini tra immaginario e simbolico 

(Eco, 10).ȱ2 The mirror is also a problematic tool that shows and hides changes. 

The reflection is identical to what it mirrors, but at the same time is different, 

exemplifying in this way the paradox of identity: the fact that it often consists in 

multiple possible coÅØÉÓÔÅÎÔ ÉÄÅÎÔÉÔÉÅÓȟ ÁÓ ×ÈÁÔ #ÁÐÐÅÌÌÅÔÔÏ ÃÁÌÌÓ ȰÕÎÁ ÎÏÚÉÏne 

ÃÁÌÅÉÄÏÓÃÏÐÉÃÁ ÄÅÌÌȭÉÄÅÎÔÉÔÛ ɉρσυɊȢȱ3   

     In a similar way, in fairy tales and myths mirrors often have a magical and 

revealing function: they show the true nature of the person that they mirror, or 

they distort it, or they show something different. The mirror has a semiotic 

function, the specular image always producing a revelation: Narcissus discovers 

in a reflection the sterile reflexivity of an impossible love withdrawn into self-

obsession; the queen of Snow White sees in her mirror the beauty of someone 

else, awakening her own negative side, consumed by anger and envy; the mirror 

in The Beauty and the Beast can show distant and beloved realities, inaccessible 

in the present moment;  in Andersen's The Snow Queen the mirror shatters and 

in doing so also fractures and distorts the identity of the mirrored one; while 

#ÉÎÄÅÒÅÌÌÁȭÓ ÍÅÁÎÉÎÇÆÕÌ ÇÌÁÓÓ ÓÌÉÐÐÅÒ ÉÓ ÎÏÔÈÉÎÇ ÂÕÔ Á ÍÉÒÒÏÒ ÔÒÁÎÓÆÏÒÍÅÄ ÉÎÔÏ Á 

ÆÁÓÈÉÏÎÁÂÌÅ ÉÔÅÍȢ Ȱ!ÌÌ ÍÉÒÒÏÒÓ ÁÒÅ ÍÁÇÉÃ ÍÉÒÒÏÒÓȱ ɉχσɊȟ ×ÒÉÔÅÓ -ÁÃ$ÏÎÁÌÄ ÉÎ 

Phantastes (published just a few years before !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄ), 

Á ÂÏÏË ÉÎ ×ÈÉÃÈ ȰÔÈÅ ÃÅÎÔÒÁÌÉÔÙ ÏÆ ÔÈÅ ÍÉÒÒÏÒ ÉÓ ÁÎ ÉÎÔÅÌÌÅÃÔÕÁÌ ÁÎÄ a material 

structural componentȱ (Soto, 4). 4  

     A more historically situated context, however, would be the prominence of 

mirrors and glass in Victorian culture, a presence so significant that it leads 

!ÒÍÓÔÒÏÎÇ ÔÏ ÃÌÁÉÍ ÔÈÁÔ ÔÈÅ 6ÉÃÔÏÒÉÁÎ !ÇÅ ×ÁÓ ÃÈÁÒÁÃÔÅÒÉÓÅÄ ÂÙ ȰÁ ÄÁÚÚÌÉÎÇ 

                                                 
2 WÈÉÃÈ ȰÍÁÒËÓ ÔÈÅ ÂÏÕÎÄÁÒÉÅÓ ÂÅÔ×ÅÅÎ ÔÈÅ ÉÍÁÇÉÎÁÒÙ ×ÏÒÌÄ ÁÎÄ ÔÈÅ ÓÙÍÂÏÌÉÃ ÏÎÅȢȱ %ÃÏ ÉÓ ÈÅÒÅ 
referring to the Lacanian distinction between imaginary and symbolic, where the imaginary 
ÍÁÓÔÅÒÙ ÏÆ ÏÎÅȭÓ ÍÉÒÒÏÒÅÄ ÉÍÁÇÅ ÉÓ ÐÒÅÌÉÍÉÎÁÒÙ ÔÏ ÔÈÅ ÓÙÍÂÏÌÉÃ ÓÔÁÇÅȟ ×ÈÅÒÅ ÔÈÅ ÒÅÃÏÇÎÉÔÉÏÎ 
ÄÅÖÅÌÏÐÓ ÉÎÔÏ ÌÉÎÇÕÉÓÔÉÃ ÅØÐÒÅÓÓÉÏÎ ɉÓÅÅ ÁÌÓÏ Ȱ4ÈÅ -ÉÒÒÏÒ 3ÔÁÇÅȱȟ Ȱ*ÁÃÑÕÅÓ ,ÁÃÁÎȱ ÉÎ The Stanford 
Encyclopaedia of PhilosophyɊȢ  )ȭÍ ÑÕÏÔÉÎÇ ÔÈÉÓ ÐÁÒÔÉÃÕÌÁÒ ÓÅÎÔÅÎÃÅ ÉÎ ÏÒÄÅÒ ÔÏ ÓÈÏ× ÈÏ× ÔÈÅ 
ÍÉÒÒÏÒ ×ÏÒËÓ ÁÓ Á ÍÅÁÎÓ ÏÆ ÃÏÎÓÔÒÕÃÔÉÎÇ ÏÎÅȭÓ ÉÄÅÎÔÉÔÙȟ ÈÉÇÈÌÉÇÈÔÉÎÇ ÉÔÓ ÐÏ×ÅÒÆÕÌ ÒÏÌÅ ÉÎ ÔÈÅ 
formation and understanding of the self.   
 
3 Ȱ! ËÁÌÅÉÄÏÓÃÏÐÉÃ ÎÏÔÉÏÎ ÏÆ ÉÄÅÎÔÉÔÙȢȱ  
 
4  Carroll owned a first edition version of Phantastes (Lovett, 200), and Shaberman lists several 
passages where it is possible to find influences from Phantastes in the Alice books (Ȱ'ÅÏÒÇÅ 
MacDonald and Lewis CarrÏÌÌȱȟ 17-18).  
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ÓÅÍÁÎÔÉÃÓ ÏÆ ÇÌÁÓÓȱ ɉρɊȢ !ÒÍÓÔÒÏÎÇ ÉÎ ÈÅÒ Victorian Glassworlds explores in detail 

how glass symbolically and practically holds together different aspects of 

ViÃÔÏÒÉÁÎ ÃÕÌÔÕÒÅȟ ÏÎÅ ÓÈÅ ÓÅÅÓ ÁÓ ÐÅÒÍÅÁÔÅÄ ÂÙ ȰÔÈÅ ÐÏÅÔÉÃÓ ÏÆ ÔÒÁÎÓÐÁÒÅÎÃÙȱ 

(1). In this sense, Victorian glass can in fact be re-interpreted as being in 

significant relation to the fantastic and to fairy tales. Victorian interest in fairy 

tales was extensively mediated by glass-related elements such as magic mirrors, 

conservatories, newly invented optical lenses and related visual tools (magic 

lanterns, telescopes, kaleidoscopes, spectroscopes); and infused by the 

substance of glass itself, characterized by its metamorphic essence. If, as 

Armstrong points out, the different Victorian adaptations of Cinderella produced 

ȰÁ ÍÙÔÈÏÇÒÁÐÈÙ ÏÆ ÇÌÁÓÓ ÁÎÄ ÉÔÓ ÔÒÁÎÓÆÏÒÍÁÔÉÏÎÓȱ ÔÈÁÔ ÅØÐÌÏÒÅÓ ÔÈÅ ÂÏÕÎÄÁÒÉÅÓ 

ȰÂÅÔ×ÅÅÎ ÁÎÉÍÁÔÅ ÌÉÆÅ ÁÎÄ ÈÕÍÁÎ ÂÅÉÎÇ ÁÎÄ ÈÕÍÁÎ ÂÅÉÎÇÓ ÁÎÄ ÔÈÉnÇÓȱ ɉςπτɊȟ 

other fantastical narratives of the time also elaborated on the poetics of glass, as 

a symbolic technology, in between science and fairy tale. Apart from the already 

mentioned magical mirror he invokes in Phantastes, MacDonald uses a mirror in 

Lilith  to symbolize access to the mystical timeless dimension of the afterlife.  

Tennyson explores the mysterious power of refraction and reflection in The 

Lady of Shallotȟ ÁÓ ÄÏÅÓ #ÈÒÉÓÔÉÎÁ 2ÏÓÓÅÔÔÉȭÓ Passing and Glassing; Prince Dolor in 

Dinah Mulock CraiËȭÓ The Little Lame Prince uses magic magnifying glasses to 

watch the world around him; the glacier described by Ruskin in The King of the 

Golden River has the mysterious quality of a hybrid substance, partly ice, partly 

mirror, partly human -like creature; ÉÎ ,ÕÃÙ #ÌÉÆÆÏÒÄȭÓ ÄÁÒË ÓÔÏÒÙ The New Mother 

it is the breaking of a looking-glass which causes tragic consequences (while the 

ÅÖÉÌ ÎÅ× ÍÏÔÈÅÒ ÉÓ ÄÅÐÉÃÔÅÄ ÁÓ ÈÁÖÉÎÇ ÇÌÁÓÓ ÅÙÅÓɊȠ ÁÎÄ +ÉÎÇÓÌÅÙȭÓ The Water 

Babies, as Douglas-&ÁÉÒÈÕÒÓÔ ÒÅÍÁÒËÓȟ ȰÈÁÄ ÅÎÔÅÒÔÁÉÎed readers with an aquatic 

version of the same [mirror-ÒÅÌÁÔÅÄɎ ÆÁÎÔÁÓÙȱ ɉρψφɊȢ  

 Lewis Carroll thus inserts himself in a rich literary tradition of fairy tales and 

ÓÔÏÒÉÅÓ ÐÏÐÕÌÁÔÅÄ ÂÙ ÍÁÇÉÃÁÌ ÍÉÒÒÏÒÓȟ ÁÎÄ ×ÁÓ ÓÅÎÓÉÔÉÖÅ ÔÏ ÔÈÅ ÉÎÔÕÉÔÉÏÎ ÔÈÁÔ ȰÁ 

mirror resembled a story in other ways: both offered the viewer a neatly framed 

simulacrum of life; both flattened reality into two dimensions while giving the 

ÉÌÌÕÓÉÏÎ ÏÆ ÄÅÐÔÈȱ ɉ$ÏÕÇÌÁÓ-&ÁÉÒÈÕÒÓÔȟ ρψφɊȢ (Ï×ÅÖÅÒȟ #ÁÒÒÏÌÌȭÓ ÃÏÎÔÒÉÂÕÔÉÏÎ ÔÏ 

the interlaced mythography of mirrors and stories represents a particularly 

complex interpretation of both the traditional fairy tale component and the 
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specifically Victorian cultural device. He offers an original and deep exploration 

of the intriguing possibilities that mirrors offer for fairy  tales, as well as for 

philosophical meditations and existentialist questioning, and merges these 

different approaches in a rich and inspiring elaboration of the different symbolic 

implications suggested by the mirror as figure. In this sense, his Alice books 

constantly play with the idea of duplication and reflection, showing the 

numberless possible ramifications of meaning that these processes entail, and 

highlighting their cognitive potentialities. 

 

 

 

 

 

Fig. 24 John Tenniel, illustration 
for Through the Looking-Glass, 
1871. The illustration of Alice re-
appearing on the other side of 
the looking-glass was originally 
positioned on the next page of 
the book, playing with mirror-
images and efficaciously 
engaging with the leading 
concepts of the narration: 
inversions, mise en abyme, 
duplications.   
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1.2 TÈÅ #ÏÇÎÉÔÉÖÅ 3ÉÇÎÉÆÉÃÁÎÃÅ ÏÆ #ÁÒÒÏÌÌȭÓ Mise en Abymes  

 

 

Carroll was playing with logical contradictions and inversions already in !ÌÉÃÅȭÓ 

Adventures in Wonderland (M. Gardner, 148-149), but it is with Through the 

Looking-Glass and What Alice Found There that the mirror -theme becomes 

pervasive. Before exploring the multiple, sometimes conflicting, meanings the 

Looking-Glass Land has for Carroll, however, I would like to examine a mirror-

related narrative technique Carroll exploits in both the Alice books, the so-

called mise en abyme.5 The mise en abyme, an artistic technique used in both 

                                                 
5 #ÁÒÒÏÌÌȭÓ ÍÉÓÅ ÅÎ ÁÂÙÍÅÓ ÄÏ ÎÏÔ ÍÅÅÔ ÔÈÅ ÓÐÅÃÉÆÉÃÁÔÉÏÎÓ ÏÆ Á ȰÐÕÒÉÓÔ ÃÒÉÔÅÒÉÏÎȱ ɉ-Ã(ÁÌÅȟ ρχφɊȟ 
ÂÕÔ ÔÈÅÙ ÄÏ ÁÃÃÏÒÄ ×ÉÔÈ ÔÈÅ ȰÍÉÄÄÌÉÎÇ ÄÅÆÉÎÉÔÉÏÎȱ ÈÅ ÐÒÏÐÏÓÅÓȡ ÔÈÅÙ ÍÁÉÎÔÁÉÎ Á ÄÅÍÏÎÓÔÒÁÂÌÅ 
relation with the overall story within which they are inserted, and they are ontologically 
subordinate to the primary world of the story (176-7).  
 

Fig. 25 Kenneth Rougeau, Alice 
Through the Looking-Glass, 
2008.  
This digital collage which looks 
like a vintage postcard is the 
perfect image to illustrate the 
infinite recursive power of 
mirrors and of the related mise 
en abyme. 
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literature and painting, exemplifies the revealing power of mirror-related 

devices, since it functions within an artwork as a mirror reflecting and 

explaining in some way the artwork itself. As Dällenbach ÐÕÔÓ ÉÔ ȰÅÓÔ Íise en 

ÁÂÙÍÅ ÔÏÕÔ ÍÉÒÏÉÒ ÉÎÔÅÒÎÅ ÒïÆÌïÃÈÉÓÓÁÎÔ ÌȭÅÎÓÅÍÂÌÅ ÄÕ ÒïÃÉÔ ÐÁÒ ÒïÄÕÐÌÉÃÁÔÉÏÎȢȱ 

(48). 6 Famous examples of literary mises en abyme are the One Thousand and 

One NightsȠ ÔÈÅ ÐÌÁÙÅÒÓȭ ÐÌÁÙ ÉÎ Hamlet, which represents the precipitating 

events of the draÍÁ ÉÔÓÅÌÆȠ .ÁÒÃÉÓÓÕÓͻÓ ÓÔÏÒÙ ÉÎ /ÖÉÄȭÓ Metamorphoses; the 

conversation in the library about Hamlet's plot in Joyce's Ulysses; the episode of 

Demodocus in the Odyssey; Cervantes's Don Quixote; Poe 's The Fall of the House 

of Usher; the play of Pyramus and Thisbe in A Midsummer Night's Dream. The 

mirroring effect of the mise en abyme can expand the meaning and conceptual 

ÁÐÐÁÒÁÔÕÓ ÏÆ ÔÈÅ ÓÔÏÒÙ ÉÎ ×ÈÉÃÈ ÉÔ ÉÓ ÉÎÓÅÒÔÅÄȟ ÅÎÁÂÌÉÎÇ ÉÔ ÔÏ ȰÒÅÎÄÒÅ ÌȭÉÎÖÉÓÉÂÌÅ 

ÖÉÓÉÂÌÅȱ ɉDällenbach, ρππɊȢ &ÏÌÌÏ×ÉÎÇ -Ã(ÁÌÅȭÓ ÓÔÁÔÅÍÅÎÔ ÔÈÁÔ mise en abyme 

ÈÁÓ ȰÃÏÇÎÉÔÉÖÅ ÐÏÔÅÎÔÉÁÌȱ ɉρχψɊȟ ) ×ÏÕÌÄ ÌÉËÅ ÔÏ ÓÈÏ× ÈÏ× ÔÈÅ ÓÐÅÃÕÌÁÒ 

ÍÅÃÈÁÎÉÓÍ ÕÓÅÄ ÂÙ #ÁÒÒÏÌÌ ÅÎÒÉÃÈÅÓ ÔÈÅ ÒÅÁÄÅÒȭÓ ÃÏÇÎÉÔÉÖÅ ÇÒÁÓÐ ÏÆ ÔÈÅ ÓÔÏÒÙȢ  

     Carroll puts several short stories inside the two main Alice stories, and these 

short narratives work as little mirrors of the main narrations. Due to the 

nonsensical tissue of the Alice books, however, the mise en abyme also has a 

ÍÏÒÅ ÅÌÁÂÏÒÁÔÅ ÁÎÄ ÉÎÔÒÉÃÁÔÅ ÒÏÌÅȢ ) ÓÈÁÌÌ ÃÏÎÓÉÄÅÒ ÔÈÅ $ÏÒÍÏÕÓÅȭÓ ÓÔÏry in 

!ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄ as a prominent example. This short narration 

is about three little sisters, who live in a treacle-well, eat only treacle and spend 

ÔÈÅÉÒ ÔÉÍÅ ÄÒÁ×ÉÎÇ ÔÈÉÎÇÓ ×ÈÉÃÈ ÂÅÇÉÎ ×ÉÔÈ ÔÈÅ ÌÅÔÔÅÒ Ȱ-ȱȟ ȰÓÕÃÈ ÁÓ ÍÏÕÓÅ-traps, 

and tÈÅ ÍÏÏÎ ÁÎÄ ÍÅÍÏÒÙ ÁÎÄ ÍÕÃÈÎÅÓÓȱ ɉψπɊȢ 4ÈÅ ÔÈÒÅÅ ÌÉÔÔÌÅ ÓÉÓÔÅÒÓ ÁÒÅ 

ÏÂÖÉÏÕÓÌÙ ÔÈÅ ,ÉÄÄÅÌÌ ÓÉÓÔÅÒÓȡ ÔÈÅÉÒ ÎÁÍÅÓȟ ÓÁÙÓ ÔÈÅ $ÏÒÍÏÕÓÅȟ ÁÒÅ Ȱ%ÌÓÉÅȟ ,ÁÃÉÅȟ 

ÁÎÄ 4ÉÌÌÉÅȱ ɉχψɊȟ ×ÈÅÒÅ %ÌÓÉÅ ÉÓ ,ÏÒÉÎÁ #ÈÁÒÌÏÔÔÅȟ ,ÁÃÉÅ ÉÓ ÁÎ ÁÎÁÇÒÁÍ ÏÆ !ÌÉÃÅȟ 

and Tillie refers to EditÈȭÓ ÎÉÃËÎÁÍÅ -atilda (M. Gardner, 80). At a first glance 

ÔÈÅ $ÏÒÍÏÕÓÅȭÓ ÓÔÏÒÙ ÓÅÅÍÓ ÁÓ ÎÏÎÓÅÎÓÉÃÁÌ ÁÓ ÉÔÓ ÓÕÒÒÏÕÎÄÉÎÇÓȟ ×ÉÔÈÏÕÔ ÁÎÙ 

ÓÐÅÃÉÆÉÃ ÒÅÌÁÔÉÏÎ ÔÏ ÔÈÅÍȟ ÁÎÄ ÔÈÅ ÒÅÆÅÒÅÎÃÅ ÔÏ ȰÍÕÃÈÎÅÓÓȱ ÁÓ ȰÁÎÙ ÓÏÒÔ ÏÆ ÁÌÌ-

ÐÅÒÖÁÄÉÎÇ ÓÁÍÅÎÅÓÓ ÉÎ Á ÓÉÔÕÁÔÉÏÎȱ ɉM. Gardner, ψςɊ ÄÏÅÓÎȭÔ ÁÐÐÅÁÒ ÔÏ ÁÐÐÌÙ ÔÏ 

ÔÈÅ ÔÈÉÎÇÓ ÔÈÅ $ÏÒÍÏÕÓÅ ÉÓ ÌÉÓÔÉÎÇȢ .ÅÖÅÒÔÈÅÌÅÓÓȟ ÉÔ ÉÓ ÐÒÅÃÉÓÅÌÙ ÔÈÅÉÒ ȰÍÕÃÈÎÅÓÓȱ 

                                                 
6 Ȱ-ÉÓÅ ÅÎ ÁÂÙÍÅ ÉÓ ÅÖÅÒÙ ÉÎÔÅÒÎÁÌ ÍÉÒÒÏÒ ÒÅÆÌÅÃÔÉÎÇ ÂÙ ÍÅÁÎÓ ÏÆ ÄÕÐÌÉÃÁÔÉÏÎ ÔÈÅ ×ÈÏÌÅ ÏÆ ÔÈÅ 
ÓÔÏÒÙȱȢ  
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that is the key to the mise en abyme role of the story. Looking more closely at 

the things the little sisters (themselves a mirror of the three Liddells) are 

drawing inside the treacle-×ÅÌÌȟ ÉÔ ÉÓ ÐÏÓÓÉÂÌÅ ÔÏ ÌÉÎË ÅÁÃÈ ÏÆ ÔÈÅÍ ×ÉÔÈ !ÌÉÃÅȭÓ 

ÅØÐÅÒÉÅÎÃÅÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄȢ 4ÈÕÓ ȰÍÏÕÓÅ-ÔÒÁÐÓȱ ÒÅÆÅÒ ÔÏ !ÌÉÃÅȭÓ ÆÉÒÓÔ ÅÎÃÏÕÎÔÅÒ 

in Wonderland, with the Mouse, and her constant latent predatory attitude 

towards it (26-ςψɊȠ ȰÔÈÅ ÍÏÏÎȱ ɉ×ÈÉÃÈ ÉÓ Á ÇÅÎÅÒÁÌ ÆÉÇÕÒÅ ÆÏÒ ÔÈÅ ÎÏÎÓÅÎÓÅ 

genre7Ɋ ÅÖÏËÅÓ ÔÈÅ #ÈÅÓÈÉÒÅ #ÁÔȭÓ ÇÒÉÎ ÁÎÄ ÉÔÓ ÖÁÎÉÓÈÉÎÇ ÌÉËÅ ȰÔÈÅ ×ÁÎÉÎÇ ÏÆ ÔÈÅ 

ÍÏÏÎȱ ɉM. 'ÁÒÄÎÅÒȟ φσɊȠ ȰÍÅÍÏÒÙȱ ÉÓ ÔÈÅ ÍÏÓÔ ÐÒÏÂÌÅÍÁÔÉÃ ÍÅÎÔÁÌ ÆÁÃÕÌÔÙ ÉÎ 

Wonderland, emphasised by AÌÉÃÅȭÓ ÐÅÒÓÉÓÔÅÎÔ ÆÏÒÇÅÔÆÕÌÎÅÓÓ ɉÓÈÅ ÄÏÅÓÎȭÔ 

ÒÅÍÅÍÂÅÒ ÈÏ× ÔÏ ÓÐÅÁË ÇÏÏÄ %ÎÇÌÉÓÈȟ  ÓÈÅ ÃÁÎȭÔ ÒÅÃÁÌÌ ÔÈÅ ÐÏÅÍÓ ÓÈÅ ÕÓÅÄ ÔÏ 

know by heart, and she forgets even her own name and identity). In this sense 

the three sisters are drawing three main themes of the book, all related to 

specific features of the mind: latent aggression, lunacy, and loss of memory and 

identity. The mise en abyme therefore highlights key topics of the book, serving 

as a cognitive cue to the ÎÁÒÒÁÔÉÖÅȭÓ larger meanings.  

     Additionally, Elsie, Lacie and Tillie live in a treacle-well, and precisely at the 

ÂÏÔÔÏÍ ÏÆ ÉÔȟ ×ÈÉÃÈ ÒÅÃÁÌÌÓ !ÌÉÃÅȭÓ ÆÁÌÌ ÉÎÔÏ Á ÄÅÅÐ ÈÏÌÅ ÁÎÄ ÈÅÒ ÆÉÎÄÉÎÇȟ ÄÕÒÉÎÇ 

ÈÅÒ ÆÁÌÌȟ ÏÒÁÎÇÅ ÍÁÒÍÁÌÁÄÅ ÏÎ ÔÈÅ ÈÏÌÅȭÓ ÓÈÅÌÖÅÓȢ 4ÒÅÁÃÌÅ ÁÎÄ ÍÁÒÍÁÌÁÄÅ ÁÒÅ 

sweet and delicious, but here they are associated with a deep and dark well or 

hole. Wonderland is a place marked by ambivalence, by the first promise of 

ÍÁÒÖÅÌÌÏÕÓ ÁÎÄ ÐÌÅÁÓÁÎÔ ÅØÐÅÒÉÅÎÃÅÓ ɉȰÔÈÅ ÌÏÖÅÌÉÅÓÔ ÇÁÒÄÅÎȟȱ ρφɊ ÁÎÄ ÔÈÅ 

ÓÕÂÓÅÑÕÅÎÔ ÒÅÖÅÌÁÔÉÏÎ ÏÆ ÍÁÄÎÅÓÓ ÁÎÄ ÃÏÎÆÕÓÉÏÎ ɉȰ×ÅȭÒÅ ÁÌÌ ÍÁÄ ÈÅÒÅȟȱ φψɊȢ  

4ÈÅ ÆÁÃÔ ÔÈÁÔ ÔÈÅ ÓÉÓÔÅÒÓ ÉÎ ÔÈÅ $ÏÒÍÏÕÓÅȭÓ ÓÔÏÒÙ ÁÒÅ ÄÒÁ×ÉÎÇ ÔÈÉÎÇÓ ×ÈÉÃÈ 

represent the experience of Wonderland using treacle, is itself another reflexive 

mechanism, a duplication inside a duplication. The story is a mise en abyme, and 

within it the treacle-drawing act of the three sisters is a further mise en abyme.  

     This single example illustrates in detail the practical use Carroll makes of 

mirror -related narrative techniques in his Alice books, but there are a lot of 

other possible illustrative cases, including all the parodies Alice and the other 

characters recite, which are microcosms of the prevailing mocking perspective 

of the overall narration. The concept of parody itself can be interpreted as a 

                                                 
7 As Martin 'ÁÒÄÎÅÒ ÒÅÍÁÒËÓȟ ÔÈÅ ÍÏÏÎ ȰÈÁÓ ÌÏÎÇ ÂÅÅÎ ÁÓÓÏÃÉÁÔÅÄ ×ÉÔÈ ÌÕÎÁÃÙȱ ɉφσɊȢ See also 
ÍÙ ÁÒÔÉÃÌÅ Ȱ) ÇÁÔÔÉ Å ÌÁ ÌÕÎÁ ÎÅÌ ÐÁÎÏÒÁÍÁ ÄÅÌ ÎÏÎÓÅÎÓÅȱȢ  
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mirror -related form: parodies give us back a modified version of their targets, 

working as distorting mirrors. Even when the poems or songs are not created 

by Carroll as explicit parodies, they typically contain elements which function as 

mir rors of the general sense, structure and atmosphere of the stories: see for 

ÉÎÓÔÁÎÃÅ ÔÈÅ 7ÈÉÔÅ +ÎÉÇÈÔȭÓ ÓÏÎÇȟ ςυφ-259; or the Jabberwocky itself, 155-156, 

which in fact has to be held in front of a mirror to be read.  

 The Jabberwocky is a remarkable and significant example, which 

incorporates several of the peculiar aspects of the Looking-Glass land. 

Jabberwocky is written in mirror -writing; it is a parody of ancient poetry (it 

ÐÒÅÓÅÎÔÓ ÉÔÓÅÌÆ ÁÓ ȰÁ ÑÕÁÓÉ-heroic narrative poem in which, as in Beowulf, a 

faÂÕÌÏÕÓ ÍÏÎÓÔÅÒ ÉÓ ÓÌÁÉÎȟȱ (ÁÕÇÈÔÏÎȟ σςωɊȠ ÉÔ ÆÒÁÇÍÅÎÔÓ ÁÎÄ ÄÅÃÏÎÓÔÒÕÃÔÓ 

ÌÁÎÇÕÁÇÅ ÁÎÄ ÍÅÁÎÉÎÇÓȠ ÁÎÄȟ ÉÎ 4ÅÎÎÉÅÌȭÓ ÄÒÁ×ÉÎÇȟ8 it depicts a reversal of the 

Pre-Raphaelite motif of the knight killing a dangerous dragon, putting little 

Alice in the place of the armoured knight. Hence, Jabberwocky functions as 

another mise en abyme, incorporating features of the whole of Through the 

Looking-Glass: reverse logic, linguistic and semantic deconstruction, parodist 

attitude, nostalgic outlook towards ancient forms of narration. In conclusion, as 

these examples emphasise, the mise en abyme in the nonsense narrative context 

of the Alices not only has the cognitive function of aiding comprehension of the 

framing texts, but also contributes further to their complexity and to their 

multiplication and reshaping of perspectives.  

 

                                                 
8 A drawing that Carroll, significantly, at first wanted to be the frontispiece of the book, although 
he subsequently changed his mind, worried that the image could be frightening for young 
children (Haughton, 333).  
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Fig. 26 John Tenniel, Illustration 
for Through the Looking-Glass, 
1871. In this colourful version of 
the original illustration, the 
elements of parody and reversal, 
mixed with a sort of nostalgic 
patina, as discussed above, are 
plainly visible.  
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1.3 The Looking-Glass Land: A Multi-Faceted Narrative Dimension  

 

 It is with the second of the Alice books that the mirror topic becomes more and 

more explicit, being the essence of the story itself, and of its represented world. 

The mise en abyme here is no longer simply a narrative technique, but instead is 

embedded in the content of the whole story, in which everything exists as a 

duplication with a surplus of meaning. The frequent use of the mise en abyme in 

!ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄ ÉÎÔÒÏÄÕÃÅÄ #ÁÒÒÏÌÌȭÓ ÅØÐloitation of mirror -

related techniques of narration; here, in the Looking-Glass land, mirror motifs 

provide the essential structure of the entire narration. To recapitulate the major 

topics briefly: Alice goes through a looking-glass, and this physical and symbolic 

act marks the beginning of her adventure. The world she finds on the other side 

is located on a huge chessboard, itself a configuration marked by a contrast of 

opposites, foreshadowed by the black and the white kittens of the opening 

Fig. 27 Dalma Yegin, Pull 
Me Under.  
This picture and its visual 
effects are particularly 
significant in relation to the 
mysterious, almost mystical 
powers mirrors have in the 
Alices. Carroll made the 
tradition of magical 
looking-glasses even more 
complex and polysemous, 
rich in philosophical, 
existentialist, and 
psychological connotations.  
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scene. It is a world where everything is back to front and upside down: Alice has 

to run to remain still in the same place, she has to walk in the opposite direction 

to where she intends to go, she quenches her thirst with dry biscuits, she 

discovers that looking-glass cakes have to be handed round first and then cut, 

and that memory there refers to future events. The mirror structure works at 

many different narrative levels, from the architectural aspects of the fictional 

world to the writing methods used to construct it, from the philosophical 

reflections the story provokes to the personal psychological connotations it had 

for Carroll himself.  

     Philosophical considerations related to the figure of the mirror are pervasive 

in Through the Looking-Glass. Jonathan HoÌÔ ÍÅÎÔÉÏÎÓ "ÁÕÄÒÉÌÌÁÒÄȭÓ ÃÏÎÃÅÐÔ ÏÆ 

simulacra as a possible analogue for the deconstruction, reconstruction and 

ÁÌÔÅÒÁÔÉÏÎ ÏÆ ÒÅÁÌÉÔÙ ɉÌÅÁÄÉÎÇ ÔÏ ÔÈÅ ÃÒÅÁÔÉÏÎ ÏÆ Á ȰÈÙÐÅÒÒÅÁÌÉÔÙȱɊ ÒÅÁÌÉÓÅÄ ÉÎ ÔÈÅ 

#ÁÒÒÏÌÌÉÁÎ ×ÏÒÌÄ ÏÎ ÔÈÅ ÏÔÈÅÒ ÓÉÄÅ ÏÆ ÔÈÅ ÍÉÒÒÏÒ ɉȰ$ÅÃÏÎÓÔÒÕÃÔÉÎÇ ÔÈÅ -ÉÒÒÏÒȱɊȢ 

Alice has to navigate this new dimension, which presents her with different 

ways of thinking, new possibilities for perceiving and conceptualising space and 

time, altered languages, and nameless identities.  

 

In the Looking Glass World, the logic of knowledge, of identity, of 

language, and of reason are broken down to their most basic parts and 

projected into a construct that is at once the same as and different than 

our own reality. By the time she wakes from her nap in front of the fire, 

Alice has been forced to hold every aspect of herself up before a mirror, 

and learned to question everything. (Holt)  

 

4ÈÅ ÃÏÎÃÅÉÖÁÂÉÌÉÔÙ ÏÆ ÕÎÎÁÔÕÒÁÌ ×ÏÒÌÄÓ ÉÓ ÁÎÏÔÈÅÒ ÁÓÐÅÃÔ ÏÆ !ÌÉÃÅȭÓ ÅÎÃÏÕÎÔÅÒ 

with the Looking-Glass land, where even the categories of the possible and 

impossible experience a reversal.9 A further philosophical nuance of the world 

on the other side of the mirror has been teased out by Ackerman in Behind the 

Looking-Glass, which emphasises the mystical qualities attributed to the mirror 

                                                 
9 Experiencing the unnatural in the Alices is one of the main topics of the fourth chapter, 
Ȱ5ÎÎÁÔÕÒÁÌ !ÌÉÃÅȱȢ  
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in Neoplatonist, Theosophical and spiritualist beliefs, all currents of mystical 

thought in which Carroll was interested.  Going through the mirror, according to 

this perspective, means leaving material illusions behind and gaining access to 

the knowledge of Forms (Ackerman, 23-ςτɊȢ !ÌÉÃÅȭÓ ÊÏÕÒÎÅÙ ÔÈÒÏÕÇÈ ÔÈÅ 

looking-glass thus acquires additional meaning as a symbolic mental pilgrimage 

through the privileged means of dreaming, in order  

 

to explore the mysteries of interiority, of moods and motives, inner 

conflicts and contradictions, memories and dreams, to bring the 

unconscious into consciousness, to experience extreme and ineffable 

states of consciousness, and to know the infinite. (Ackerman, 33) 

 

     Another quality of the land Alice finds through the mirror has more 

existential features, as well as stylistic reverberations. Embedded in the 

narrative world of the second Alice book there is a nostalgia for a lost past, 

articulated in different, and even self-contradictory ways. On the one hand, in 

the Looking-'ÌÁÓÓ ×ÏÒÌÄȟ ȰÔÈÉÎÇÓ ÇÏ ÔÈÅ ÏÔÈÅÒ ×ÁÙȟȱ ÅÖÅÒÙÔÈÉÎÇ ÓÅÅÍÓ ÔÏ ÂÅ 

ÇÏÉÎÇ ÂÁÃË×ÁÒÄÓȢ ȰLooking-Glass ÉÓ ÈÁÕÎÔÅÄ ÂÙ ÔÈÅ ÐÁÓÔȟȱ with its stylistic 

ÒÅÍÉÎÉÓÃÅÎÃÅÓ ÏÆ Ȱ3ÐÅÎÓÅÒÅÁÎ ÒÏÍÁÎÃÅ ÁÎÄ 'ÅÒÍÁÎ ÆÁÉÒÙ ÔÁÌÅÓȱ ɉ(ÁÕÇÈÔÏÎȟ 

xlviii), along with the presence of Medieval characters and creatures from 

nursery-rhymes, and explicit moments of almost lyrical melancholy. Equally 

directed towards the past is the essential idea upon which the book is founded, 

that of making Alice, who by that time was nineteen, into a seven-year-old child 

again, in order to go back to the summery golden days of childhood and 

Wonderland. On the other hand, the reversal also reverses itself: in the world 

where things go back, Alice manages to go ahead. She proceeds across the 

chessboard, following her goal of becoming a queen, although in the end, as 

before in the lovely garden in Wonderland, it turns out to be a dissatisfying and 

absurd experience. While Carroll tries to defeat the cold winter days of the 

other side of the Looking-'ÌÁÓÓ ɉ×ÈÅÒÅ !ÌÉÃÅ ÓÅÅÓ ȰÔÈÅ ÓÎÏ× ÁÇÁÉÎÓÔ ÔÈÅ 

×ÉÎÄÏ×ÐÁÎÅÓȟȱ ρτφɊ ÂÙ ÒÅÃÒÅÁÔÉÎÇ ÔÈÅ ÆÉÒÓÔ !ÌÉÃÅȟ ÍÏÖÉÎÇ ÔÈÒÏÕÇÈ Á ÓÕÍÍÅÒÙ 

land of wonders, in the event his story rebels against itself. As Robert Douglas-

Fairhurst concludes,  
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it is as if Carroll needed to include a private story within the public one, 

even if the sight of Alice leaving these bumbling and grumbling figures 

behind was a way of tapping one of the most common plots in the 

world. Children grow up. They move on. (193) 

 

     Therefore, the mirror-like architecture of the second Alice book permeates 

the conceptual tissue of the story at different levels, philosophical, existentialist, 

and psychological,10 and also offers a meta-reflection on the essence of 

narrative itself. The story is a dream, as was Wonderland, but with a difference: 

ÉÎ 7ÏÎÄÅÒÌÁÎÄ ÔÈÅ ÄÒÅÁÍ ×ÁÓ !ÌÉÃÅȭÓȟ ÁÎÄ ÁÆÔÅÒ×ÁÒÄÓ ÂÅÃÁÍÅ !ÌÉÃÅȭÓ ÓÉÓÔÅÒȭÓȟ 

suggesting the idea of a continuity of re-dreaming and re-telling. In the Looking-

Glass land the dreamer of the dream is not known for sure and the idea of an 

interconnection of two dreams is introduced. Tweedledum and Tweedledee 

ÐÏÉÎÔ ÏÕÔ ÔÏ !ÌÉÃÅ ÔÈÁÔ ÓÈÅȭÓ ÊÕÓÔ ȰÁ ÓÏÒÔ ÏÆ ÔÈÉÎÇȱ ÉÎ ÔÈÅ 2ÅÄ +ÉÎÇȭÓ ÄÒÅÁÍ ɉρωψɊȟ 

while Alice is dreaming her adventures in the looking-glass, dreaming of herself 

and of the Red King dreaming about herȢ )ȭÖÅ ÑÕÏÔÅÄ ÁÌÒÅÁÄÙ ɉÃÈÁÐÔÅÒ ςȟ ψφ) 

what Martin 'ÁÒÄÎÅÒ ÓÁÙÓ ÁÂÏÕÔ ÔÈÉÓ ÐÁÓÓÁÇÅȡ ȰÁÎ ÏÄÄ ÓÏÒÔ ÏÆ ÉÎÆÉÎite regress is 

involved here in the parallel dreams of Alice and the Red King. Alice dreams of 

the King, who is dreaming of Alice, who is dreaming of the King, and so on, like 

Ô×Ï ÍÉÒÒÏÒÓ ÆÁÃÉÎÇ ÅÁÃÈ ÏÔÈÅÒȱ ɉρωψɊȢ  

 What I would like to add here is that the metaphor of the mirror and its 

pervasive presence in the book, is a particularly useful conception of this 

recursive process, established not only between the fictional world and 

ÃÈÁÒÁÃÔÅÒȭÓ ÍÉÎÄÓȟ ÂÕÔ ÁÌÓÏ ×ÉÔÈ ÒÅÓÐÅÃÔ ÔÏ ÔÈÅ ÒÅÁÄÅÒȭÓ ÍÉÎÄ ɉÓÅÅ ÁÇÁÉÎ ÃÈapter 

2, 86-88). Alice jumps through the mirror and finds a parallel world that 

ÆÕÎÃÔÉÏÎÓ ÁÓ Á ÒÅÖÅÌÁÔÉÏÎ ÁÎÄ Á ÐÁÒÏÄÉÃ ÍÉÒÒÏÒ ÏÆ ÔÈÅ ȰÒÅÁÌȱ ÏÎÅȟ ×ÈÉÌÅ ÔÈÉÓ 

ÆÒÁÍÅ×ÏÒË ÍÉÒÒÏÒÓ ÒÅÁÄÅÒÓȭ ÉÍÍÅÒÓÉÏÎ ÉÎ ÔÈÅ ÂÏÏË ÉÔÓÅÌÆȟ ÁÎÄ ÔÈÅ ÒÅÖÅÁÌÉÎÇ 

mirror it holds up to th eir own world and its complexities. The double dream 

logic running through the story shows how the creative process is entangled 

with the re-creative process of reading, and at the same time mirrors the 

complicated relationship between the author and his main character.  

                                                 
10 This aspect will be further developed in the next section.  
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1.4 #ÁÒÒÏÌÌȭÓ /×Î ,ÉÔÅÒÁÒÙ $ÏÕÂÌÅÓ  

 

 

The representation through the mirror metaphor of the complex relationship 

between Carroll and Alice also entails that Carroll uses it in order to present 

literary doubles of his own self. The Red King dreaming of Alice can be 

interpreted as a conceptual metaphor of the author dreaming of the story and 

determining the life and vicissitudes of the characters, while at the same time 

being influenced by the characters themselves. Carroll had already inserted 

ÃÈÁÒÁÃÔÅÒÓ ÍÉÒÒÏÒÉÎÇ ÈÉÓ ÒÏÌÅ ÁÓ ÁÕÔÈÏÒȟ ÁÎÄ ÁÓ !ÌÉÃÅȭÓ ÆÒÉÅÎÄȟ ÉÎ !ÌÉÃÅȭÓ 

Fig. 28 Dagmar Berkovà, 
illustration for Through the 
Looking-Glass, 1961. It can 
be argued that Carroll 
depicts himself as both the 
White and the Red Knight, 
duplicating the duplication 
itself. In this image by 
Berkovà the two knights 
look almost identical 
(although the White Knight 
is holding a mouse-trap: to 
capture Alice?), and Alice 
seems to be divided into 
two parts, with her right 
side matching the darker 
shade of the Red Knight, 
and her left side being as 
white as the White one.  
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Adventures in Wonderland: he appears at the beginning, during the Caucus-Race, 

disguised as the Dodo,11 one of the first encounters Alice has in Wonderland. His 

self-representation as a Dodo was motivated by his stammer, which made him 

ÐÒÏÎÏÕÎÃÅ ÈÉÓ ÓÕÒÎÁÍÅ ÁÓ Ȱ$Ï-Do-$ÏÄÇÓÏÎȱ ɉM. Gardner, 28). The Dodo is a 

funny looking bird with a terrible story behind it (Dodos were extinct because 

they were exterminated by humans, M. Gardner, 28); it is a tragicomic figure 

that anticipates somehow the other literary doubles who would appear in the 

second of the Alice books.  

     Nevertheless, in !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄ the separation between the 

author and his main character is much less pronounced than in Through the 

Looking-Glass: in Wonderland Carroll actually often identifies himself with his 

heroine. His actual proximity with the real Alice, his being still a young man, his 

ÂÏÏË ÂÅÉÎÇ ÈÉÓ ÆÉÒÓÔ ÃÈÉÌÄÒÅÎȭÓ ÂÏÏËȟ ÁÌÌ ÃÏÎÔÒÉÂÕÔÅ ÔÏ ÍÁËÅ ÔÈÅ ÆÉÃÔÉÏÎÁÌ !ÌÉÃÅ ÎÏÔ 

only a surrogate of Alice Liddell, but of the author himself. Morton Cohen argues 

ÔÈÁÔ Ȱ!ÌÉÃÅ ÁÎÄ ÈÅÒ ÁÄÖÅÎÔÕÒÅÓ would not have materialised had the boy Charles 

$ÏÄÇÓÏÎ ÎÏÔ ÅÁÒÌÉÅÒ ÌÉÖÅÄ ÔÈÒÏÕÇÈ ÔÈÏÓÅ ÔÒÉÁÌÓ ÁÎÄ ÁÄÖÅÎÔÕÒÅÓȱ ɉρτυɊȢ 4ÈÅ 

experience of the little girl trying to understand a world of weird and aggressive 

creatures, using her sense of humour and her surviÖÁÌ ÓËÉÌÌÓȟ ÍÁÔÃÈÅÓ #ÁÒÒÏÌÌȭÓ 

own personal history, the history of a delicate little boy who had always been 

more similar to (and more at ease with ) little girls than athletic and bullying 

boys (18-22) and who had used his wit and cleverness to find his path in the 

world. Morton Cohen writes ÔÈÁÔ ÔÈÅ ÈÅÒÏÉÎÅ ÏÆ 7ÏÎÄÅÒÌÁÎÄ ȰÉÓ ÒÅÁÌÌÙ #ÈÁÒÌÅÓ 

ÈÉÍÓÅÌÆ ÉÎ ÄÉÓÇÕÉÓÅȱ ɉςρυɊȟ ÁÎÄ ÉÎ ÔÈÉÓ ÓÅÎÓÅ ÔÈÅ ÆÉÒÓÔ !ÌÉÃÅ ÃÁÎ ÂÅ ÃÏÎÓÉÄÅÒÅÄ ÁÓ 

a mirror of him; the formula !ÌÉÃÅ ÃȭÅÓÔ ÍÏÉ ÃÁÎ ÐÒÏÐÅÒÌÙ ÄÅÆÉÎÅ #ÁÒÒÏÌÌȭÓ 

relationshiÐ ÔÏ ÈÉÓ ÃÈÁÒÁÃÔÅÒȢ 4ÈÅ ÁÕÔÈÏÒȭÓ Ï×Î ÍÉÎÄ ÐÒÏÄÕÃÅÓ Á ÐÒÏÊÅÃÔÉÏÎ ÏÆ 

ÉÔÓÅÌÆ ÉÎ !ÌÉÃÅȭÓ ×ÁÎÄÅÒÉÎÇ ÉÎ Á ÌÁÎÄ ÏÆ ÂÉÚÁÒÒÅ ÂÅÉÎÇÓȟ ÃÏÎÆÒÏÎÔÉÎÇ ÔÈÅ ɉÐÒÅ-) 

Freudian lapsus, madness, dreams and memory-ÒÅÌÁÔÅÄ ÉÓÓÕÅÓȡ ȰÎÏ ÎÏÖÅÌÉÓÔ ÈÁÓ 

identified more intimately with ÔÈÅ ÐÏÉÎÔ ÏÆ ÖÉÅ× ÏÆ ÈÉÓ ÈÅÒÏÉÎÅȱ ɉ,ÅÖÉÎȟ ςςρɊȢ  

     In the Looking-ÇÌÁÓÓ ×ÏÒÌÄ ÔÈÅ ÓÉÔÕÁÔÉÏÎ ÉÓ ÑÕÉÔÅ ÄÉÆÆÅÒÅÎÔȡ Ȱ#ÈÁÒÌÅÓ ÐÌÁÙÓ 

ÓÅÖÅÒÁÌ ÒÏÌÅÓ ÉÎ ÔÈÉÓ ÂÏÏËȱ ɉM. Cohen, 215). The mirror multiplies his identity 

                                                 
11 Among the Caucus-2ÁÃÅȭÓ ÐÁÒÔÉÃÉÐÁÎÔÓ #ÁÒÒÏÌÌ ÉÎÓÅÒÔÓ ÔÈÅ ÁÃÔÕÁÌ ÍÅÍÂÅÒÓ ÏÆ ÔÈÅ ÂÏÁÔ 
expedition where he first told the Wonderland story: the Duck is the Reverend Duckworth, the 
Lory is Lorina Liddell, the Eaglet is Edith Liddell and the Dodo, Carroll himself (Haughton, 304).   
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into several distinct, but in the end similar, figures. Apart from the already 

mentioned Red King dreaming of Alice, it is highly plausible that Carroll 

depicted himself as the White Knight, and probably also as his counterpart, the 

Red Knight. Morton Cohen states that Carroll is the White Knight, because of the 

several resemblances between the two (215-216); Martin Gardner observes 

ÔÈÁÔ ȰÍÁÎÙ #ÁÒÒÏÌÌÉÁÎ ÓÃÈÏÌÁÒÓ ÈÁÖÅ ÓÕÒÍÉÓÅÄȟ ÁÎÄ ×ÉÔÈ ÇÏÏÄ ÒÅÁÓÏÎȟ ÔÈÁÔ 

#ÁÒÒÏÌÌ ÉÎÔÅÎÄÅÄ ÔÈÅ 7ÈÉÔÅ +ÎÉÇÈÔ ÔÏ ÂÅ Á ÃÁÒÉÃÁÔÕÒÅ ÏÆ ÈÉÍÓÅÌÆȟȱ ÁÎÄ ÇÏÅÓ ÏÎ ÔÏ 

enumerate the many characteristics Carroll shares with this character (249-

250); and Taylor named his biography of Carroll The White Knight. The 

comparison with the Red Knight is less popular, though Morton Cohen mentions 

ÉÔ ɉςρυɊȟ ÂÕÔ ) ÁÒÇÕÅ ÔÈÁÔ ÉÆ ×Å ÁÃÃÅÐÔ #ÁÒÒÏÌÌȭÓ ÉÄÅÎÔÉÆÉÃÁÔÉÏÎ ×ÉÔÈ ÔÈÅ 7ÈÉÔÅ 

Knight, we are led to admit that then he is also the Red Knight, because the 

ÌÁÔÔÅÒ ÉÓ ÔÈÅ ÍÁÎÉÆÅÓÔ ÃÏÕÎÔÅÒÐÁÒÔȟ ÔÈÅ ȰÄÁÒË ÓÉÄÅȟȱ ÏÆ ÔÈÅ ÆÏÒÍÅÒȢ 4ÈÅ ÄÕÐÌÉÃÁÔÉÏÎ 

mechanism becomes almost obsessive: Carroll, who is already Charles 

$ÏÄÇÓÏÎȭÓ ÄÏÕÂÌÅȟ ÃÒÅÁÔÅÓ ÔÈÅ 7ÈÉÔÅ +ÎÉÇÈÔ ÁÓ ÈÉÓ ÌÉÔÅÒÁÒÙ ÄÏÕÂÌÅȟ ×ÈÏ ÈÁÓ ÉÎ 

turn his own double in the Red Knight, as well as in the Wasp of the suppressed 

ÃÈÁÐÔÅÒ Ȱ4ÈÅ 7ÁÓÐ ÉÎ Á 7ÉÇȱ ɉÃhapter to be found in The Annotated Alice, 293-

315).  

     We are thus left with the impression of a never-ending duplication process, a 

perpetual projection and re-projection of the self, as if desperately trying to 

catch an ultimate meaning, which is always further displaced. The human mind 

can be drawn deep into its own twists and turns just by attempting a self-

observation from above; that is, by trying to duplicate and study itself from a 

transcendent perspective, which is the defining paradox of the mind that tries 

to analyse itself. The problematic of objectivity in any kind of auto-analysis is 

well highlighted by Carroll: he represents himself as the gentle, caring White 

Knight, but he is also the Red Knight, who wants to make Alice his prisoner 

(245-246). In the just-mentioned suppressed episode he is also the Wasp, an 

old and whining individual, and it is probably no accident that he tries to keep 

Alice behind the brook, preventing her from becoming a Queen, immediately 

after she has taken leave, too hastily, from the White Knight. Several similarities 

between the Wasp and the Knight are identified and listed by Martin Gardner: 

!ÌÉÃÅ Ȱ×ÁÖÅÓ ÇÏÏÄ-bye to the White Knight with a handkerchief; the Wasp has a 
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handkerchief around his face. The White Knight talks about bees and honey; the 

7ÁÓÐ ÔÈÉÎËÓ !ÌÉÃÅ ÉÓ Á ÂÅÅ ÁÎÄ ÁÓËÓ ÈÅÒ ÉÆ ÓÈÅ ÈÁÓ ÁÎÙ ÈÏÎÅÙȱ ɉσπρɊȢ )Æ ÔÈÅ 7ÈÉÔÅ 

+ÎÉÇÈÔ ÓÉÎÇÓ Á ÍÅÌÁÎÃÈÏÌÙ ÓÏÎÇ ÁÂÏÕÔ ȰÁÎ ÁÇÅÄ ÁÇÅÄ ÍÁÎȱȟ ÔÈÅ 7ÁÓÐ is an aged 

ÁÇÅÄ ÍÁÎȢ )Î Á ȰÓÏÍÅ×ÈÁÔ ÔÅÒÒÉÆÙÉÎÇ ÓÃÅÎÅȱ ɉM. Gardner, 314) the Wasp reaches 

out a claw to remove Alice's hair; similarly, the White Knight grabs hold of 

Alice's hair to save himself from falling for the umpteenth time from his horse. 

Their pathetic attachment to Alice (which can be read as a mirror of Carroll's 

own) seems to be related to some kind of violent instinct; the same kind of 

violent instinct that makes the Red Knight willing to fight to keep Alice 

imprisoned with him in his chessboard square. The mirror of literature reflects 

back to Carroll his own identity, but even this last one is doubled, divided 

between what he would like to be and in part is, and in what he wouldn't like to 

ÂÅ ÂÕÔ ÉÎ ÐÁÒÔ ÉÓȢ Ȱ!ÌÉÃÅȭÓ ÅÎÃÏÕÎÔÅÒ ×ÉÔÈ ÁÌÌ ÔÈÒÅÅ ÏÆ ÔÈÅÓÅ ÐÉÔÉÆÕÌ ÃÈÁÒÁÃÔÅÒÓ ÉÓ Á 

transparent exaggeration of what had happened in real life to Charles and his 

ÆÁÖÏÕÒÉÔÅ ÃÈÉÌÄ ÆÒÉÅÎÄȱ ɉM. Cohen, 217).  
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1.5 Language Is Not a Mirror: Looking-Glass Insects  

 

The problematic essence of the Looking-Glass land seems comparable to the 

complexity of the role of language itself. Both language and the magic mirror 

reflect outside reality, and, in reflecting it, they forcefully re-elaborate it; 

nonetheless, reality caÎȭÔ ÂÅ ÅØÐÒÅÓÓÅÄ ×ÉÔÈÏÕÔ ÓÕÃÈ ÒÅ-elaboration.  The 

Carrollian language of nonsense, however, manages to depict this 

representational conflict, within the means of representation itself. Nonsense 

portrays the lack of a perfect correspondence, using language to highlight the 

limits of language.  

Fig. 29 John Vernon Lord, 
illustration for Through the 
Looking-Glass, 2011. It is 
represented here one of 
the insects Carroll 
describes in this chapter, 
×ÈÅÒÅ ȰÎÏÎÓÅÎÓÅ 
etymology and nonsense 
ÅÎÔÏÍÏÌÏÇÙ ÍÅÅÔȱ 
(Haughton, 337). 
Moreover, the 
simultaneous presence of 
the newspaper highlights 
the connection between 
insects and language.  
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     Carroll makes these theoretical considerations explicit in the chapter 

Ȱ,ÏÏËÉÎÇ-'ÌÁÓÓ )ÎÓÅÃÔÓȱ ɉρχχ-ρψψɊȢ !ÌÉÃÅȭÓ ÅÎÃÏÕÎÔÅÒ ×ÉÔÈ ÔÈÅÓÅ ÁÂÓÕÒÄ 

creatures is accompanied by continuous linguistic games, paradoxes and meta-

linguistic references, with the Gnat making silly jokes playing on a supposed 

ÓÉÍÉÌÁÒÉÔÙ ÂÅÔ×ÅÅÎ ×ÏÒÄÓ ÁÎÄ ȰÒÅÁÌ ÔÈÉÎÇÓȱȢ 4ÈÅ ÉÎÓÅÃÔÓ ÔÈÅÍÓÅÌÖÅÓ ȰÁÒÅ ÎÏÔ 

ÉÎÓÅÃÔÓ ÁÔ ÁÌÌ ÂÕÔ ÃÏÍÐÏÕÎÄÓ ÏÆ ×ÏÒÄÓȱ ɉ3Å×ÅÌÌȟ ρςψ-9). In this chapter Carroll 

ȰÓÅÔÓ ÒÅÁÌ ÁÎÄ Õnreal names side by side, and creates imaginary insects by 

adding a second adjective or substantive to a name that is already compounded 

ÏÆ Á ÓÕÂÓÔÁÎÔÉÖÅ ÁÎÄ ÁÎ ÁÄÊÅÃÔÉÖÅ ɉÏÒ ÓÕÂÓÔÁÎÔÉÖÅɊȱ ɉ(ÁÕÇÈÔÏÎȟ σσχɊȢ 4ÈÅ 

melancholy Gnat enumerates to Alice several inÓÅÃÔÓȭ ÎÁÍÅÓȟ ÓÈÏ×ÉÎÇ ÈÏ× ÔÈÅÉÒ 

weird physical appearance mimics the paradoxical features expressed in their 

names. So, the Rocking-horse-fly is a wooden insect which looks like a 

miniature of a rocking-ÈÏÒÓÅȟ ȰÓ×ÉÎÇÉÎÇ ÉÔÓÅÌÆ ÆÒÏÍ ÂÒÁÎÃÈ ÔÏ ÂÒÁÎÃÈȱ ɉρψςɊȠ the 

Snap-dragon-fly12 is made of plum-pudding, lives in a Christmas-box and has a 

raisin burning in brandy as its head; the Bread-and-butter -fly has thin slices of 

ÂÒÅÁÄ ÁÎÄ ÂÕÔÔÅÒ ÁÓ ×ÉÎÇÓȟ ȰÉÔÓ ÂÏÄÙ ÉÓ Á ÃÒÕÓÔ ÁÎÄ ÉÔÓ ÈÅÁÄ ÉÓ Á ÌÕÍÐ ÏÆ ÓÕÇÁÒȱ 

(184).  

     !ÌÉÃÅ ÓÁÙÓ ÔÏ ÔÈÅ 'ÎÁÔ ÔÈÁÔ ÓÈÅ ËÎÏ×Ó ÓÏÍÅ ÉÎÓÅÃÔÓȭ ÎÁÍÅÓ ÈÅÒÓÅÌÆ ɉρψς-3), 

ÂÕÔ ÔÈÅ 'ÎÁÔ ÏÂÓÅÒÖÅÓ Ȱ×ÈÁÔȭÓ ÔÈÅ ÕÓÅ ÏÆ ÔÈÅÉÒ ÈÁÖÉÎÇ ÎÁÍÅÓȟ ÉÆ ÔÈÅÙ ×ÏÎȭÔ 

ÁÎÓ×ÅÒ ÔÏ ÔÈÅÍȩȱ ɉρψςɊȢ !ÌÉÃÅ ÅØÐÌÁÉÎÓ ȰÎÏ ÕÓÅ ÔÏ themȟ ÂÕÔ ÉÔȭÓ ÕÓÅÆÕÌ ÔÏ ÔÈÅ 

people that name them, I ÓÕÐÐÏÓÅȢ )Æ ÎÏÔȟ ×ÈÙ ÄÏ ÔÈÉÎÇÓ ÈÁÖÅ ÎÁÍÅÓ ÁÔ ÁÌÌȩȱ 

(182). The Gnat and Alice are here expressing two different notions of language: 

language as answerable to its referents and language as a pragmatic tool of its 

users, independent of any resemblance between name and thing. Alice assumes 

that names are conceived for a purpose, that they are (arbitrarily) chosen for 

ÐÒÁÃÔÉÃÁÌ ÕÓÅ ɉÔÈÉÓ ÃÏÎÃÅÐÔÉÏÎ ×ÉÌÌ ÂÅ ÔÁËÅÎ ÔÏ ÉÔÓ ÅØÔÒÅÍÅÓ ÉÎ (ÕÍÐÔÙ $ÕÍÐÔÙȭÓ 

tyrannical and solipsistic naming practice). The Gnat points out to Alice the 

existing connection between the names of the Looking-Glass insects and their 

actual appearance, to underline how there must be a direct correspondence 

between names and things. The Gnat keeps making obsessive jokes about this 

supposed correspoÎÄÅÎÃÅȟ ÂÕÔ ÔÈÅÉÒ ÅÆÆÅÃÔ ÉÓ ÔÏ ÍÁËÅ ÔÈÅ ÉÎÓÅÃÔ ȰÓÏ ÕÎÈÁÐÐÙȱ 

                                                 
12 Snapdragon was a game which Victorian children used to play during the Christmas season: 
for a longer explanation, see M. Gardner, 184. 
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(185): firstly , because jokes in the Looking-Glass world have the opposite effect 

to the one ÔÈÅÙ ×ÏÕÌÄ ȰÎÏÒÍÁÌÌÙȱ ÈÁÖÅȟ ÍÁËÉÎÇ ÐÅÏÐÌÅ ÓÁÄ ÉÎÓÔÅÁÄ ÏÆ ÐÒÏÖÏËÉÎÇ 

laughter; secondly, because it is precisely in this mirrored world on the other 

side of the Looking-Glass that words are shown not to be mirrors. In fact, the 

fragile lives of the insects show the precariousness of a theoretical conception 

of language as the mirror of the external world. The Snap-dragon-fly has a head 

burning in flames, while the Bread-and-butter -ÆÌÙ ÃÁÎ ÅÁÔ ÏÎÌÙ Ȱ×ÅÁË ÔÅÁ ×ÉÔÈ 

ÃÒÅÁÍ ÉÎ ÉÔȱ ɉρψτɊȟ ÁÎÄȟ ÓÉÎÃÅ ÔÈÉÓ ÉÓ ÖÅÒÙ ÄÉfficult to find, its final destiny is to 

ÓÔÁÒÖÅ ÔÏ ÄÅÁÔÈ ɉȰÉÔ ÁÌ×ÁÙÓ ÈÁÐÐÅÎÓȱȟ ÒÅÍÁÒËÓ ÔÈÅ 'ÎÁÔ ÔÏ !ÌÉÃÅȟ ρψτɊȢ  

     It is worth noticing that the Gnat, so eager to prove the link between words 

and things, is the only insect without a name revealing its nature. The main 

characteristic of the Gnat is its continuous deeply melancholic sighing: as Eco 

writes,  

 

il sogno semiotico di nomi propri che siano immediatamente legati al 

ÌÏÒÏ ÒÅÆÅÒÅÎÔÅ ɉÃÏÓý ÃÏÍÅ ÉÌ ÓÏÇÎÏ ÓÅÍÉÏÔÉÃÏ ÄÉ ÕÎȭÉÍÍÁÇÉÎÅ ÃÈÅ ÁÂÂÉÁ 

tutte le prÏÐÒÉÅÔÛ ÄÅÌÌȭÏÇÇÅÔÔÏ Á ÃÕÉ î ÒÉÆÅÒÉÔÁɊ ÎÁÓÃÅ ÐÒÏÐÒÉÏ ÄÁ ÕÎÁ 

sorta di nostalgia catrottica. (Eco, Sugli Specchi, 21) 13  

 

This nostalgia is consuming the Gnat, which, while yearning for a world of 

ÓÐÅÃÕÌÁÒ ÃÏÒÒÅÓÐÏÎÄÅÎÃÅÓȟ ȰÓÉÇÈÅÄ ÉÔÓÅÌÆ Á×ÁÙȱ ɉρψυɊȟ ÊÕÓÔ ÁÓ Echo, obsessively 

mirroring the words Narcissus ÄÏÅÓÎȭÔ speak to her, dissolves in the air, 

consuming herself with an impossible desire.14  

                                                 
13  Ȱ4ÈÅ ÓÅÍÉÏÔÉÃ ÄÒÅÁÍ ÏÆ ÐÒÏÐÅÒ ÎÁÍÅÓ ÉÍÍÅÄÉÁÔÅÌÙ ÌÉÎËÅÄ ÔÏ ÔÈÅÉÒ ÒÅÆÅÒÅÎÔÓ ɉÁÓ ×ÅÌÌ ÁÓ ÔÈÅ 
semiotic dream of an image holding all the proprieties of its referred object) has its roots in a 
sort of catoptric nostalgiaȱȢ 
 
14 %ÃÈÏȟ ÃÏÎÄÅÍÎÅÄ ÂÙ ÔÈÅ 'ÏÄÄÅÓÓ (ÅÒÁ ÔÏ ÂÅ ÕÎÁÂÌÅ ÔÏ ÓÐÅÁË ÅØÃÅÐÔ ÔÏ ÒÅÐÅÁÔ ÓÏÍÅÏÎÅ ÅÌÓÅȭÓ 
last words, keeps repeating NarcissusȭÓ ×ÏÒÄÓȟ ×ÏÒÄÓ ÍÅÁÎÔ ÔÏ ÒÅÊÅÃÔ ÈÅÒȢ 3ÅÅ /ÖÉÄȟ 
Metamorphoses, bk. 3, vv. 402-510.   
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 Fig. 30 Illustration for Episodes of Insect Life, Acheta Domestica (pseudonym of Louise Budgen).   
4ÈÉÓ ÂÏÏË ÉÓ ÏÎÅ ÏÆ ÔÈÅ ÓÅÖÅÒÁÌ ÅØÁÍÐÌÅÓ ÓÈÏ×ÉÎÇ ÔÈÅ 6ÉÃÔÏÒÉÁÎÓȭ ÆÁÓÃÉÎÁÔÉÏÎ ×ÉÔÈ ÅÎÔÏÍÏÌÏÇÙȟ 
ÁÎÄ ÔÈÅ ×ÁÙ ÔÈÅ ÏÆÔÅÎ ÍÉØÅÄ ÕÐ ÆÁÉÒÙ ÔÁÌÅ ÃÒÅÁÔÕÒÅÓ ×ÉÔÈ ÉÎÓÅÃÔÓȡ ȰÆÁÉÒÉÅÓ ÍÁÄÅ ÆÒÅÑÕÅÎÔ 
appearances in Victorian entomology, as fanciful works played on the supposed similarities 
ÂÅÔ×ÅÅÎ ÉÎÓÅÃÔÓ ÁÎÄ ÆÁÉÒÉÅÓȟ ÆÒÏÍ ÓÉÚÅ ÔÏ ×ÉÎÇÓ ÔÏ ÍÏÖÅÍÅÎÔ ÔÏ ÅÐÈÅÍÅÒÁÌÉÔÙȱ ɉ+ÅÅÎÅȟ υυɊȢ 
#ÁÒÒÏÌÌȭÓ ,ÏÏËÉÎÇ-Glass insects, imaginary creatures made out of wordplay, are possibly a 
parody of this attitude.             

 

In creating this Looking-Glass world of repetitions, reversions and distortions, 

Carroll keeps running after an ultimate sense, whilst showing how this is 

unreachable: identities are duplicated and never univocal; roads go back and 

forth at the same time; places (like the location of the Mad Tea Party, and 

4×ÅÅÄÌÅÄÕÍ ÁÎÄ 4×ÅÅÄÌÅÄÅÅȭÓ ÈÏÕÓÅɊ ÁÒÅ ÂÉÄÉÒÅÃÔÉÏÎÁÌȠ15 ÔÈÅ ÁÕÔÈÏÒȭÓ Ï×Î ÓÅÌÆ 

is fragmented into different self-projections; language is slippery and ineffable. 

4ÈÅ ÍÉÎÄ ÃÁÎȭt see itself perfectly reflected in the mirror, because the mirror 

gives back more meaning, or less, or a distorted one. The ultimate meaning, like 

                                                 
15 A more detailed explanation of this concept in the next section.  
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!ÌÉÃÅȭÓ ÄÒÅÁÍ-rushes (214-215), remains out of reach, ephemeral and 

inconsistent. As Scrittori affirms  

il divario tra segno linguistico e referente si manifesta in una sorta di 

paradigma della non coincidenza ɀ tra significato e significante, tra il 

soggetto e la sua memoria, tra il desiderio e la realtà ɀ che chiamiamo 

appunto nonsense. (290) 16   

 #ÁÒÒÏÌÌȭÓ ÎÏÎÓÅÎÓÅ ×ÒÉÔÉÎÇȟ ×ÉÔÈ ÉÔÓ ÅÍÂÌÅÍÁÔÉÃ ÁÎÄ ÍÅÌÁÎÃÈÏÌÉÃ ,ÏÏËÉÎÇ-Glass 

insects, represents this ineffability and this discrepancy. 

Fig. 31 3ÃÒÅÅÎÓÈÏÔ ÆÒÏÍ 7ÁÌÔ $ÉÓÎÅÙȭÓ !ÌÉÃÅȭÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄ, 1951. Despite the numerous 
changes the Disney movie forces upon the Carrollian books, a particularly visually striking 
representation, which the original book lacks, is the one of the bread-and-butterflies.  

 

                                                 
16 3ÃÒÉÔÔÏÒÉ ςωπȡ Ȱ4ÈÅ ÓÅÐÁÒÁÔÉÏÎ ÂÅÔ×ÅÅÎ ÔÈÅ ÌÉÎÇÕÉÓÔÉÃ ÓÉÇÎ ÁÎÄ ÔÈÅ ÒÅÆÅÒÒÅÄ ÏÂÊÅÃÔ ÓÈÏ×Ó ÉÔÓÅÌÆ 
in a sort of paradigm of non-correspondence ɀ between signified and signifier, between the 
subject and his memory, between desire and reality ɀ a paradigm whicÈ ×Å ÃÁÌÌ ÎÏÎÓÅÎÓÅȢȱ  
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2)   Ȱ3Ï 9ÏÕ !ÒÅ !ÎÏÔÈÅÒ !ÌÉÃÅȱȡ 4ÈÅ #ÈÁÒÁÃÔÅÒɉÓɊ  

 

 

 

 

 

To the Looking-Glass world it was Alice that said 
Ȭ)ȭÖÅ Á ÓÃÅÐÔÒÅ ÉÎ ÍÙ ÈÁÎÄ )ȭÖÅ Á ÃÒÏ×Î on my head. 
Let the Looking-Glass creatures, whatever they be 
Come and dine with the Red Queen, the White 
1ÕÅÅÎȟ ÁÎÄ ÍÅȦȭ 
(TTLG, 273) 

Fig. 32 David Hall, Alice and the Bottle, drawing for the first unreleased version 
ÏÆ $ÉÓÎÅÙȭÓ Alice in Wonderlandȟ ρωσωȢ 4ÈÅ ÉÓÓÕÅ ÏÆ ÔÈÅ ÍÕÌÔÉÐÌÉÃÁÔÉÏÎ ÏÆ !ÌÉÃÅȭÓ 
ÉÄÅÎÔÉÔÙ ÉÎ #ÁÒÒÏÌÌȭÓ ÎÁÒÒÁÔÉÏÎ ÉÓ ÐÏ×ÅÒÆÕÌÌÙ ÃÏÎÖÅÙÅÄ ÂÙ (ÁÌÌȭÓ ÄÒÁ×ÉÎÇȟ ×ÈÅÒÅ 
different perspectives seen simultaneously provide different Alices all together 
in the same space, anticipating the continuous changes of the self she is going 
to experience after having drunk from the bottle.  
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In this section I show how the mirror mechanisms of duplication and inversion 

function as essential elements in shaping the Alice ÂÏÏËÓȭ ÃÈÁÒÁÃÔÅÒÓ ÁÎÄ ÔÈÅÉÒ 

minds. The argument of this section moves from analysis of the multiple double 

identities of the central character (Alice), to a general claim about the 

doubleness inherent in all ÏÆ #ÁÒÒÏÌÌȭÓ ÃÈÁÒÁÃÔÅÒÓȢ 4ÈÅ ÌÁÓÔ ÐÁÒÔ turns to 

ÉÎÖÅÓÔÉÇÁÔÉÏÎ ÏÆ ÔÈÅ ÃÈÁÒÁÃÔÅÒÓȭ ÉÎÔÅÒÁÃÔÉÏÎÓ ×ÉÔÈ ÅÁÃÈ ÏÔÈÅÒȟ ÆÏÃÕÓÉÎÇ ÏÎ ÔÈÅ 

mirror -related mechanisms of the mind reading process in Wonderland and in 

the Looking-Glass world. Accordingly, I first present the different 

transformations Alice has to deal with, in her real and fictional life, examining 

the different identities the mirror of literature gives back to her, and their 

complex significance. Secondly, I expand the perspective to include the 

ubiquitous duplication of characters in the Carrollian worlds, especially in the 

Looking-Glass one, and the reflections on identity and alterity that this 

duplication inspires. Thirdly, I further extend the topic of doubleness in 

#ÁÒÒÏÌÌȭÓ ÎÁÒÒÁÔÉÖÅ ÓÃÅÎÁÒÉÏÓ ÂÙ ÆÏÃÕÓÉÎÇ ÏÎ ÔÈÅ ÉÎÔÅÒÁÃÔÉÏÎÓ ÂÅÔ×ÅÅÎ ÃÈÁÒacters 

ÁÎÄ ÏÎ ÔÈÅ ÒÏÌÅ ÔÈÅ ÃÏÎÃÅÐÔ ÏÆ ȰÄÏÕÂÌÙ ÅÍÂÅÄÄÅÄ ÎÁÒÒÁÔÉÖÅÓȱ ɉ0ÁÌÍÅÒȟ ςσπɊ ÈÁÓ 

in this interplay, that is, how fictional minds are reflected (or not reflected, in 

this case) in other fictional minds, and the peculiarity of the Alice books in this 

respect.  
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2.1 Queen Alice 

 

 

When Humpty Dumpty points out to Alice that the best thing for her would be 

ÔÏ ȰÌÅÁÖÅ ÏÆÆ ÁÔ ÓÅÖÅÎȱȟ since seven years old is a kind of perfect irreplaceable 

ÁÇÅȟ ÁÎÄ ÓÈÅ ÒÅÐÌÉÅÓ ȰÏÎÅ ÃÁÎȭÔ ÈÅÌÐ ÇÒÏ×ÉÎÇ ÁÎÙ ÏÌÄÅÒȱȟ ÈÅ ÒÅÔÏÒÔÓ ȰÏÎÅ ÃÁÎȭÔȟ 

ÐÅÒÈÁÐÓȣ ÂÕÔ Ô×Ï ÃÁÎȱ ɉςςςɊȢ $ÏÕÇÌÁÓ-Fairhurst highlights the importance of 

this dialogue in order to grasp the relationship between Alice and her creator: 

fictional girls, he observes, have the power of remaining forever young (185). 

4ÈÉÓ ÉÓ ×ÈÙ ÉÔ ÉÓ ÉÍÐÏÓÓÉÂÌÅ ÆÏÒ ÕÓ ÔÏ ÄÉÓÅÎÔÁÎÇÌÅ !ÌÉÃÅ ÆÒÏÍ Ȭ!ÌÉÃÅȭȟ ÔÈÅ ÒÅÁÌ ÇÉÒÌ 

ÆÒÏÍ ÔÈÅ ÌÉÔÅÒÁÒÙ ÃÈÁÒÁÃÔÅÒȡ ÔÈÅÙ ÍÅÒÇÅÄ ÉÎ #ÁÒÒÏÌÌȭÓ Æantasy and they will be 

forever merged in our own imagination, even though Alice Hargreaves (Alice 

,ÉÄÄÅÌÌȭÓ ÍÁÒÒÉÅÄ ÎÁÍÅɊ ×ÁÓ ÈÅÒÓÅÌÆ ÍÏÖÅÄ ÔÏ ÒÅÍÁÒËȟ Ȱ) ÁÍ ÔÉÒÅÄ ÏÆ ÂÅÉÎÇ !ÌÉÃÅ 

ÉÎ 7ÏÎÄÅÒÌÁÎÄȦȱ ɉ$ÏÕÇÌÁÓ-Fairhurst, 5). The dialogue with Humpty Dumpty 

seems ÔÏ ÂÁÒÅÌÙ ÃÏÎÃÅÁÌ Á ËÉÎÄ ÏÆ ÍÕÒÄÅÒÏÕÓ ÐÕÒÐÏÓÅȟ ÂÕÔ #ÁÒÒÏÌÌȭÓ ÓÏÌÕÔÉÏÎ ÉÓ Á 

Fig. 33 
Lostfish 
(Elodie 
Vermeulen), 
illustration for 
A Travers le 
Miroir , 2011. 
Lostfish 
portrays Alice 
as similar to 
#ÁÒÒÏÌÌȭÓ 
photographs 
of Alice 
Liddell, but 
positions her 
in a 
surrealistic 
postmodern 
scenario. Alice 
becomes a 
mixture of 
Alice Liddell, 
fictional Alice, 
queen Alice 
and 
postmodern 
Alice.  
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little less violent: the duplication of Alice, the creation of an eternal papery 

heroine, is the other possible way to keep the little girl in a perennial youth.  

     Therefore, the first, basic duplication, and the foundation of the Alice ÂÏÏËÓȭ 

ÃÏÎÓÔÒÕÃÔÉÏÎȟ ÉÓ ÔÈÅ ÐÒÏÊÅÃÔÉÏÎ ÏÆ !ÌÉÃÅ ÉÎÔÏ Ȭ!ÌÉÃÅȭȢ 4ÈÅ ÌÉÔÅÒÁÒÙ ÍÉÒÒÏÒ ÇÉÖÅÓ ÂÁÃË 

an image of the immortal little Alice. It is not the first time this kind of literary 

transformation has happened: Borges emphasizes how Dante, because he 

ÃÏÕÌÄÎȭÔ ÈÁÖÅ "ÅÁÔÒÉÃÅȟ ÃÌÏÓÅÄ ÈÅÒ ÕÐ ÉÎ ÔÈÅ ÉÎÆÉÎÉÔÅ ÌÉÔÅÒÁÒÙ ÄÒÅÁÍ ÏÆ ÔÈÅ Divina 

Commedia, trapping her in the sublimity of the Pure White Rose, repeating in 

his literary dream his unfulfilled love (Nove Saggi Danteschi). In a similar sense, 

!ÌÉÃÅ ÂÅÃÏÍÅÓ Ȭ!ÌÉÃÅȭȟ Á ÌÉÔÔÌÅ "ÅÁÔÒÉÃÅ ÆÏÒÅÖÅÒ ÙÏÕÎÇ ÉÎ ÔÈÅ ÉÍÐÏÓÓÉÂÌÅ ÌÁÎÄÓ ÏÆ 

Wonderland and of the Looking-Glass world. Carroll wrote about Alice, after 

meeting her as a grown-up woman,  

 

it  ×ÁÓ ÎÏÔ ÓÏ ÅÁÓÙ ÔÏ ÌÉÎË ÉÎ ÏÎÅȭÓ ÍÉÎÄ ÔÈÅ ÎÅ× ÆÁÃÅ ×ÉÔÈ ÔÈÅ ÏÌÄÅÒ 

ÍÅÍÏÒÙȟ ÔÈÅ ÓÔÒÁÎÇÅÒ ×ÉÔÈ ÔÈÅ ÓÏ ÉÎÔÉÍÁÔÅÌÙ ËÎÏ×Î ÁÎÄ ÌÏÖÅÄ Ȭ!ÌÉÃÅȭȟ 

whom I shall always remember as an entirely fascinating seven-year-

old maiden. (Wakeling, 465) 

 

     If the first mirror ed Alice is the fictional Alice, the same fictional girl 

experiences several other duplications within the storyworlds. The mirror 

ÍÅÃÈÁÎÉÓÍ ÂÅÃÏÍÅÓ ÍÏÒÅ ÓÕÂÔÌÅ ÁÎÄ ÃÏÍÐÌÅØȟ ÁÎÄ ÉÓ ÃÏÎÎÅÃÔÅÄ ÔÏ !ÌÉÃÅȭÓ 

different mental attitudes, which themselves represent different fragments of 

her identity. My claim is that in Alice in Wonderland !ÌÉÃÅȭÓ ÉÄÅÎÔÉÔÙ ÕÌÔÉÍÁÔÅÌÙ 

merges with that of the Queen of Hearts, finding in her a secret counterpart 

(whereas in the Looking-Glass land the process of becoming a Queen will be 

ÅØÐÌÉÃÉÔȟ ÁÎÄ ÓÔÁÔÅÄ ÆÒÏÍ ÔÈÅ ÂÅÇÉÎÎÉÎÇ ÁÓ !ÌÉÃÅȭÓ ÇÏÁÌɊȢ 4ÈÉÓ ÉÓ ÎÏÔ ÔÏ 

encapsulate the multiple and inexhaustible meanings of Alice in Wonderland in a 

progressive identification between Alice and the Queen of Hearts; as it is well 

known, and as my analysis aims to reaffirm, any attempt to attribute an 

ultimate, definitive significance to the Alice books is destined to fail. However, it 

ÉÓ ×ÏÒÔÈ ÐÏÉÎÔÉÎÇ ÏÕÔ ÔÈÁÔ !ÌÉÃÅȭÓ ÊÏÕÒÎÅÙ ÉÎ 7ÏÎÄÅÒÌÁÎÄ ÉÓ ÁÌÓÏ Á 

demystification process, in which she gradually loses all the ingrained habits 

and restrictions of her normal life, and manifests more and more instinctive 
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impulses and aggressive, predatory behaviours. This transformation is 

ÍÉÒÒÏÒÅÄ ÉÎ ÔÈÅ ÄÉÆÆÅÒÅÎÔ ÃÈÁÒÁÃÔÅÒÓ ÓÈÅ ÍÅÅÔÓ ɉ'ÒÁÆÆÉ ÎÏÔÅÓ ÈÏ× ȰÏÇÎÉ 

personaggio ÃÈÅ ÓÉ ÏÐÐÏÎÅ ÁÄ !ÌÉÃÅ î ÁÎÃÈÅ ÕÎÁ ÐÁÒÔÅ ÄÉ Óï ÓÔÅÓÓÁȱ, xvi 17); and 

she finds her final and most comprehensive reflection in the figure of the Queen 

ÏÆ (ÅÁÒÔÓȢ !Ó +ÁÒÌÓÓÏÎ ÓÔÁÔÅÓȟ Ȱ!ÌÉÃÅȭÓ ÁÄÖÅÎÔÕÒÅÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄ ÒÅÆÌÅÃÔ ÔÈÅ 

child-adult conflict of Alice ÏÎ ÈÅÒ ÉÎÎÅÒ ÑÕÅÓÔ ÆÏÒ ÉÄÅÎÔÉÔÙȱ ɉρρɊȢ  

     4ÈÅ 1ÕÅÅÎ ÏÆ (ÅÁÒÔÓ ÉÓ ÃÒÅÁÔÅÄ ÂÙ #ÁÒÒÏÌÌ ȰÁÓ Á ÓÏÒÔ ÏÆ ÅÍÂÏÄÉÍÅÎÔ ÏÆ 

ungovernable passion ɀ Á ÂÌÉÎÄ ÁÎÄ ÁÉÍÌÅÓÓ &ÕÒÙȱ ɉ#ÁÒÒÏÌÌȟ Ȱ!ÌÉÃÅ ÏÎ ÔÈÅ 3ÔÁÇÅȱɊ 

and in her Alice finds her own alter-ego: her whole dream-journey down the 

rabbit -ÈÏÌÅ ÉÓ Á ÃÒÅÓÃÅÎÄÏ ÏÆ ÁÌÌÕÓÉÏÎÓ ÔÏ ÄÅÁÔÈ ÁÎÄ ÖÉÏÌÅÎÃÅȟ ÓÈÏ×ÉÎÇ !ÌÉÃÅȭÓ 

aggressive side, and culmÉÎÁÔÉÎÇ ÉÎ ÔÈÅ 1ÕÅÅÎ ÏÆ (ÅÁÒÔÓȭ uncontrollable rage. 

References to eating and being eaten, and to creatures killing each other, start 

to ÁÐÐÅÁÒ ÉÍÍÅÄÉÁÔÅÌÙȟ ÅÖÅÎ ×ÈÉÌÅ !ÌÉÃÅ ÉÓ ÓÔÉÌÌ ÆÁÌÌÉÎÇȟ ×ÉÔÈ ÈÅÒ ȰÄÏ ÃÁÔÓ ÅÁÔ 

ÂÁÔÓȩ $Ï ÃÁÔÓ ÅÁÔ ÂÁÔÓȩ $Ï ÂÁÔÓ ÅÁÔ ÃÁÔÓȩȱ ɉρτɊȢ )ÍÍÅÄÉÁÔÅÌÙ ÁÆÔÅÒ×ÁÒÄÓȟ ÓÈÅ 

approaches the Mouse and continuously talks about her cat Dinah and her habit 

of catching mice, unable to stop herself from touching upon the topic (26-28). 

As the story unfolds the incidents of violence turn more and more explicit: Alice 

ËÉÃËÉÎÇ ÔÈÅ ÌÉÔÔÌÅ ÌÉÚÁÒÄ ɉττɊȠ ÔÈÅ ÃÒÏÃÏÄÉÌÅȭÓ ÊÁ×Ó ɉςσɊȠ ÔÈÅ $ÕÃÈÅÓÓ ÔÏÓÓÉÎÇ ÔÈÅ 

ÂÁÂÙ ȰÖÉÏÌÅÎÔÌÙ ÕÐ ÁÎÄ ÄÏ×Îȱ ɉφτɊȠ ÔÈÅ #ÈÅÓÈÉÒÅ ÃÁÔȭÓ Ȱvery ÌÏÎÇ ÃÌÁ×Óȱ ÁÎÄ 

ȰÇÒÅÁÔ ÍÁÎÙ ÔÅÅÔÈȱ ɉφφɊȠ ÔÈÅ ÍÁÃÁÂÒÅ ÓÔÏÒÙ ÏÆ ÔÈÅ -ÏÃË 4ÕÒÔÌÅ ɉωτ-103); the 

suppression of the guinea pigs in canvas bags (119). This escalating violence 

ÒÅÁÃÈÅÓ ÉÔÓ ÃÌÉÍÁØ ×ÉÔÈ ÔÈÅ ÔÒÉÁÌ ÁÎÄ !ÌÉÃÅȭÓ ÅÖÉÄÅÎÃÅȟ ×ÈÅÎ Alice herself reacts 

violently against her own dream.   

     !ÌÉÃÅȭÓ ÈÁÂÉÔ ÏÆ ÖÉÒÔÕÁÌÌÙ ÄÏÕÂÌÉÎÇ ÈÅÒÓÅÌÆ ÉÓ ÓÔÁÔÅÄ ÁÔ ÔÈÅ ÂÅÇÉÎÎÉÎÇ ÏÆ ÂÏÔÈ ÔÈÅ 

Alice books. Immediately after her fall into the rabbit hole Carroll says of her 

ÔÈÁÔ ÓÈÅ ÉÓ ȰÖÅÒÙ ÆÏÎÄ ÏÆ ÐÒÅÔÅÎÄÉÎÇ ÔÏ ÂÅ Ô×Ï ÐÅÏÐÌÅȱ ɉρψɊȟ ×ÈÉÌÅ ÊÕÓÔ ÂÅÆÏÒÅ 

ÇÏÉÎÇ ÔÈÒÏÕÇÈ ÔÈÅ ÍÉÒÒÏÒ ×Å ÌÅÁÒÎ ÈÏ× ÓÈÅ ÅÎÊÏÙÓ ÔÈÅ ȰÌÅÔȭÓ ÐÒÅÔÅÎÄȱ ÇÁÍÅȟ 

imagining being someone elÓÅȢ )Î ÐÁÒÔÉÃÕÌÁÒȟ ÓÈÅ ÈÁÄ ÒÅÃÅÎÔÌÙ ÐÒÅÔÅÎÄÅÄ ÔÏ ÂÅ ȰÁ 

ÈÕÎÇÒÙ ÈÙÁÅÎÁȟȱ ÁÓËÉÎÇ ÈÅÒ ÎÕÒÓÅ ÔÏ ÂÅ Á ÂÏÎÅȟ ÒÅÁÌÌÙ ÆÒÉÇÈÔÅÎÉÎÇ ÔÈÅ ÐÏÏÒ ÎÕÒÓÅ 

(147). There is from the beginning a hinted connection between the doubled 

Alice and the revelation of a predatory and aggressive self. In Wonderland 

                                                 
17 Ȱ%ÁÃÈ ÃÈÁÒÁÃÔÅÒ ÔÈÁÔ ÃÏÎÆÒÏÎÔÓ !ÌÉÃÅ ÉÓ ÁÌÓÏ Á ÐÁÒÔ ÏÆ ÈÅÒ Ï×Î ÉÄÅÎÔÉÔÙȱȢ   
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!ÌÉÃÅȭÓ ÉÄÅÎÔÉÆÉÃÁÔÉÏÎ ×ÉÔÈ ÔÈÅ 1ÕÅÅÎ ÉÓ ÊÕÓÔ Á ÓÕÂÔÌÅ ÓÕÇÇÅÓÔÉÏÎȟ ×ÈÅÒÅÁÓ ÉÎ ÔÈÅ 

Looking-Glass world she will actually become a Queen. Thus, both journeys can 

be viewed as long and bizarre dreamy paths which finally lead Alice towards a 

Queen: in Wonderland to her secret double, the Queen of Hearts, in the Looking-

Glass world to herself becoming a Queen, alongside the Red Queen and the 

7ÈÉÔÅ 1ÕÅÅÎȢ #ÏÎÓÉÄÅÒÉÎÇ ÂÏÔÈ ÏÆ !ÌÉÃÅȭÓ ÅØÐÅÒÉÅÎÃÅÓ, it seems that being a 

Queen in the Alices is somehow metaphorically connected to something 

dangerous, with negative connotations; to the loss of someone (the White 

Knight in Through the Looking-Glass), and to the unstoppable explosion of 

passions.  

 

Fig. 34 Miharu Yokota, 
1ÕÅÅÎȭÓ 'ÁÒÄÅÎ, 2015. 
In this picture Alice is 
portrayed as a miniature 
1ÕÅÅÎ ÏÆ (ÅÁÒÔÓȡ !ÌÉÃÅȭÓ 
final identification, in 
Alice in Wonderland, 
with the Queen of Hearts 
is one of the claims I 
make in order to better 
ÕÎÄÅÒÓÔÁÎÄ !ÌÉÃÅȭÓ 
fictional duplications.  

 

     4ÈÅ ȰÌÏÖÅÌÉÅÓÔ ÇÁÒÄÅÎȱ ɉρφɊ ÔÈÁÔ !ÌÉÃÅ ÈÁÓ ÁÉÍÅÄ ÔÏ ÒÅÁÃÈ ÓÉÎÃÅ ÔÈÅ ÂÅÇÉÎÎÉÎÇ 

of her adventures in Wonderland, and which reveals itself to be the triumph of 
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Chaos, first welcomes her with the awkward scene of the gardener-cards 

painting white roses red (83). They are violating the delicate and ethereal 

nature of the white roses, which in the language of flowers symbolise purity. In 

the Victorian period the language of flowers was common knowledge; Carroll 

ÈÉÍÓÅÌÆ ÐÌÁÙÓ ×ÉÔÈ ÉÔ ÉÎ ÈÉÓ ÐÁÒÏÄÙ ÏÆ 4ÅÎÎÙÓÏÎȭÓ Maud in tÈÅ ÃÈÁÐÔÅÒ Ȱ4ÈÅ 

'ÁÒÄÅÎ ÏÆ ,ÉÖÅ &ÌÏ×ÅÒÓȱ ɉρφυ-ρχφɊȢ (ÅÒÅ ÉÎ ÔÈÅ 1ÕÅÅÎȭÓ ÇÁÒÄÅÎ ÔÈÅ ÐÕÒÅ ×ÈÉÔÅ 

roses are forced to become red, the colour of violence and passion. The white 

innocent Victorian Alice becomes the red and wild Queen of Hearts. My 

interpretation is that, faced with this antithetical mirror image, Alice rebels 

against the Card Queen, becoming as aggressive and violent as her (AAIW, 129-

130).  

 

Fig. 35 Benjamin Lacombe, 
illustration for Alice au Pays 
des Merveilles, 2015. This 
illustration makes explicit 
the connection between the 
roses painted in red and 
blood, and between the 
white rose and Alice. Here 
the red rose assumes more 
openly sexual connotations.  
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     !ÌÉÃÅȭÓ ×ÁËÉÎÇ ÉÄÅÎÔÉÔÙ ÆÉÎÄÓ ÉÔÓ ÆÉÎÁÌ ÄÅÃÏÎÓÔÒÕÃÔÉÏÎ ÉÎ ÔÈÅ ÌÁÓÔ confrontation 

with her dream-counterpart. Tiresias, in the Greek myth of Narcissus, had 

ÐÒÅÄÉÃÔÅÄ ÔÈÁÔ .ÁÒÃÉÓÓÕÓ ÃÏÕÌÄ ÈÁÖÅ ÓÕÒÖÉÖÅÄ ÏÎÌÙ ȰÓÉ ÓÅ ÎÏÎ ÎÏÖÅÒÉÔȱ18 (Ovid, 

Metamorphoses, bk. 3, vv. 344- 348), so when Narcissus looks in the water and 

sees his mirrored image, he is condemned to death. Alice destroys her own 

dream, and with it the identity the mirror of dreams has given back to her, in 

ÔÈÅ ÍÏÍÅÎÔ ×ÈÅÎ ÓÈÅ ÆÕÌÌÙ ÒÅÁÌÉÓÅÓ ÉÔ ÂÙ ÔÁËÉÎÇ ÔÈÅ 1ÕÅÅÎ ÏÆ (ÅÁÒÔÓȭÓ ÒÏÌÅ ÉÎ 

guiding the final trial (129). She aggressively reacts against Wonderland, 

ÓÃÒÅÁÍÉÎÇ ȰÙÏÕȭÒÅ ÎÏÔÈÉÎÇ ÂÕÔ Á ÐÁÃË ÏÆ ÃÁÒÄÓȦȱ ɉρςωɊȟ ×ÈÅÒÅÁÓ ÔÈÅ +ÉÎÇ ÏÆ 

(ÅÁÒÔÓ ÈÁÄ ÐÒÅÖÉÏÕÓÌÙ ÓÁÉÄ ÔÏ ÔÈÅ 1ÕÅÅÎ ȰÓÈÅ ÉÓ ÏÎÌÙ Á ÃÈÉÌÄȦȱ ɉψφɊȢ !Ô ÔÈÅ ÅÎÄ ÏÆ 

her hallucinatory journey of initiation she has learnt the other half of her 

ÉÄÅÎÔÉÔÙ ÁÎÄȟ ÔÏ ÆÏÒÇÅÔ ÔÈÉÓ ÕÎÐÌÅÁÓÁÎÔ ÄÉÓÃÏÖÅÒÙȟ ȰÓÕÃÈ ÄÉÆÆÉÃÕÌÔ ÓÅÌÆ-ËÎÏ×ÌÅÄÇÅȱ 

(Marcus, 184), she has to wake up. The Gryphon has previously said to Alice, 

ÁÂÏÕÔ ÔÈÅ 1ÕÅÅÎȟ ȰÉÔȭÓ ÁÌÌ ÈÅÒ ÆÁÎÃÙȟ ÔÈÁÔȡ ÔÈÅÙ ÎÅÖÅÒ ÅØÅÃÕÔÅ ÎÏÂÏÄÙȟ ÙÏÕ ËÎÏ×ȱ 

(99): ÉÔȭÓ ÁÌÌ ÈÅÒ ÆÁÎÃÙ ÃÁÎ ÁÓ ×ÅÌÌ ÂÅ ÕÓÅÄ ÔÏ ÅØÐÌÁÉÎ ÁÌÌ !ÌÉÃÅȭÓ ÖÉÃÉÓÓÉÔÕÄÅÓ ÉÎ 

Wonderland; or at least it is the necessary explanation Alice gives to herself 

ɉρσπɊ ÔÏ ÃÏÐÅ ×ÉÔÈ ÔÈÅ ÁÌÁÒÍÉÎÇ ÒÅÁÌÉÔÉÅÓ ÓÈÅ ÈÁÓ ÄÉÓÃÏÖÅÒÅÄ ÉÎ ÈÅÒ ȰÃÕÒÉÏÕÓ 

ÄÒÅÁÍȱ ɉρσπɊȢ  

     There is one last duplication Alice experiences, in the Looking-Glass 

dimension, but this one is a biographical one: a cousin of Carroll, Alice Raikes, 

claimed that an incident between her and Carroll when she was a child was at 

the origin of his ideas about the Looking-Glass land. Apparently, he addressed 

ÈÅÒ ÓÁÙÉÎÇ Ȱ3Ï ÙÏÕ ÁÒÅ ÁÎÏÔÈÅÒ !ÌÉÃÅȢ )ȭÍ ÆÏÎÄ ÏÆ !ÌÉÃÅÓȱ ÁÎÄ ÔÈÅÎ ÈÅ ÌÅÄ ÈÅÒ ÉÎ 

front of a mirror with an orange in her right hand, asking her in which hand the 

girl in the mirror was holding the oÒÁÎÇÅȢ 4ÈÉÓ ÏÔÈÅÒ !ÌÉÃÅ ÓÁÉÄ ȰÉÆ ) ×ÁÓ ÏÎ ÔÈÅ 

ÏÔÈÅÒ ÓÉÄÅ ÏÆ ÔÈÅ ÇÌÁÓÓȟ ×ÏÕÌÄÎȭÔ ÔÈÅ ÏÒÁÎÇÅ ÓÔÉÌÌ ÂÅ ÉÎ ÍÙ ÒÉÇÈÔ ÈÁÎÄȩȱ. 19  Even if 

this episode was clearly not the only inspiration behind the second of the Alice 

books, it is nonetheless significant, in the sense that it introduces a further 

complication to the several duplications Alice experiences, a further step away 

from any single and stable identity for one distinct Alice.  I would like to 

                                                 
18 Ȱ)Æ ÈÅ ÈÁÄ ÎÏÔ ËÎÏ×Î ÈÉÍÓÅÌÆȱȢ  
 
19 Episode recounted by Haughton, xxxviii and Cohen, Interviews and Recollections, 196-7.  
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conclude by showing how the turmoil and violence latent in AlicÅȭÓ ÅØÐÅÒÉÅÎÃÅ 

of doubled identity is well expressed in these lines from Allen Tate:  

Ȱ4ÕÒÎÅÄ ÁÂÓÅÎÔ-minded by infinity  

She cannot move unless her double move,  

The All-!ÌÉÃÅ ÏÆ ÔÈÅ ×ÏÒÌÄȭÓ ÅÎÔÉÔÙ  

Smashed in the anger of her hopeless love,  

Love for herself who, as an earthly twain,  

Pouted to join her two in a sweet one;  

No more the second lips to kiss in vain  

4ÈÅ ÆÉÒÓÔ ÓÈÅ ÂÒÏËÅȟ ÐÌÕÎÇÅÄ ÔÈÒÏÕÇÈ ÔÈÅ ÇÌÁÓÓ ÁÌÏÎÅȱ ɉ4ÁÔÅȟ Last Days of 

Alice, vv. 13-20).  

 

2.2 Two Sides of the Same Coin? Mirrored Characters  

 

Fig. 36 Lostfish, illustration 
for A Travers le Miroir, 
2011. Here the similarities 
and dissimilarities implicit 
in the doubling process are 
funnily but effectively 
represented.  
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If Alice discovers, through her doubles the Queen of Cards and the Queen of 

Chess, that she can be a tyrannical monarch and at the same time a piece in a 

manipulated and nonsensical game, the surplus of meaning made possible by 

the artistic device of duplication works with other characters as well.  The kind 

of disclosure Alice experiences through duplication is a general effect for the 

ÃÈÁÒÁÃÔÅÒÓ ÉÎ #ÁÒÒÏÌÌȭÓ ×ÏÒÌÄÓȢ  4ÈÅ ÄÏÕÂÌÉÎÇ ÏÆ ×ÏÒÌÄÓȟ ÓÅÎÓÅÓ ÁÎÄ ÉÄÅÎÔÉÔÉÅÓ ÉÓ 

first alluded to in Wonderland, where the characters are constructed according 

to a pervasive mechanism of doubling which functions as a complex 

enlargement of cognitive frameworks. This happens first with Alice herself, 

then also with the other creatures she meets in her adventures. Elizabeth Sewell 

ÈÉÇÈÌÉÇÈÔÓ ÔÈÁÔ ȰÎÏÎÓÅÎÓe is a game which requires opposition between two 

forces, not the reconciliation of the two nor the complete suppression of one or 

ÏÔÈÅÒȱ ɉρφσɊȢ )Î ÔÈÅ Alices this existence of two opposites (different pairs of 

opposites, as we shall see) permeates the stories, dictating the construction of 

the characters themselves and functioning as the main criterion in defining 

their personal traits.  

     In accordance with this logic, the Cheshire Cat tells Alice that if she goes on 

walking in one direction she will find a Hatter, while in the other direction there 

will be a March Hare. Actually, Alice finds both of them in the direction she 

chooses, which, indeed, is not an unequivocal choice (AAIW, 69-χςɊȢ #ÁÒÒÏÌÌȭÓ 

paradoxical narrative worlds are characterised by the coexistence of the two 

senses (or sense and non-sense) simultaneously, the two directions at the same 

time (Deleuze, 76). The Mad Hatter and the March Hare, with their similar 

names, are each the mirror of the other, trapped in a bidirectional place and in a 

timeless tea party. If the Looking-Glass world in itself can be conceived as a 

ÄÕÐÌÉÃÁÔÉÏÎ ÏÆ 7ÏÎÄÅÒÌÁÎÄȟ ×ÈÅÒÅ Ȱ!ÌÉÃÅ ) ×ÏÕÌÄ ÂÅÃÏÍÅ !ÌÉÃÅ )) ÂÙ ÐÁÓÓÉÎÇ 

through a mirror into Looking-'ÌÁÓÓ ,ÁÎÄȱ ɉ$ÏÕÇÌÁÓ-Fairhurst, 185) and where 

other characters from the first book reappear (189), all the characters 

presented in the second of the Alice books have a counterpart. The book begins 

with a black kitten and a white one; the chess pieces Alice meets obviously are 

always two (the Red Queen and the White one, the White Knight and the Red 

+ÎÉÇÈÔȣɊȠ ÁÎÄ ÔÈÅÎ ÔÈÅÒÅ ÁÒÅ 4×ÅÅÄÌÅÄÕÍ ÁÎÄ 4×ÅÅÄÌÅÄÅÅȟ (ÁÉÇÈÁ ÁÎÄ (ÁÔÔÁȟ 

and the Lion and the Unicorn.  



 164 

     The topic of bidirectional places, introduced with the Mad Hatter and the 

March Hare in Wonderland, is taken up again in the Looking-Glass world with 

4×ÅÅÄÌÅÄÕÍ ÁÎÄ 4×ÅÅÄÌÅÄÅÅȭÓ ÈÏÕÓÅȢ !ÌÉÃÅ ÆÉÎÄÓ Ô×Ï ÓÉÇÎÓȟ Ȱ4/ 

47%%$,%$5-ȭ3 (/53%ȱ ÁÎÄ Ȱ4/ 4(% (/53% /& 47%%$,%$%%ȟȱ ÁÎÄ ÓÈÅ 

assumes that they point to different destinations, but then finds out that they 

lead to the same house (TTLG, 188). The two inscriptions are left-right 

ÉÎÖÅÒÓÉÏÎÓȟ ȰÉÎ ËÅÅÐÉÎÇ ×ÉÔÈ ÔÈÅ ÆÁÃÔ ÔÈÁÔ #ÁÒÒÏÌÌ ÉÎÔÅÎÄÅÄ ÔÈÅ Ô×Ï ÂÒÏÔÈÅÒÓ ÔÏ 

ÂÅ ÍÉÒÒÏÒ ÉÍÁÇÅÓ ÏÆ ÅÁÃÈ ÏÔÈÅÒȱ ɉM. Gardner, 188). Rackin underlines how 

!ÌÉÃÅȭÓ ÒÅÆÌÅÃÔÉÏÎ ÕÐÏÎ ÄÉÓÃÏÖÅÒÉÎÇ ÔÈÁÔ ÔÈÅÒÅ ÉÓ just one house ɀ Ȱ) ×ÏÎÄÅÒ ) 

ÎÅÖÅÒ ÔÈÏÕÇÈÔ ÏÆ ÔÈÁÔ ÂÅÆÏÒÅȱ ɉρψψɊ - shows that Alice now begins to understand 

how the different sides of herself are ascribable to the doubleness inherent in 

one single person (Nonsense, Sense, 79). Tweedledum and Tweedledee are 

Ô×ÉÎÓȟ ÁÎÄ ȰÔ×ÉÎÓ ÁÒÅ Á ÓÐÅÃÉÁÌ ÃÁÓÅ ÏÆ ÌÏÏËÉÎÇ-ÇÌÁÓÓ ÄÏÕÂÌÉÎÇ ɉȣɊ ÔÈÅÉÒ ÐÅÎÃÈÁÎÔ 

ÆÏÒ Ȭ#ÏÎÔÒÁÒÉ×ÉÓÅȭ ÃÏÎÖÅÒÓÁÔÉÏÎ ÒÅÐÒÅÓÅÎÔÓ Á ÄÉÆÆÅÒÅÎÔ ËÉÎÄ ÏÆ ÍÉÒÒÏÒ ÅÆÆÅÃÔȟ 

ÉÎÖÅÒÓÉÏÎȱ ɉ(ÁÕÇÈÔÏÎȟ σσωɊȢ 4ÈÅ Ô×Ï Ô×ÉÎÓ ×ÏÕÌÄ ÌÉËÅ ÔÏ ÂÅ Ô×o different 

persons, and they fight against each other, but actually they are only two 

ÄÉÖÅÒÓÅ ÁÓÐÅÃÔÓ ÏÆ ÏÎÅ ÉÎÄÉÖÉÄÕÁÌ ÎÏÔ ÃÏÎÃÉÌÉÁÔÅÄ ×ÉÔÈ ÈÉÍÓÅÌÆȡ ȰÔÈÅÙ ÁÒÅ ÄÅÌÕÄÅÄ 

like the self-ÅÎÁÍÏÕÒÅÄ .ÁÒÃÉÓÓÕÓ ÏÆ ÁÎÃÉÅÎÔ ÍÙÔÈȱ ɉ2ÁÃËÉÎȟ Nonsense, Sense, 

80). While Narcissus would like to duplicate himself in order to be able to love 

himself, Tweedledum and Tweedledee represent a narcissistic stage of 

growing-up, a splitting in two of the self for auto-contemplation. The mirror 

effects created by Carroll in this case are helpful to enlighten the complex 

psychological aspects of the possible (or impossible) conciliation between the 

different sides of one personality.  

     Other characters who embody the figure of the double are Hatta and Haigha, 

Á ȰÄÏÕÂÌÅ ÄÏÕÂÌÅȱȟ ×Èo are at the same time two parallel creatures and the 

mirrored version of the Mad Hatter and the March Hare. Then there are the 

Lion and the Unicorn, perennially together and perennially fighting. At the same 

ÔÉÍÅ ÔÈÅ 5ÎÉÃÏÒÎȭÓ ÔÈÏÕÇÈÔÓ ÁÂÏÕÔ !ÌÉÃÅ ÁÒÅ Á ÒÅÖÅÒÓÁÌ ÏÆ !ÌÉÃÅȭÓ Ï×Î ÏÐÉÎÉÏÎÓ 

ÁÂÏÕÔ ÈÉÍ ɉȰÏÎÅ ÏÆ ÔÈÅ ÍÏÓÔ ÂÅÁÕÔÉÆÕÌ ÏÆ ÔÈÅ ÌÏÏËÉÎÇ-ÇÌÁÓÓȭÓ ÉÎÖÅÒÓÉÏÎÓȱȟ 

(ÁÕÇÈÔÏÎȟ στχɊȡ ×ÈÅÎ ÔÈÅ 5ÎÉÃÏÒÎ ÆÉÒÓÔ ÓÅÅÓ ÈÅÒȟ ÈÅ ȰÓÔÏÏÄ ÆÏÒ ÓÏÍÅ ÔÉÍÅ 

ÌÏÏËÉÎÇ ÁÔ ÈÅÒ ×ÉÔÈ ÁÎ ÁÉÒ ÏÆ ÔÈÅ ÄÅÅÐÅÓÔ ÄÉÓÇÕÓÔȱ ɉςτρɊȟ ÈÁÒÄÌÙ ÂÅÌÉÅÖÉÎÇ ÓÈÅȭÓ 

real and alive. He says that he has always thought children were fabulous 
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monsters;20 after Alice replies that she has always had the same idea about 

ÕÎÉÃÏÒÎÓȟ ÈÅ ÔÅÌÌÓ ÈÅÒ ȰÉÆ ÙÏÕȭÌÌ ÂÅÌÉÅÖÅ ÉÎ ÍÅȟ )ȭÌÌ ÂÅÌÉÅÖÅ ÉÎ ÙÏÕȱ ɉςτρɊȢ 

Nevertheless, a short while after this agreement between Alice and the Unicorn, 

the absurd existence of one reciprocated by the absurd existence of the other, 

ÔÈÅ 5ÎÉÃÏÒÎ ÄÅÓÃÒÉÂÅÓ ÈÅÒ ÁÇÁÉÎ ÁÓ Á ÌÅÇÅÎÄÁÒÙ ÍÏÎÓÔÅÒ ɉςττɊȠ ÁÎÄ !ÌÉÃÅȭÓ ÆÉÒÓÔ 

ÔÈÏÕÇÈÔ ÁÆÔÅÒ ÔÈÅÙ ÐÁÒÔ ÉÓ ȰÔÈÁÔ ÓÈÅ ÍÕÓÔ Èave been dreaming about the Lion and 

ÔÈÅ 5ÎÉÃÏÒÎȱ ɉςτυɊȢ !ÌÉÃÅ ÁÎÄ ÔÈÅ 5ÎÉÃÏÒÎ ÁÒÅ ÅÁÃÈ ÏÔÈÅÒȭÓ ÍÉÒÒÏÒ ÉÍÁÇÅȟ 

ÓÈÏ×ÉÎÇ ÔÈÅ ÆÒÁÇÉÌÉÔÙ ÁÎÄ ÅÐÈÅÍÅÒÁÌÉÔÙ ÏÆ ÅÁÃÈ ÏÔÈÅÒȭÓ ÅØÉÓÔÅÎÃÅȢ 7ÈÉÃÈ ÏÎÅ ÉÓ 

more unreal? The non-existent entity par excellence or the forever young little 

girl lost in nonsense dreams?  

     This powerful looking-glass inversion leads to further reflections on the 

mystery of similarity and dissimilarity involved in the multiform relationship of 

identity and alterity. In the Looking-Glass land the boundaries between 

appearance and reality, alterity and identity, dreamed and dreamer are 

constantly blurred and interchangeable. The ill-defined dividing line between 

the two opposites in each pair does not provide for either a rigid opposition or a 

complete conciliation (see the above quote by Sewell); but also, the nature of 

the opposition between these pairs is itself unstable. By this I mean that the set 

of oppositions Carroll presents, whether embodied in two different characters 

or within the same one, themselves have overlapping traits. The dreamer can be 

identified with oneself, while the dreamed one is the other, or the other way 

around. The dream can be the appearance, but also the dream can actually 

coincide with reality. Using the mirror as a conceptual device to create complex 

oppositions and problematic doubles, Carroll is able to explore the 

ÈÅÔÅÒÏÇÅÎÅÏÕÓ ÍÅÁÎÉÎÇÓ ÁÎÄ ÒÁÍÉÆÉÃÁÔÉÏÎÓ ÏÆ ÈÉÓ ÃÈÁÒÁÃÔÅÒÓȭ ÄÏÕÂÌÅÎÅÓÓȢ  

                                                 
20 ! ÓÉÍÉÌÁÒ ÄÅÖÉÃÅ ÉÓ 3×ÉÆÔȭÓ ÄÅÐÉÃÔÉÏÎ ÏÆ ÔÈÅ (ÏÕÙÈÎÈÎÍÓ ÉÎ 'ÕÌÌÉÖÅÒȭÓ 4ÒÁÖÅÌÓȢ 
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ςȢσ Ȱ)ÍÐÅÎÅÔÒÁÂÉÌÉÔÙȦ 4ÈÁÔȭÓ 7ÈÁÔ I 3ÁÙȦȱȡ Here Minds Are Not Mirrors   

I have mentioned already (see chapter 2, 92Ɋ !ÌÁÎ 0ÁÌÍÅÒȭÓ ÁÐÐÒÏÁÃÈ ÏÆ 

applying discourses on real minds to the understanding of fictional ones (86-

170).  An aspect of this process is ×ÈÁÔ 0ÁÌÍÅÒ ÄÅÆÉÎÅÓ ÁÓ ȰÔÈÅ ÄÏÕÂÌÙ ÅÍÂÅÄÄÅÄ 

ÎÁÒÒÁÔÉÖÅȱ ɉςσπɊȟ ×ÈÉÃÈ ÉÎÖÏÌÖÅÓ ÔÈÅ ÄÕÐÌÉÃÁÔÉÏÎ ÏÆ ȰÁ ÃÈÁÒÁÃÔÅÒȭÓ ÍÉÎÄ ÁÓ 

ÃÏÎÔÁÉÎÅÄ ×ÉÔÈÉÎ ÁÎÏÔÈÅÒ ÃÈÁÒÁÃÔÅÒȭÓ ÍÉÎÄȱ ɉςσρɊȢ 0ÁÌÍÅÒ ÅÍÐÈÁÓÉÓÅÓ ÔÈÁÔ Ȱall 

ÆÉÃÔÉÏÎ ÉÓ ÒÅÁÄ ÂÙ ÍÅÁÎÓ ÏÆ ÄÏÕÂÌÙ ÅÍÂÅÄÄÅÄ ÎÁÒÒÁÔÉÖÅÓȱ ɉςσ1), and 

subsequently outlines different ways in which these doubly embedded 

Fig. 37 Mervyn Peake, 
illustration for Through the 
Looking-Glass, 1954. Alice 
and the Unicorn are here 
standing in front of each 
other, emphasising with 
their equivalent postures 
and attitudes the 
complexity of their 
similarity and dissimilarity 
and of their mutual belief 
and disbelief in each other.  
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ÎÁÒÒÁÔÉÖÅÓ ÍÁÙ ×ÏÒËȡ ÁÓ ÁÎ ÉÎÄÉÖÉÄÕÁÌȭÓ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÏÆ ÁÎÏÔÈÅÒ ÉÎÄÉÖÉÄÕÁÌȟ ÏÒ 

ÁÓ ÁÎ ÉÎÄÉÖÉÄÕÁÌȭÓ ÔÈÏÕÇÈÔÓ ÁÂÏÕÔ Á ÇÒÏÕÐȟ ÏÒ ÁÓ Á ÇÒÏÕÐȭÓ ÉÄÅÁÓ ÁÂÏÕÔ ÁÎ 

individual (233). On the other hand, Uri Margolin proposes a fundamental 

ÄÉÓÔÉÎÃÔÉÏÎ ÂÅÔ×ÅÅÎ ÐÒÅÓÅÎÔÁÔÉÏÎÓ ÏÆ Á ÃÈÁÒÁÃÔÅÒȭÓ ÍÉÎÄȟ ÃÏÎÔÒÁÓÔÉÎÇ ÏÎÔÏÌÏÇÉÃÁÌ 

ÁÎÄ ÅÐÉÓÔÅÍÉÃ ÖÅÒÓÉÏÎÓ ɉȰ#ÈÁÒÁÃÔÅÒÓ ÁÎÄ ÔÈÅÉÒ 6ÅÒÓÉÏÎÓȱȟ ρρτ-15). The former 

ÒÅÆÅÒÓ ÔÏ Á ÃÈÁÒÁÃÔÅÒȭÓ ÍÉÎÄ ÁÓ ÐÒÅÓÅÎÔÅÄ ÉÎ ÔÈÅ Ótoryworld of a third person 

narrative, while the latter consists in the ideas another character has of it. 

0ÁÌÍÅÒȭÓ ÁÐÐÒÏÁÃÈ ÑÕÅÓÔÉÏÎÓ -ÁÒÇÏÌÉÎȭÓ ÄÉÓÔÉÎÃÔÉÏÎ ÉÎ ÔÈÅ ÓÅÎÓÅ ÔÈÁÔȟ ÁÌÔÈÏÕÇÈ ÉÔ 

ÍÉÇÈÔ ÂÅ ÁÐÐÌÉÃÁÂÌÅ ÔÏ ÍÁÎÙ ÎÏÖÅÌÓȟ ÉÎ ÏÔÈÅÒÓ ȰÔÈÅ ÏÎÔÏÌÏÇÉÃÁÌÌÙ ÒÅal character is 

ÌÅÓÓ ÒÅÁÌ ÔÈÁÎ ÔÈÅ ÅÐÉÓÔÅÍÏÌÏÇÉÃÁÌ ÖÅÒÓÉÏÎÓȱ ɉ0ÁÌÍÅÒȟ ςσσɊȢ 0ÁÌÍÅÒȭÓ ÁÐÐÒÏÁÃÈ ÉÓ 

ÔÈÕÓ ÍÏÒÅ ÆÌÅØÉÂÌÅȟ ÁÎÄ ÏÐÅÎ ÔÏ ȰÈÏ× ÔÈÅ ÖÁÒÉÏÕÓ ÅÍÂÅÄÄÅÄ ÁÎÄ ÄÏÕÂÌÙ 

embedded narratives interweave, merge, conflict, become reconciled, and so on. 

Rich and coÍÐÌÅØ ÐÁÔÔÅÒÎÓ ÒÅÓÕÌÔȱ ɉςσσɊȢ 

      In relation to the Alice ÂÏÏËÓȟ -ÁÒÇÏÌÉÎȭÓ ÄÉÓÔÉÎÃÔÉÏÎ ÉÓ ÎÏÔ ÒÅÁÌÌÙ ÁÐÐÌÉÃÁÂÌÅȟ 

since our main frame of reference is oÎÌÙ !ÌÉÃÅȭÓ ÍÉÎÄȡ ÁÓ ÒÅÁÄÅÒÓ ×Å Áre 

dealing with the narrative mechanism of internal focalization. Consequently, 

ÍÏÓÔ ÏÆ ÏÕÒ ÃÏÎÓÔÒÕÃÔÉÏÎÓ ÁÂÏÕÔ ÔÈÅ ÏÔÈÅÒ ÃÈÁÒÁÃÔÅÒÓ ÁÒÅ ÒÅÌÁÔÅÄ ÔÏ !ÌÉÃÅȭÓ Ï×Î 

impressions, the ontological and the epistemic coinciding. Moreover, these 

ÉÍÐÒÅÓÓÉÏÎÓ ÁÒÅ ÒÁÔÈÅÒ ÓÕÂÊÅÃÔÉÖÅȟ ÓÉÎÃÅ ȰÓÈÅ ÄÉÓÃÏÖÅÒÓ ÔÈÁÔ ÓÈÅ ÈÁÓ ÅÎÔÅÒÅÄ Á 

world in w hich she has no aÃÃÅÓÓ ÔÏ ÁÎÙÏÎÅ ÅÌÓÅȭÓ ÔÈÏÕÇÈÔÓȱ (Douglas-Fairhurst, 

149). 21  )Æ ÓÏÍÅÔÉÍÅÓ ×Å ÃÁÎȭÔ ÁÃÃÅÓÓ !ÌÉÃÅȭÓ ÔÈÏÕÇÈÔÓȟ ȰÉÔ ÉÓ ÂÅÃÁÕÓÅ ÓÈÅ ÈÁÓ ÔÈÅ 

ÏÐÁÃÉÔÙ ÏÆ Á ÒÅÁÌ ÐÅÒÓÏÎȱȟ ×ÈÅÒÅÁÓ ȰÅÖÅÒÙ ÃÈÁÒÁÃÔÅÒ ×Å ÅÎÃÏÕÎÔÅÒ ÉÎ 

Wonderland (and in the Looking-GlasÓ ÌÁÎÄɊ ÉÓ ÆÌÁÔȱ ɉ$ÏÕÇÌÁÓ-Fairhurst, 149). In 

ÃÏÎÓÅÑÕÅÎÃÅȟ !ÌÉÃÅ ÃÁÎȭÔ ÒÅÁÄ ÔÈÅ ÏÔÈÅÒ ÃÈÁÒÁÃÔÅÒÓȭ ÍÉÎÄÓȠ ÁÌÌ ÔÈÅ ÃÒÅÁÔÕÒÅÓ ÓÈÅ 

encounters are completely indecipherable. With characters modelled on real 

ÍÉÎÄÓ ȰÔÈÅ ÒÅÁÄÅÒ ÉÎÆÅÒÓ ÔÈÅ ×ÏÒËÉÎÇ ÏÆ ÆÉÃÔÉÏÎÁÌ ÍÉÎÄs and sees these minds in 

ÁÃÔÉÏÎ ÆÒÏÍ ÏÂÓÅÒÖÁÔÉÏÎ ÏÆ ÃÈÁÒÁÃÔÅÒÓȭ ÂÅÈÁÖÉÏÕÒ ÁÎÄ ÁÃÔÉÏÎÓȱ ɉ0ÁÌÍÅÒȟ ςτφɊȟ 

ÁÎÄ ÔÈÉÓ ÉÓ ÈÏ× ÒÅÁÄÅÒÓ ÇÒÁÓÐ !ÌÉÃÅȭÓ ÍÉÎÄȢ "ÕÔ ÔÈÅ ÏÔÈÅÒ ÃÈÁÒÁÃÔÅÒÓ ÉÎ ÔÈÅ Alices 

ÈÁÖÅÎȭÔ ÁÎÙ ÆÏÒÍ ÏÆ ÃÏÍÐÒÅÈÅÎÓÉÂÌÅ ÂÅÈÁÖÉÏÕÒ ×ÈÉÃÈ ÃÁÎ ÈÅÌÐ !ÌÉÃÅ ɉÁÎÄ with 

                                                 
21 As I explain in the next paragraph, the minds of Wonderland and Looking-Glass creatures are 
not even partly readable. Real-life minds and realistic characters have behaviours, speeches, 
and attitudes that suggest what they aÒÅ ÔÈÉÎËÉÎÇȠ #ÁÒÒÏÌÌȭÓ ÃÒÅÁÔÕÒÅÓȟ ÈÏ×ÅÖÅÒȟ ÄÏÎȭÔ ÆÏÌÌÏ× ÁÎÙ 
recognizable logic of behaving or talking.  
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her the readers) to understand what is going on in their minds, or if they have 

minds at all.  

     As Douglas-Fairhurst highlights, in the worlds of the Alice ÂÏÏËÓ ȰÂÅÌÉÅÖÁÂÌÅ 

psychology is replaced by obscure or absent motivation, and conversations are 

ÁÌ×ÁÙÓ ÏÎ ÔÈÅ ÖÅÒÇÅ ÏÆ ÄÉÓÉÎÔÅÇÒÁÔÉÎÇ ÉÎÔÏ ÃÁÔÃÈÐÈÒÁÓÅÓȱ ɉρτωɊȢ 7Å ÃÁÎȭÔ ÆÉÎÄ ÔÈÅ 

ÍÉÎÄÓ ÏÆ ÔÈÅ ÃÈÁÒÁÃÔÅÒÓ ÍÉÒÒÏÒÅÄ ÉÎ ÏÔÈÅÒ ÃÈÁÒÁÃÔÅÒÓȭ ÍÉÎÄÓȡ ÏÎ ÔÈÅ ÏÎÅ ÈÁÎÄȟ 

the Wonderland and Looking-Glass creatures are inaccessible by any means, 

and the only thing Alice can often detect is their aggressive attitude towards her 

ɉÁÌÔÈÏÕÇÈ ÔÈÅ ÒÅÁÓÏÎ ÂÅÈÉÎÄ ÉÔ ÉÓ ÎÏÔ ÃÌÅÁÒɊȢ !ÌÉÃÅ ÃÁÎȭÔ ÒÅÁÌÌÙ ËÎÏ× ×ÈÁÔ ÔÈÅÙ 

think about her, or if they have any internal representation of her own mind. On 

ÔÈÅ ÏÔÈÅÒ ÈÁÎÄȟ !ÌÉÃÅȭÓ Ï×Î ÍÅÎÔÁÌ ÃÏÎÓÔÒÕÃÔÉÏÎÓ ÁÂÏÕÔ ÏÔÈÅÒ ÃÈÁÒÁÃÔÅÒÓȭ ÍÉÎÄÓ 

are blank, because she has no comprehensible clues on which to build. For 

instance, why is the Duchess throwing the baby around the kitchen? Why is the 

Queen of Hearts so mad at everyone? Is the Mock Turtle really saddened by his 

soup destiny? What are the Red Queen and the White Queen thinking? All of 

ÔÈÅÓÅ ÑÕÅÓÔÉÏÎÓ ÈÁÖÅ ÔÈÅ ÓÁÍÅ ÁÎÓ×ÅÒ ÁÓ ÔÈÅ ÆÁÍÏÕÓ Ȱ×ÈÙ ÉÓ Á ÒÁÖÅÎ ÌÉËÅ Á 

×ÒÉÔÉÎÇ ÄÅÓËȩȱ ɉAAIWȟ χσɊȢ )Î #ÁÒÒÏÌÌȭÓ ×ÏÒÌÄÓ ÃÏÎÖÅÒÓÁÔÉÏÎÓ ÁÒÅ ÄÏÍÉÎÁÎÔȟ ÂÕÔ 

they ÄÏÎȭÔ ÆÏÌÌÏ× ÁÎÙ ÃÏÏÐÅÒÁÔÉÖÅ ÐÒÉÎÃÉÐÌÅ ÏÆ ÃÏÎÖÅÒÓÁÔÉÏÎ ɉÓÅÅ ,ÅÃÅÒÃÌÅȟ φω-

ρρτɊȟ ÁÎÄ ÄÏÎȭÔ ÇÉÖÅ ÁÎÙ ÓÕÂÓÔÁÎÃÅ ÔÏ ÔÈÅ ÓÐÅÁËÅÒÓȟ ×ÈÏÓÅ ÐÕÒÐÏÓÅÓ ÁÎÄ 

personalities remain flat and non-ÅØÉÓÔÅÎÔȢ Ȱ4ÈÅ ÒÅÓÕÌÔ ÉÓ ÔÈÁÔ ÎÏÎÓÅÎÓÅȟ ÎÏÔ Á 

mimetic genre, does not construct characters, but rather presents eccentricities, 

ÍÏÒÅ ÏÆÔÅÎ ÔÈÁÎ ÎÏÔ ÑÕÉÒËÓ ÏÆ ÌÁÎÇÕÁÇÅȱ ɉ,ÅÃÅÒÃÌÅȟ χρɊȢ  

     4ÈÅÒÅ ÉÓȟ ÔÈÏÕÇÈȟ ÏÎÅ ÅØÃÅÐÔÉÏÎ ÔÏ ÔÈÅ ÉÍÐÏÓÓÉÂÉÌÉÔÙ ÏÆ ÒÅÆÌÅÃÔÉÎÇ ÅÁÃÈ ÏÔÈÅÒȭÓ 

mind in the Alice books, even if in a unilateral direction. There is one character 

×ÈÏ ÈÁÓ ÄÉÒÅÃÔ ÁÃÃÅÓÓ ÔÏ !ÌÉÃÅȭÓ ÍÉÎÄȟ ×ÈÏ ÃÁÎ ÒÅÁÄ ÈÅÒ ÔÈÏÕghts as if they were 

his own: I am referring to the Blue Caterpillar, a strange and enigmatic creature 

who gives Alice some good advice (although obviously in a rude manner). Alice 

first tries to communicate with him by reading his mind, but she utterly fails: in 

order to encourage his understanding of her constantly changing situation, she 

argues that he too would feel a little queer, in the process of changing from a 

caterpill ar to a butterfly. However, the Blue Caterpillar looks at her coldly and 

ÊÕÓÔ ÒÅÐÌÉÅÓ ȰÎÏÔ Á ÂÉÔȱ ɉτωɊȢ #ÏÎÔÒÁÒÉ×ÉÓÅȟ ÔÈÅ #ÁÔÅÒÐÉÌÌÁÒ ÉÓ ÁÂÌÅ ÔÏ ÁÎÓ×ÅÒ ÔÏ 
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!ÌÉÃÅȭÓ ÕÎÅØÐÒÅÓÓÅÄ ÄÏÕÂÔÓ ȰÁÓ ÉÆ ÓÈÅ ÈÁÄ ÁÓËÅÄ ÁÌÏÕÄȱ ɉυυɊȟ ÁÐÐÁÒÅÎÔÌÙ ÈÁÖÉÎÇ Á 

mysterious access to her thoughts.  

 

Thus, in the nonsense worlds where totally opaque unnatural minds are 

ÒÅÐÒÅÓÅÎÔÅÄȟ ÁÎÄ ×ÉÔÈ ÔÈÅÍ ÔÈÅ ÃÏÎÓÔÁÎÔ ÉÍÐÏÓÓÉÂÉÌÉÔÙ ÏÆ ÍÉÒÒÏÒÉÎÇ ÅÁÃÈ ÏÔÈÅÒȭÓ 

minds and thus understanding each other, Carroll also introduces a character 

with psychic mind-reading powers. As already mentioned in the first chapter 

(33-37), Carroll believed in psychic phenomena, ESP and psychokinesis. Martin 

Gardner, regarding this specific passage in !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄ, 

quotes a letter Carroll ×ÒÏÔÅ ÉÎ ρψψςȟ ×ÈÅÒÅ ÈÅ ÓÁÉÄ ȰÁÌÌ ÓÅÅÍÓ ÔÏ ÐÏÉÎÔ ÔÏ ÔÈÅ 

existence of a natural force, allied to electricity and nerve-force, by which brain 

ÃÁÎ ÁÃÔ ÏÎ ÂÒÁÉÎȱ ɉυυɊȢ (ÉÓ "ÌÕÅ #ÁÔÅÒÐÉÌÌÁÒ ÉÓ ÔÈÅ ÅÍÂÏÄÉÍÅÎÔ ÏÆ ÔÈÅÓÅ 

theoretical speculations: in Wonderland, the world where minds are 

unreadable, Carroll portrays also the utopian possibility of direct mental 

Fig. 38 David Delamare, 
illustration for !ÌÉÃÅȭÓ 
Adventures in Wonderland, 
2015. Delamare intriguingly 
ÓÕÇÇÅÓÔÓ ÔÈÅ #ÁÔÅÒÐÉÌÌÁÒȭÓ 
ÁÂÉÌÉÔÙ ÏÆ ÓÅÅÉÎÇ ÉÎÔÏ !ÌÉÃÅȭÓ 
mind. The telescope is also 
significant as an extremely 
popular optical instrument 
in Victorian times, and one 
already used by Carroll as a 
metaphor at the beginning 
of Alice in Wonderland (16).  
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communication and absolute transparency, symbolised by the enigmatic figure 

of the Caterpillar, a creature whose life is in itself a mysterious metamorphosis 

from a grounded existence to the ethereal, almost immaterial nature of the 

butterfly.  

 

 

Fig. 39 &ÒÁÎÃ -ÁÔÅÕ ÁÎÄ (ÏÌÌÙ (ÁÎÎÏÎȟ ÉÌÌÕÓÔÒÁÔÉÏÎ ÆÏÒ 3ÌÁÔÅÒȭÓ ÁÄÁÐÔÁÔÉÏÎ ÏÆ 7ÁÌÔ $ÉÓÎÅÙ !ÌÉÃÅȭÓ 
in Wonderland, 1995. In the Disney movie the Caterpillar actually experiences the 
ÍÅÔÁÍÏÒÐÈÏÓÉÓ ÉÎÔÏ Á ÂÌÕÅ ÂÕÔÔÅÒÆÌÙȟ ×ÈÉÃÈ ÉÓ ÊÕÓÔ ÈÉÎÔÅÄ ÁÔ ÉÎ #ÁÒÒÏÌÌȭÓ ÔÅØÔȢ  
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3)  Ȱ7hich Do You 4ÈÉÎË )Ô 7ÁÓȩȱȡ 4ÈÅ 2ÅÁÄÅÒÓ  

 

                

 

 

 

 

                           And the moral of that is ɀ Ȭ"Å ×ÈÁÔ ÙÏÕ ×ÏÕÌÄ ÓÅÅÍ ÔÏ ÂÅȭ ɀ or,  
ÉÆ ÙÏÕȭÄ ÌÉËÅ ÉÔ ÐÕÔ ÍÏÒÅ ÓÉÍÐÌÙ ɀ Ȭ.ÅÖÅÒ ÉÍÁÇÉÎe yourself not to  
be otherwise than what it might appear to others that what you  
were or might have been was not otherwise than what you had  
been would have appeared to them to be otherwise.   
(AAIW, 96-7) 

 

Fig. 40 Elena Kalis, Looking Glassȟ Ȱ!ÌÉÃÅ 5ÎÄÅÒ×ÁÔÅÒȱ ÓÅÒÉÅÓȢ )Î ÔÈÉÓ ÁÒÔÉÓÔÉÃ ÐÈÏÔÏÇÒÁÐÈÙ ÂÙ %ÌÅÎÁ 
Kalis, Alice and the mirror are melting together in the shapeless water surrounding them, their 
physical boundaries blurring: this process offers a striking visual representation of the interactive 
metaphorical interconnection between mirror and mirrored that I am describing.  
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In this section I address the concept of the mirror as connected with mirror 

neurons and mind-reading skills. The metaphor of the mirror is particularly 

useful to describe the way we deal with literary texts. However, this metaphor 

is not taken here as signifying a passive mirroring, but rather an active 

reflection, where the reflection is not possible without the minds which reflect 

it, and, in reflecting, in part create. This metaphor is illustrated by the move 

Alice makes in Through the Looking-Glass; by jumping through the mirror, she 

takes an active role in creating the mirrored reality. Such a conceptual 

perspective orients this section, from the way I propose to utilize the notion of 

ÍÉÒÒÏÒ ÎÅÕÒÏÎÓ ÉÎ ÎÁÒÒÁÔÉÖÅ ÓÔÕÄÉÅÓȟ ÔÏ ÔÈÅ ×ÁÙ ) ÄÅÐÉÃÔ ÔÈÅ ÒÅÁÄÅÒȭÓ ÉÎÔÅÒÁÃÔÉÏÎ 

with the text. I introduce mirror-neurons and related theories with the 

necessary caveats that literary theorists should keep in mind, whilst 

emphasizing the usefulness that a metaphorical meaning of this notion can have 

for the field of narratology. Then I develop this conceptual approach by 

applying it to the Alices in progressively more complex ways: I start by showing 

the different ways in which readers reflect the minds they encounter in the Alice 

books, and their own experience of these minds, using their Theory of Mind 

capabilities; and I conclude by describing the peculiar ways in which the Alice 

books deconstruct the mirror-illusion of many of our representations, revealing 

their origin as meta-representations.  

 

3.1 -ÉÒÒÏÒ .ÅÕÒÏÎÓȡ #ÁÖÅÁÔÓ ÁÎÄ #ÁÒÒÏÌÌȭÓ Ȱ"ÒÉÇÈÔ 3ÉÌÖÅÒÙ -ÉÓÔȱ 

 

I would like here to introduce the problematic topic of mirror neurons, and to 

clarify my theoretical perspective in relation to it. In alignment with the other 

sections of this chapter, the concept of mirror is used in mainly a metaphorical 

way. Mirror neurons have a real, scientific existence, but the scientific evidence 

about them is still discussed and controversial, and the possible use of this 

discovery in narrative contexts is even more debatable, as Marie-Laure Ryan 

ÐÏÉÎÔÓ ÏÕÔ ÉÎ ÈÅÒ ÁÒÔÉÃÌÅ Ȱ.ÁÒÒÁÔology and Cognitive Science: A Problematic 

2ÅÌÁÔÉÏÎȢȱ    
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     Mirror neurons (see also chapter one, 43) are neurons which are activated 

when we just witness someone performing an action, without the need of any 

personal practical involvement. They are in this sense significantly interrelated 

with the conceptual scenarios of virtuality, imitation, empathy, mind-reading, 

imagination. If neuroscientists like Ramachandran (see Phantoms in the Brain 

and The Emerging MindɊ ÁÎÄ 'ÁÌÌÅÓÅ ÁÎÄ 'ÏÌÄÍÁÎ ɉȰ-ÉÒÒÏÒ .ÅÕÒÏÎÓ and the 

3ÉÍÕÌÁÔÉÏÎ 4ÈÅÏÒÙ ÏÆ -ÉÎÄ 2ÅÁÄÉÎÇȱɊ ÁÎÄ 'ÁÌÌÅÓÅ ÁÎÄ 3ÉÎÉÇÁÇÌÉÁ ɉSo Quel che Fai: 

Il Cervello che Agisce e I Neuroni Specchio) have highlighted the possible 

implications of this neurological finding for the understanding of the 

behavioural processes of imitation and mind-reading, narrative theorists like 

Luca Berta have made a further step linking the work of mirror neurons with the 

mental construction of virtual realities. Berta emphasizes how important the 

discovery of mirror neurons could be for narrative studies, stressing the fact 

ÔÈÁÔ ÔÈÅÓÅ ÎÅÕÒÏÎÓ ȰÆÉÒÅȱ ÅÖÅÎ ÉÎ ÔÈÅ ÐÒÅÓÅÎÃÅ ÏÆ ÏÎÌÙ Á ×ÒÉÔÔÅÎ ÄÅÓÃÒÉÐÔÉÏÎ ÏÆ Á 

ÓÉÔÕÁÔÉÏÎȟ ÓÃÉÅÎÔÉÆÉÃÁÌÌÙ ȰÐÒÏÖÉÎÇȱ ÉÎ ÔÈÉÓ ×ÁÙ ÈÏ× ÍÅÎÔÁÌÌÙ ÉÎÔÅÎÓÅ ÁÎÄ ÒÅÁÌÉÓÔÉÃ 

is the immersion in a literary world (428). He continues:  

come to think of it, it is not even necessary that the episode actually 

occurred in order to unleash my emotional (mirror?) reaction. Linguistic 

evocations rally the firing of mirror neurons, which turns to the shared 

space of motor acts and emotions in order to achieve a first-person 

intuition of the pain felt by the other. But then, where is this shared 

space located and with whom is it shared, if the real presence of the 

other's emotions is not necessarily required in order to set it off? It looks 

as though it might not take root in facticity. (428) 

.ÅÖÅÒÔÈÅÌÅÓÓȟ ÃÏÇÎÉÔÉÖÅ ÃÏÎÃÅÐÔÓ ÌÉËÅ ÍÉÒÒÏÒ ÎÅÕÒÏÎÓ ÓÈÏÕÌÄÎȭÔ ÂÅ ÁÐÐÒÏÐÒÉÁÔÅÄ 

to the field of narratology without theoretical precautions and without the 

introduction of a conceptual metaphorical level.  

 2ÙÁÎȭÓ Ȱ.ÁÒÒÁÔÏÌÏÇÙ ÁÎÄ #ÏÇÎÉÔÉÖÅ 3ÃÉÅÎÃÅȡ ! 0ÒÏÂÌÅÍÁÔÉÃ 2ÅÌÁÔÉÏÎȱ ÃÁÎ Èelp 

to clarify some points. She observes that the discoveries of cognitive science, 

ÓÕÃÈ ÁÓ ÍÉÒÒÏÒ ÎÅÕÒÏÎÓȟ ÈÁÖÅ ÓÏ ÆÁÒ ÊÕÓÔ ȰÖÅÒÉÆÉÅÄ ÃÏÍÍÏÎÓÅÎÓÉÃÁÌ ÉÄÅÁÓȟȱ ÓÉÎÃÅ 

for narratologists interested in possible worlds the relevance of notions such as 

ÖÉÒÔÕÁÌ ÒÅÁÌÉÔÙȟ ÏÒ ÔÈÅ ÃÒÅÁÔÉÏÎ ÏÆ ÍÅÎÔÁÌ ÍÏÄÅÌÓ ÂÁÓÅÄ ÏÎ ÔÈÅ ÓÔÏÒÙ×ÏÒÌÄȭÓ 
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ÉÎÓÔÒÕÃÔÉÏÎÓȟ ÉÓ ȰÓÅÌÆ-ÅÖÉÄÅÎÔȱ ɉςɊȢ 2ÙÁÎ ÄÉÓÔÉÎÇÕÉÓÈÅÓ ÂÅÔ×ÅÅÎ Ô×Ï ÁÐÐÒÏÁÃÈÅÓ 

cognitive narratology can take, one related to the theoretical dialogue with 

ÎÅÕÒÏÌÏÇÉÃÁÌ ÒÅÓÅÁÒÃÈ ɉ×ÈÁÔ ÓÈÅ ÃÁÌÌÓ ÔÈÅ ȰÈÁÒÄ ÃÏÇÎÉÔÉÖÅ ÓÃÉÅÎÃÅȟȱ σɊȟ ÁÎÄ ÔÈÅ 

other connected to the more speculative branches of cognitive studies, such as 

philosophy of mind. She dismisses the first approach because the scientific 

methods of neurological research, such as brain scans, are not yet sophisticated 

enough to give really interesting insights from a narratological perspective; and 

while she distinguishes two methods related to the second one, a top-down 

approach and a convergence method (4-6), she considers both of them to lack a 

consistent and valid methodology. Ryan argues that for cognitive narratology to 

be a significant discipline it must wait for scientific methods to progress and 

give narratology Á ȰÇÅÎÕÉÎÅ ÆÅÅÄÂÁÃË ÌÏÏÐȱ ÏÆ ÉÔÓ ÉÄÅÁÓȠ ÉÎ ÔÈÅ ÍÅÁÎÔÉÍÅȟ 

ÎÁÒÒÁÔÏÌÏÇÉÓÔÓ ÓÈÏÕÌÄ ÄÅÖÅÌÏÐ Á ÓÅÔ ÏÆ ȰÒÉÇÈÔ ÑÕÅÓÔÉÏÎÓȱ ÆÏÒ ÁÎ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ 

ȰÔÈÅ ÎÅØÕÓ ÏÆ ÎÁÒÒÁÔÉÖÅ ÁÎÄ ÍÉÎÄȱ ɉρπɊȢ  

     %ÍÂÒÁÃÉÎÇ 2ÙÁÎȭÓ ÐÅÒÓÐÅÃÔÉÖÅȟ ) ÁÇÒÅÅ ÔÈÁÔ ÔÈÅÒÅ ÃÌÅÁÒÌÙ ÈÁÓ ÂÅÅÎ ÔÏÏ much 

ÔÈÅÏÒÅÔÉÃÁÌ ÅÎÔÈÕÓÉÁÓÍ ÆÏÒ ÍÉÒÒÏÒ ÎÅÕÒÏÎÓ ÏÒ ÏÔÈÅÒ ȰÈÁÒÄȱ ÃÏÇÎÉÔÉÖÅ ÓÃÉÅÎÃÅ 

ÃÏÎÃÅÐÔÓȟ ×ÈÉÌÅ ÔÈÅ ȰÓÏÆÔȱ ÃÏÇÎÉÔÉÖÅ ÓÃÉÅÎÃÅ-related approach has lacked 

systematicity. However, scientific findings such as mirror neurons can still be 

conceptually interesting from a narrative view point, if approached cautiously: 

they can still give substance and a new source of inspiration to narratological 

research, providing an interdisciplinary link. The lack of a rigorous method and 

of tangible results in the second type of approach certainly needs to be 

addressed, but many interesting theoretical suggestions have been made (as 

Ryan herself acknowledges, mentioning the works of Suzanne Keen and 

Herman, for instance), and these suggestions can also be correlated to the set of 

questions Ryan suggests, waiting for further advancements in practical 

research. 

     In my theoretical position, I would ÌÉËÅ ÔÏ ÁÄÏÐÔ ÔÈÅ ȰÓÏÆÔȱ ÁÐÐÒÏÁÃÈȟ ÂÕÔ ÉÎ Á 

more metaphorical sense. The use of cognitive science concepts like mirror 

neurons can inspire several types of narrative reflection, dealing with topics 

from the construction of storyworlds to the interactions among characters 

themselves. However, such reflections concern our ideas and theories about the 

working of the human mind, not a methodical scientific empiricism about it ɀ 
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what a narratological outlook can do is to offer reflections upon how we think 

about the mind and its intricacies. Using again the mirror metaphor, cognitive 

narratology can reflect upon reflection about the human mind, through the 

interaction between cognitive science concepts and narrative scenarios. It can 

offer insights, speculations, and even questions (as Ryan highlights) about how 

the human mind constructs the human mind itself. 

     With these caveats in mind, I would like now to proceed to show how, from a 

metaphorical perspective, concepts such as mirror neurons and the related 

ideas of Theory of Mind (ToM) and meta-representational skills can be useful in 

ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ ÒÅÁÄÅÒÓȭ ÅØÐÅÒÉÅÎÃÅÓ ×ÉÔÈ ÔÈÅ Alice books. Regarding mirror 

ÎÅÕÒÏÎÓȟ 2ÉÃÈÁÒÄ 7ÁÌÓÈ ÓÔÒÅÓÓÅÓ ÔÈÁÔȟ ×ÈÉÌÅ ÍÁÎÙ ÎÁÒÒÁÔÏÌÏÇÉÓÔÓ ÔÅÎÄ ȰÔÏ 

ÕÎÄÅÒÓÔÁÎÄ ÔÈÅ ÍÅÔÁÐÈÏÒ ÉÎ ÔÅÒÍÓ ÏÆ ÔÈÅ ÖÉÒÔÕÁÌ ÉÍÁÇÅ ÉÎ ÔÈÅ ÍÉÒÒÏÒ ɉȣɊ ÔÈÅ 

metaphor was originally used to characterise the action ÏÆ ÔÈÅÓÅ ÎÅÕÒÏÎÓȱ ɉȰ4ÈÅ 

&ÉÃÔÉÖÅ 2ÅÆÌÅØȟȱ ρπɊȢ )Î ÔÈÉÓ ÓÅÎÓÅȟ ÔÈÅ ÆÏÃÕÓ ÏÆ ÔÈÅ ÍÅÔÁÐÈÏÒ ÁÓ ÁÄÏÐÔÅÄ ÉÎ 

narratological contexts would shift from the written representation to the 

ÒÅÆÌÅÃÔÉÖÅ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎÁÌ ÁÃÔ ÏÆ ÔÈÅ ÐÁÒÔ ÏÆ ÒÅÁÄÅÒÓȡ ȰÁ ÒÅÆÌÅÃÔÉÏÎȟ ÉÎÄÅÅÄȟ ÉÓ not 

a representation in the artefactual sense in which that term is commonly 

understood, but the effect of a situated process of observation; there is no image 

in the mirror independent ÏÆ ÔÈÅ ÁÃÔ ÏÆ ÖÉÅ×ÉÎÇ ÉÔȱ ɉρπɊȢ 

     Through the Looking-Glass and What Alice Found There may work as an 

exemplification of this way of conceptualising mirror neurons: the reality of the 

Looking-Glass land, with all its revealing cognitive meanings related to 

processes of duplication and inversion, is not a mere visual reflection. Alice goes 

through the mirror, the idea of action that the exploration of the mirrored 

reality entails is made clear already in the title, with its emphasis upon 

ȰÔÈÒÏÕÇÈȱ ÁÎÄ ÔÈÅ ÁÃÔÉÏÎ ÖÅÒÂ ÁÔÔÒÉÂÕÔÅÄ ÔÏ !ÌÉÃÅȢ 4ÈÅ ÍÅÔÁÐÈÏÒ ÏÆ ÔÈÅ ÍÉÒÒÏÒ 

proposed by the second of the Alice books thus conveys both the idea that 

mirror mechanisms are revealing and powerful and the fact that these 

ÍÅÃÈÁÎÉÓÍÓ ÁÒÅ ÄÅÅÐÌÙ ÅÎÔÁÎÇÌÅÄ ×ÉÔÈ ÁÃÔÕÁÌ ÉÎÔÅÒÐÒÅÔÁÔÉÖÅ ÁÃÔÉÏÎȢ !ÌÉÃÅȭÓ ÊÕÍÐ 

through the mirror and her active interaction with the Looking-Glass world is 

×ÈÁÔ ÍÁËÅÓ ÉÔ ÐÏÓÓÉÂÌÅ ÆÏÒ ÔÈÁÔ ×ÏÒÌÄ ÔÏ ÐÒÏÊÅÃÔ ÁÎÙ ÍÅÁÎÉÎÇ ÁÔ ÁÌÌȢ !ÌÉÃÅȭÓ ÇÏÉÎÇ 

ÔÈÒÏÕÇÈ ÔÈÅ ȰÂÒÉÇÈÔ ÓÉÌÖÅÒÙ ÍÉÓÔȱ ɉρτωɊ ÏÆ ÔÈÅ ÍÉÒÒÏÒ ÃÁÎ ÓÙÍÂÏÌÉÚÅ ÒÅÁÄÅÒÓȭ 
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ÉÎÔÅÒÐÌÁÙ ×ÉÔÈ ÔÈÅ ÔÅØÔÕÁÌ ÒÅÁÌÉÔÙȟ ×ÈÉÃÈ ÄÏÅÓÎȭÔ ÅØÉÓÔ ×ÉÔÈÏÕÔ ÔÈÅÉÒ 

interpretati ve acts.  

 

 

 

 

 

σȢς -ÉÎÄ 'ÁÍÅÓ ÁÎÄ 4Ï- ÉÎ !ÌÉÃÅȭÓ 7ÏÒÌÄÓ 

  

In chapter one I outlined the concepts of ToM and of meta-representational 

capabilities, as well as the existence of different approaches to it (simulation 

Fig. 41 Mary Kline-
Misol, Garden of Live 
Flowers, from the Alice 
Cycle, 2004. This 
fascinating artwork 
seems to highlight 
!ÌÉÃÅȭÓ ÁÃÔÉÖÅ 
navigation through the 
mirror, and the 
surprising power of 
the reflection, which 
gives her back 
something completely 
new and unexpected 
(the flowers).  
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theory and theory-theory) and what Lisa Zunshine points out about their 

ÒÅÌÅÖÁÎÃÅ ÔÏ ÔÈÅ ÎÁÒÒÁÔÏÌÏÇÉÃÁÌ ÓÔÕÄÙ ÏÆ ÒÅÁÄÅÒÓȭ ÉÎÔÅÒÁÃÔÉÏÎÓ ×ÉÔÈ ÌÉÔÅÒÁÒÙ ÔÅØÔÓ 

(23-25). I would like here to focus on the specific implications these concepts 

may have in relation to the Alice books as reading experiences. The mirror 

metaphor of Alice jumping through the Looking-Glass is a conceptual framework 

ÆÏÒ ÒÅÁÄÅÒÓȭ ÅØÐÅÒÉÅÎÃÅÓ ×ÉÔÈ ÔÈÅ ÔÅØÔȟ ÆÕÎÃÔÉÏÎÉÎÇ ÁÓ ÁÎÏÔÈÅÒ ËÉÎÄ ÏÆ mise en 

abyme, an interpretative one this time, metaphorically picturing how readers 

approach the narrative.  

     4ÈÅÒÅ ÁÒÅ ÓÅÖÅÒÁÌ ÌÅÖÅÌÓ ÏÎ ×ÈÉÃÈ ÒÅÁÄÅÒÓȭ 4Ï--related skills are challenged 

and on which they are reflecting22 ÔÈÅ ÍÉÎÄÓ ÔÈÅÙ ÅÎÃÏÕÎÔÅÒ ÉÎ #ÁÒÒÏÌÌȭÓ ÓÔÏÒÉÅÓȢ 

First, it is worth consiÄÅÒÉÎÇ ÒÅÁÄÅÒÓȭ ÁÌÉÇÎÍÅÎÔ ×ÉÔÈ !ÌÉÃÅȭÓ ÍÉÎÄȢ !Ó ÍÅÎÔÉÏÎÅÄ 

in the previous section, the minds of the characters Alice meets in the bizarre 

worlds of her two dreams are completely inaccessible and opaque, and their 

actions illogical and incomprehensible: AliÃÅȭÓ 4Ï--related capabilities prove to 

be totally useless there, and the same happens for readers, since they share 

!ÌÉÃÅȭÓ ÐÅÒÓÐÅÃÔÉÖÅȢ 2ÅÁÄÅÒÓ ÄÉÒÅÃÔÌÙ ÆÏÌÌÏ× ÈÅÒ ÔÈÏÕÇÈÔÓȟ ÑÕÅÓÔÉÏÎÉÎÇ ÁÎÄ 

ÄÏÕÂÔÓȟ ÂÅÃÁÕÓÅ Ȱ4ÈÅ ÓÏÌÅ ÍÅÄÉÕÍ ÏÆ ÔÈÅ ÓÔÏÒÉÅÓ ÉÓ ÈÅÒ ÐÅÌÌÕÃÉÄ ÃÏÎÓÃÉÏÕÓÎÅÓÓȱ 

(De La Mare, 55). If Carroll has identified with his heroine, he has also managed 

ÔÏ ÍÁËÅ ÈÉÓ ÒÅÁÄÅÒÓ ÄÏ ÔÈÅ ÓÁÍÅȡ !ÌÉÃÅȭÓ ÍÉÎÄȟ ÁÎÄ ÔÈÅ ÐÒÏÄÕÃÔÓ ÏÆ ÈÅÒ ÄÒÅÁÍÉÎÇ 

mind, constitute the pervasive point of view of the stories.        

     SecondlÙȟ !ÌÉÃÅȭÓ ÍÉÎÄ ÃÁÎ ÂÅÃÏÍÅ ÉÔÓÅÌÆ ÔÈÅ ÏÂÊÅÃÔ ÏÆ ÒÅÁÄÅÒÓȭ ÒÅÆÌÅÃÔÉÏÎÓȢ  /Î 

the one hand, the Wonderland and Looking-'ÌÁÓÓ ÌÁÎÄ ÃÒÅÁÔÕÒÅÓȭ ÍÉÎÄÓ ÈÁÖÅ 

been created by Carroll in a non-mimetic way that leaves us, like Alice, in a 

constant state of mental puzzlement (the applicability of real-minds discourse 

ÏÎ ÔÈÅÍ ÎÏÔ ÂÅÉÎÇ Á ÖÉÁÂÌÅ ÏÐÔÉÏÎɊȢ /Î ÔÈÅ ÏÔÈÅÒ ÈÁÎÄȟ ÒÅÁÄÅÒÓȭ ÉÄÅÎÔÉÆÉÃÁÔÉÏÎ 

×ÉÔÈ !ÌÉÃÅȭÓ ÐÅÒÓÐÅÃÔÉÖÅ ÍÅÁÎÓ ÔÈÁÔ ×Å ÁÒÅ ÌÏÏËÉÎÇ ÁÔ ÔÈÅ ×ÏÒÌÄ ×ÉÔÈ Á ÃÈÉÌÄȭÓ 

ÍÉÎÄȢ *ÅÎÎÙ +ÁÒÌÓÓÏÎ ÍÅÎÔÉÏÎÓ ÔÈÁÔ !ÌÉÃÅȭÓ ÃÏÇÎÉÔive abilities are not as 

ÄÅÖÅÌÏÐÅÄ ÁÓ ÁÎ ÁÄÕÌÔȭÓȡ ÉÎ ÐÁÒÔÉÃÕÌÁÒȟ ÁÔ ÔÈÅ ÁÇÅ ÏÆ ÓÅÖÅÎ ÓÈÅ ÄÏÅÓÎȭÔ ÈÁÖÅ Á ÆÕÌÌÙ 

ÄÅÖÅÌÏÐÅÄ ÃÁÐÁÃÉÔÙ ÆÏÒ ÈÙÐÏÔÈÅÔÉÃÁÌ ÔÈÉÎËÉÎÇȟ ÁÎÄ ȰÔÈÅ ÌÁÃË ÏÆ ÁÄÖÁÎÃÅÄ 

ÈÙÐÏÔÈÅÔÉÃÁÌ ÔÈÉÎËÉÎÇ ÁÆÆÅÃÔÓ ÔÈÅ ÃÈÉÌÄȭÓ ÁÂÉÌÉÔÙ ÔÏ ÖÉÅ× ÓÏÍÅÔÈÉÎÇ ÆÒÏÍ Ôhe 

ÐÅÒÓÐÅÃÔÉÖÅ ÏÆ ÏÔÈÅÒÓȱ ɉτɊȢ 4ÈÉÓ ÍÉÇÈÔ ÉÔÓÅÌÆ ÂÅ ÔÈÅ ÒÅÁÓÏÎ ×ÈÙ !ÌÉÃÅ ÃÏÎÓÔÁÎÔÌÙ 

                                                 
22 Ȱ2ÅÆÌÅÃÔÉÏÎȱ ÉÎÔÅÎÄÅÄ ÈÅÒÅ ÉÎ ÔÈÅ ÁÃÔÉÖÅ ×ÁÙ ÏÕÔÌÉÎÅÄ ÁÂÏÖÅȟ ×ÉÔÈ ÒÅÁÄÅÒÓȭ ÍÉÎÄÓ ÍÁÔÃÈÉÎÇ 
!ÌÉÃÅȭÓ ÄÙnamic interaction with the mirrored world.  
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fails to understand the characters she encounters.  Therefore, readers may 

identify two different reasons for their difficulty in grasping what is happening 

in the minds of the Carrollian creatures. Maybe we are facing the depiction of 

unnatural and unpredictable minds, or maybe we are constrained by a little 

ÇÉÒÌȭÓ ÍÉÎÄȟ ÁÎÄ ÐÒÅÓÅÎÔÅÄ ÏÎÌÙ ×ÉÔÈ ÈÅÒ Ï×Î ÍÅÎÔÁÌ ÓÃÅÎÁÒÉÏȢ )Î ÔÈÉÓ ×ÁÙ !ÌÉÃÅȭÓ 

mental frame becomes an object of reflection and doubt: in other words, is the 

Alice who encounters these creatures a reliable focalizer? We are able to 

ÑÕÅÓÔÉÏÎ !ÌÉÃÅȭÓ ÒÅÌÉÁÂÉÌÉÔÙ ÓÉÎÃÅ ÏÕÒ ÒÅÌÁÔÉÏÎ ÔÏ ÈÅÒ ÖÉÅ×ÐÏÉÎÔ ÉÓ ÎÏÔ ÏÎÅ ÏÆ 

complete and blind alignment: the internal focalization presupposes a 

conceptual distinction between the character Alice and the dreaming Alice. It 

makes us follow her frame of reference, but at the same time we still retain a 

kind of detachment, which allows us to doubt her, or the extent to which she 

knows her own mind, and so to make her an object of our attention.  

     Thirdly, our own correspondence with Alice itself becomes the object of our 

mental focus, when we are forced to step back from her perspective. There are 

two moments in which the narration explicitly makes readers disentangle from 

!ÌÉÃÅȭÓ ×ÁÙ ÏÆ ÌÏÏËÉÎÇ ÁÔ ÔÈÅ ×ÏÒÌÄ ÁÒÏÕÎÄ ÈÅÒȡ ÔÈÅ Ô×Ï ÅÎÄÉÎÇÓ ÏÆ ÔÈÅ ÂÏÏËÓȢ )Î 

!ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄ our standpoint shifts from Alice to her sister, 

and the dream begins again: a dream about Alice and the strange creatures of 

ÈÅÒ 7ÏÎÄÅÒÌÁÎÄ ÄÒÅÁÍȢ !Ô ÆÉÒÓÔ ÏÕÒ ÄÅÔÁÃÈÍÅÎÔ ÆÒÏÍ !ÌÉÃÅȭÓ ÖÉÅ×ÐÏÉÎÔ ÉÓ ÊÕÓÔ 

ÉÌÌÕÓÏÒÙȡ ÈÅÒ ÓÉÓÔÅÒȭÓ ÐÅÒÓÐÅÃÔÉÖÅ ÉÓ ÉÍÍÅÄÉÁÔÅÌÙ ÒÅÁÂÓÏÒÂÅÄ ÂÙ ÔÈÅ ÓÔÒÅÎÇÔÈ ÏÆ 

!ÌÉÃÅȭÓ ÄÒÅÁÍȟ ÁÓ ÁÎ ÉÎÅÓÃÁÐÁÂÌÅ ÆÒÁÍÅ ÏÆ ÒÅÆÅÒÅÎÃÅȢ 4ÈÅÎȟ ÉÎ ÔÈÅ ÌÁÓÔ ÐÁÒÁÇÒÁÐh 

ÏÆ ÔÈÅ ÔÅØÔȟ ÔÈÅ ÖÉÓÉÏÎ ÏÆ !ÌÉÃÅȭÓ ÓÉÓÔÅÒ ÁÃÑÕÉÒÅÓ ÔÈÅ ÔÏÎÅÓ ÏÆ ÔÈÅ ÂÏÏËȭÓ ÐÒÅÆÁÔÏÒÙ 

poem: dreaming, melancholy, making the whole text shimmer away as an only 

half-remembered mirage. The almost romantic tones of the conclusion are in 

total contrast with ÔÈÅ ÁÔÍÏÓÐÈÅÒÅ ÔÈÁÔ !ÌÉÃÅȭÓ ÄÒÅÁÍ ÈÁÓ ÊÕÓÔ ÃÏÎÖÅÙÅÄȡ 

ÒÅÁÄÅÒÓȭ ÏÂÊÅÃÔ ÏÆ ÁÔÔÅÎÔÉÏÎ ÓÈÉÆÔÓ ÔÏ !ÌÉÃÅȭÓ ÓÉÓÔÅÒȭÓ ÄÒÅÁÍ ÁÎÄ ÖÉÅ×ÐÏÉÎÔȟ 

ÐÒÏÍÐÔÉÎÇ ÔÈÅÍ ÔÏ ÐÁÙ ÁÔÔÅÎÔÉÏÎ ÔÏ ÔÈÅÉÒ Ï×Î ÁÌÉÇÎÍÅÎÔ ×ÉÔÈ ÔÈÅ ÃÈÁÒÁÃÔÅÒÓȭ 

perspectives, and consequently question both sisteÒÓȭ ÄÒÅÁÍÓȢ  

     4ÈÅ ÓÅÃÏÎÄ ÂÏÏËȭÓ ÃÏÎÃÌÕÓÉÏÎ ÉÓ ÄÉÆÆÅÒÅÎÔ ÂÕÔ ÎÏÔ ÌÅÓÓ ÐÕÚÚÌÉÎÇȡ !ÌÉÃÅ ÃÏÍÅÓ 

ÂÁÃË ÔÏ ÔÈÅ ÉÎÉÔÉÁÌ ÓÃÅÎÁÒÉÏȟ ÔÈÅ ÌÉÖÉÎÇ ÒÏÏÍ ÁÎÄ ÈÅÒ ÃÁÔÓȭ ÃÏÍÐÁÎÙȟ ÂÕÔ ÔÈÉÓ ÔÉÍÅ 

ÓÈÅ ÄÏÅÓÎȭÔ ÄÉÓÍÉÓÓ ÔÈÅ ȰÃÕÒÉÏÕÓ ÄÒÅÁÍȱ ÉÎ Á ÍÅÌÁÎÃÈÏÌÙ ÁÂÓÅÎÔ-minded 

repetiti on of it (both in her own actions, hurrying to tea-time like the Mad Hatter 
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ÁÎÄ ÔÈÅ -ÁÒÃÈ (ÁÒÅȟ ÁÎÄ ÉÎ ÈÅÒ ÓÉÓÔÅÒȭÓ ÍÉÎÄɊȠ ÉÎÓÔÅÁÄ ÓÈÅ ÒÁÔÉÏÎÁÌÌÙ ÑÕÅÓÔÉÏÎÓ ÉÔȟ 

trying first to figure out the roles her kittens play in it, and then posing a 

metaphysical question about the essence of dreaming itself. The shifting of 

perspective comes more abruptly this time, with a sudden and unexpected 

ÑÕÅÓÔÉÏÎ ÔÏ ÔÈÅ ÒÅÁÄÅÒÓ ÔÈÅÍÓÅÌÖÅÓ Ȱ×ÈÉÃÈ ÄÏ you ÔÈÉÎË ÉÔ ×ÁÓȩȱ ×ÉÔÈ ÔÈÅ ȰÙÏÕȱ 

marked by the use of italics. We suddenly lose our mental identification with 

Alice, and the brusque change to the second person makes us all at once clearly 

Á×ÁÒÅ ÏÆ ÔÈÉÓ ÐÒÅÖÉÏÕÓ ÉÄÅÎÔÉÆÉÃÁÔÉÏÎȟ ÁÎÄ ÏÆ ÔÈÅ ÆÁÃÔ ÔÈÁÔ ÔÈÅÒÅȭÓ someone else 

there, apart from Alice. Throughout the whole story we read (or ÁÃÔÕÁÌÌÙ ÄÏÎȭÔ 

ÒÅÁÄɊ ÏÔÈÅÒ ÍÉÎÄÓȟ ÁÎÄ ÉÎÔÅÒÐÒÅÔ ÓÉÔÕÁÔÉÏÎÓȟ ÏÎÌÙ ÔÈÒÏÕÇÈ !ÌÉÃÅȭÓ ÅÙÅÓȟ ÎÏÔ 

always noticing it; but at the end Carroll troubles this almost unconscious 

mental attitude with that abrupt  ÑÕÅÓÔÉÏÎȢ 4ÈÅ ÁÕÔÈÏÒȭÓ ÐÒÅÓÅÎÃÅ ÉÓ ÓÕÄÄÅÎÌÙ 

made more prominent, and we are also led to question our own identity as 

ÒÅÁÄÅÒÓȢ 7ÈÁÔ ÄÏÅÓ ÉÔ ÍÅÁÎ ÔÏ ÂÅ ȰÙÏÕȱȩ 7ÈÏ ÁÒÅ ×Å ÓÕÐÐÏÓÅÄ ÔÏ ÂÅȩ (ÁÖÉÎÇ 

read through the chapters of Through the Looking-Glass ÔÒÁÐÐÅÄ ÉÎ ȰÁ ÄÒÅÁÍ ÏÆ Á 

ÐÁ×ÎȭÓ-eye view of a looking-glass game ÏÆ ÃÈÅÓÓȱ ɉ(ÁÕÇÈÔÏÎȟ σςυɊȟ ×Å ÆÉÎÁÌÌÙ 

ÒÅÁÌÉÓÅ ÉÔ ×ÁÓ ȰÏÎÌÙȱ ÔÈÅ ÍÁÉÎ ÃÈÁÒÁÃÔÅÒȭÓ ÄÒÅÁÍȠ ÁÎÄ ÔÈÅÎ ×Å ÁÒÅ ÉÎÄÕÃÅÄ ÔÏ 

consider whether this dream might be contained within another dream, and 

even that our own reading perspective might be included. In addition, Alice is 

talking to her kittens while questioning the nature of her own, or someone 

ÅÌÓÅȭÓȟ ÄÒÅÁÍȟ ÁÎÄ ÐÏÉÎÔÉÎÇ ÏÕÔ ÔÈÁÔȟ ÆÉÒÓÔÌÙȟ ÔÈÅ ÃÁÔÓ ÔÈÅÍÓÅÌÖÅÓ ×ÅÒÅ ÁÎ 

important part of the dream; secondly, in the dream there was a strange 

recurrence of fishy references. Another question might be: are the readers 

supposed to be cats? Have we just been led unconsciously into a cat-perspective, 

continuously oriented towards food, and fish in particular, and not at all 

interested in mind-reading? Our ToM-related capabilities having been 

repeatedly challenged in our active interaction witÈ ÔÈÅ ÍÉÒÒÏÒ ÏÆ ÔÈÅ ÔÅØÔȟ Ȱ×e 

ÁÒÅ ÌÅÆÔ ×ÉÔÈ Á ÆÅÅÌÉÎÇ ÏÆ Á ÍÅÎÔÁÌ ÖÅÒÔÉÇÏȱ ɉ:ÕÎÓÈÉÎÅȟ ρπτɊȢ  
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Fig. 42 Vladislav Erko, illustration for Alica v Krajine Zazrakov, 2014. The presence of cats in the 
Alices ÓÈÏÕÌÄ ÎÏÔ ÂÅ ÕÎÄÅÒÅÓÔÉÍÁÔÅÄȡ ÃÁÔÓ ×ÅÒÅ !ÌÉÃÅ ,ÉÄÄÅÌÌȭÓ ÆÁÖÏÕÒÉÔÅ ÐÅÔÓȟ ÁÎÄ $ÉÎÁÈȟ ÈÅÒ ÃÁÔ 
(Haughton, 301), is mentioned immediately, at the very beginning of Alice in Wonderland (14), 
ÇÉÖÉÎÇ ÂÉÒÔÈ ÔÏ !ÌÉÃÅȭÓ ÄÒÅÁÍÙ ÃÈÁÉÎ ÏÆ ÔÈÏÕÇÈÔÓȢ $ÉÎÁÈ ËÅÅÐÓ ÒÅÃÕÒÒÉÎÇ ÏÆÔÅÎ ÉÎ ÂÏÔÈ ÓÔÏÒÉÅÓȟ ÁÎÄ 
ÃÁÔÓ ×ÁÎÄÅÒ ÃÏÎÓÔÁÎÔÌÙ ÉÎ ÔÈÅ ×ÏÒÌÄÓ ÏÆ !ÌÉÃÅȭÓ ÄÒÅÁÍÓȡ ÔÈÅ #ÈÅÓÈÉÒÅ #ÁÔ ÉÓ ÔÈÅ ÍÏÓÔ ÏÂÖÉÏÕÓ 
example, but we should not forget that the two black and white kittens of Through the Looking-
Glass are actually meant to be the Red and White Queen, while Dinah comes back as Humpty 
Dumpty (284).  

 

3.3 Worlds Upside Down and Meta-Representations in Trouble  

The Alice ÂÏÏËÓ ÁÌÓÏ ÃÈÁÌÌÅÎÇÅ ÒÅÁÄÅÒÓȭ ÓÏÕÒÃÅ-monitor ing mental devices (see 

Zunshine, 60-φυɊ ÔÈÒÏÕÇÈ ÔÈÅ ÃÏÎÔÉÎÕÏÕÓ ÆÁÉÌÕÒÅ ÏÆ ÔÈÅ ÈÅÒÏÉÎÅȭÓ ɉÁÎÄ ÒÅÁÄÅÒÓȭɊ 

meta-representations of reality.  Meta-representational capabilities are closely 

linked to ToM-related skills: they are those mental tools that allow us to discern 

the sources of opinions, sentences, thoughts. The representations that Alice has 

ÉÎÔÅÒÎÁÌÉÚÅÄ ÁÂÏÕÔ ÏÔÈÅÒ ÐÅÏÐÌÅȭÓ ÔÈÏÕÇÈÔÓȟ ÂÅÌÉÅÆÓ ÁÎÄ ÈÁÂÉÔÓ ÈÁÖÅ ÃÏÍÅ ÔÏ 

form her version of how the world should be. In Wonderland, Carroll makes her 

and his readers (again, our mental expectations are entangled with hers, as 

above) begin to understand how many representations of the reality around us 

are in fact meta-ÒÅÐÒÅÓÅÎÔÁÔÉÏÎÓȟ ÏÎÌÙ ×Å ÈÁÖÅ ÆÏÒÇÏÔÔÅÎ ÔÈÅ ȰÓÏÕÒÃÅ ÔÁÇȱ 

(Zunshine, 50). In other words, many meta-representations have actually 

ÂÅÃÏÍÅ ȰÓÅÍÁÎÔÉÃ ÍÅÍÏÒÉÅÓȟȱ ×ÈÉÃÈ ÁÒÅ ȰÒÅÐÒÅÓÅÎÔÁÔÉÏÎÓ ÔÈÁÔ ÁÒÅ ÓÔÏÒÅÄ 
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×ÉÔÈÏÕÔ ÔÈÅ ÓÏÕÒÃÅ ÔÁÇȱ ɉ:ÕÎÓÈÉÎÅȟ υρɊȠ ÂÕÔ ×Å ÃÁÎ ÎÏÎÅÔÈÅÌÅÓÓ ÃÏÍÅ ÔÏ 

recognize them once again as meta-representations.23 The mirror metaphor in 

this case emphasizes the instability of meta-representations: when we forget 

ÔÈÅÉÒ ȰÍÅÔÁ-ȱ ÓÔÁÔÕÓ ×Å ÕÎÔÈÉÎËÉÎÇÌÙ ÁÓÓÕÍÅ ÔÈÁÔ ÏÕÒ ÔÈÏÕÇÈÔÓ ÁÒÅ ÍÉÒÒÏÒÉÎÇ 

ÔÈÅ ×ÏÒÌÄ ÁÒÏÕÎÄ ÕÓȟ ×ÈÅÎ ×ÅȭÒÅ ÁÃÔÕÁÌÌÙ ÄÅÁÌÉÎÇ ×ÉÔÈ ÈÏ× other minds have 

mirrored it. In the Looking-Glass world the exposure of such errors is especially 

pervasive, as the mirror element in the narrative functions to turn the world 

back to front, highlighting the relativity of our world-image representations.  

     In !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄ, Alice decides to follow the White Rabbit 

because he is a curious and funny creature, with unexpected attitudes; we 

anticipate he will be a nice little speaking pet ɀ what else can a little cute white 

bunny be? -  so, when Alice actually talks to him, we are quite disconcerted to 

ÄÉÓÃÏÖÅÒ ÔÈÁÔ ×ÉÔÈ ÔÈÅ ÐÏ×ÅÒÆÕÌ ÈÅ ÉÓ ȰÎÅÒÖÏÕÓÌÙ ÓÈÉÌÌÙ-ÓÈÁÌÌÙÉÎÇȱ ÁÎÄ ȰÆÅÅÂÌÅȱ 

ɉ#ÁÒÒÏÌÌȟ ȰAlice ÏÎ ÔÈÅ 3ÔÁÇÅȱɊȟ ÂÕÔ ÈÅ ÉÓ ÉÒÁÓÃÉÂÌÅ ÁÎÄ ÁÎÇÒÙ ×ÉÔÈ ÌÏ×ÅÒ ÓÔÁÔÕÓ 

characters ɀ including Alice, whom he takes for his housemaid. Indeed, the 

confrontation with the White Rabbit is a disappointing one for Alice, marking 

from the beginning the disillusioning nature of her discoveries in Wonderland. 

Similarly, she drinks potions in order to enter the little door into Wonderland 

because she thinks it ÉÓ ȰÔÈÅ ÌÏÖÅÌÉÅÓÔ ÇÁÒÄÅÎ ÙÏÕ ÅÖÅÒ ÓÁ×ȱ ÁÎÄ ȰÓÈÅ ÌÏÎÇÅÄ ÔÏ 

get out of that dark hall and wander about among those beds of bright flowers 

ÁÎÄ ÔÈÏÓÅ ÃÏÏÌ ÆÏÕÎÔÁÉÎÓȱ ɉρφɊȢ "ÕÔ ÔÈÉÓ ×ÏÎÄÅÒÆÕÌ ÁÎÄ ÅÎÃÈÁÎÔÅÄ ÐÌÁÃÅȟ ÁÔ 

which she will arrive only after countless vicissitudes, finally reveals itself to be 

the triumph of absurdity, the culmination of all the nonsense we have 

encountered along with her on her complex journey.  

     In the course of this journey all her Victorian constructions of the world, her 

meta-representations, are questioned. The Duchess is represented as anything 

but a typical Duchess, or what a Duchess is generally supposed to beȡ ÓÈÅ ÉÓ Ȱvery 

ÕÇÌÙȱȟ ÓÈÅ ÉÓ ÖÅÒÙ ÒÕÄÅȟ ÁÎÄȟ ÍÏÒÅÏÖÅÒȟ ÎÕÒÓÅÓ Á ÈÏÒÒÉÂÌÅ ÃÈÉÌÄ ÂÙ ÔÏÓÓÉÎÇ ÈÉÍ 

violently up and down, anÄ ÓÉÎÇÉÎÇ ÈÉÍ ÔÈÉÓ ÌÕÌÌÁÂÙȡ Ȱ) ÓÐÅÁË ÓÅÖÅÒÅÌÙ ÔÏ ÍÙ ÂÏÙȟ 

/ I beat him when he sneezes; / For he can thoroughly enjoy / The pepper when 

                                                 
23 Zunshine gives as an example the past belief that the Earth was at the centre of the universe, 
which had acquired the status of semantic memory, as incontrovertible knowledge; 
subsequently, however, it became a meta-ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ×ÉÔÈ ÔÈÅ ÓÏÕÒÃÅ ÔÁÇ ȰÐÅÏÐÌÅ ÕÓÅÄ ÔÏ 
ÔÈÉÎË ÔÈÁÔȱ ȣ ɉυρɊȢ  
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ÈÅ ÐÌÅÁÓÅÓȦȱ (64). Meanwhile the cook contaminates the air with pepper, and 

throws dishes, pots and plates at everyone. The cosy idea of a serene and 

decorous Victorian interior is overturned by this disturbing picture. Carroll 

reveals the unstable essence of social constructions, taking what is normally 

represented by the social-constructed mind as sublime and noble, and showing 

its hidden impulses of violence and selfishness. Meta-representations, it seems, 

are not reliable mirrors of an objective reality. The Duchess's baby begins to 

grunt as Alice nurses it, and quickly turns into a pig; Alice takes note of the fact, 

reflecting that she would enjoy, like another Circe, turning other children she 

knows into pigs. The metamorphosis unveils the real nature of many children, 

ÓÏ ÃÅÌÅÂÒÁÔÅÄ ÁÎÄ ÅØÁÌÔÅÄ ÉÎ 6ÉÃÔÏÒÉÁÎ ÓÏÎÇÓ ÁÎÄ ÌÕÌÌÁÂÉÅÓȡ ȰÔÈÅ ÐÉÇ-baby episode 

humorously dramatizes the arbitrary nature of conventional attitudes toward 

ÉÎÆÁÎÔÓȱ ɉRackin, Nonsense, Sense, 52).24 Alice humorously adapts herself to 

ÔÈÅÓÅ ÐÕÚÚÌÉÎÇ ÎÅ× ÃÉÒÃÕÍÓÔÁÎÃÅÓȟ ÁÎÄ ×ÉÓÅÌÙ ÃÏÎÃÌÕÄÅÓȡ ȰÉÆ ÉÔ ÈÁÄ ÇÒÏ×Î ÕÐ ÉÔ 

would have made a dreadfully ugly child: but it makes rather a handsome pig, I 

ÔÈÉÎËȱ ɉφφɊȢ 

 

                                                 
24 See also chapter two, note 19.   
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     On her Wonderland trip, Alice finds that familiar things are continually being 

transformed and parodied: cats, her favourite animals, have as their 

representative the ȰÁÎÉÍÁÌÅ ÔÏÔÅÍÉÃÏ ÄÅÌ ÎÏÎÓÅÎÓÅȱ (Scrittori, 45), 25 the king of 

paradoxes whose ineffable grin is the subversion of sense. The Cheshire Cat's 

smile twinkles alone like an erratic half-moon, in the sky of non-sense, persisting 

ÅÖÅÎ ×ÈÅÎ ÁÌÌ ÔÈÅ ÒÅÓÔ ÏÆ ÔÈÅ ÁÎÉÍÁÌͻÓ ÂÏÄÙ ÈÁÓ ÄÉÓÁÐÐÅÁÒÅÄȟ ÔÏ !ÌÉÃÅȭÓ ÐÅÒÐÌÅØÉÔÙȡ 

Ȱ)ͻÖÅ ÏÆÔÅÎ ÓÅÅÎ Á ÃÁÔ ×ÉÔÈÏÕÔ Á ÇÒÉÎȟ ÂÕÔ Á ÇÒÉÎ ×ÉÔÈÏÕÔ Á ÃÁÔȦ )ÔͻÓ ÔÈÅ ÍÏÓÔ ÃÕÒÉÏÕÓ 

thing I evÅÒ ÓÁ× ÉÎ ÁÌÌ ÍÙ ÌÉÆÅȦȱ ɉφωɊȢ 4ÈÅ #ÈÅÓÈÉÒÅ #ÁÔ ÉÓ ÔÈÅ ÉÎÃÁÒÎÁÔÉÏÎ ÏÆ ÎÏÎ-

                                                 
25 Ȱ4ÈÅ ÔÏÔÅÍÉÃ ÁÎÉÍÁÌ ÏÆ ÎÏÎÓÅÎÓÅȢȱ  

Fig. 43 Arthur Rackham, 
Pig and Pepper, illustration 
for !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 
Wonderland, 1907. This 
image vividly and 
dynamically shows the 
reversal of the normal 
expectations of a typical 
Victorian interior.   
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sense, enacting the insubstantialities of language and logic: Rackin points out the 

ÓÕÐÒÅÍÅ ÄÁÎÇÅÒ ÔÈÁÔ ÔÈÅ ÇÒÉÎ ×ÉÔÈÏÕÔ ÔÈÅ ÃÁÔ ÒÅÐÒÅÓÅÎÔÓȟ ÂÙ ÂÒÅÁËÉÎÇ ȰÔÈÅ 

seemingly indestructible bond between subject and attribute, a crucial element 

ÉÎ ÔÈÅ ÌÏÇÉÃ ÂÙ ×ÈÉÃÈ ×Å ÌÉÖÅ ÏÕÒ ÒÁÔÉÏÎÁÌ ÌÉÖÅÓȱ ɉNonsense, Sense, υσɊȢ !ÌÉÃÅȭÓ 

ÆÁÖÏÕÒÉÔÅ ÐÅÔ ÂÅÃÏÍÅÓ ÔÈÅ ÅÍÂÏÄÉÍÅÎÔ ÏÆ ÃÏÍÍÏÎ ÌÏÇÉÃȭÓ ÃÏÌÌÁÐÓÅȟ Á ÐÅÒÖÅÒÓÅ 

symbol of the arbitrariness of language and logic. Even tea-time, an occasion that 

Victorian readers in particular, and English readers in general, recognise as a 

cultural ritual, is transformed in Wonderland in an absurd event, in one of the 

best-known comic episodes of the book: the mad tea party. Here, in the setting of 

ÔÈÅ ÕÓÕÁÌ 6ÉÃÔÏÒÉÁÎ ÃÅÒÅÍÏÎÙ ÏÆ φ ÏͻÃÌÏÃË ÔÅÁȟ ȰÐÒÁÃÔÉÃÁÌÌÙ ÁÌÌ ÐÁÔÔÅÒÎ ÓÁÖÅ ÔÈÅ 

ÃÏÎÓÉÓÔÅÎÃÙ ÏÆ ÃÈÁÏÓȟ ÉÓ ÁÎÎÉÈÉÌÁÔÅÄȱ ÂÙ ÔÈÅ ÁÂÓÕÒÄ ÄÉÁÌÏÇÕÅÓ ×ÉÔÈ ÔÈÅ -ÁÄ (ÁÔÔÅÒ 

and the March Hare (Rackin, Nonsense, Sense, 36).  

     After this encounter, Alice arrives at last in the lovely garden that had aroused 

her curiosity and desire from the beginning, sustaining her through the absurdity 

and non-sense of her progress towards it. Yet even this garden demolishes 

common ideas about enchanted fairy tale gardens: the wonderful garden with 

ȰÂÒÉÇÈÔ ÆÌÏ×ÅÒ-ÂÅÄÓ ÁÎÄ ÃÏÏÌ ÆÏÕÎÔÁÉÎÓȱ ÉÓ actually the Queen of Hearts' croquet-

ground, where the roses are fake and where Alice experiences the definitive 

collapse of her mental categories. Representations are thus shown in 

Wonderland for what they often are: meta-representations (representations 

about others' representations, frequently fallacious), structures of the mind built 

up to deal with the world's confusion. In the Queen's croquet-ground even the 

basic distinction between animate beings and inanimate objects, something 

which Alice was sure she could rely upon as a solid objective truth, is under 

discussion: the subjects, the soldiers, the sovereigns, are cards (objects, in the 

ȰÒÅÁÌȱ ×ÏÒÌÄɊȟ ×ÈÅÒÅÁÓ ÆÌÁÍingos and porcupines, living animals in normal usage, 

are treated here as inanimate objects (croquet bats and balls).   In Wonderland 

Alice herself, whom we picture as a little girl, has already become a snake, a cruel 

animal, in the episode with the PigeoÎȟ ×ÈÅÒÅ ȰÔÈÅ ÇÏÌÄÅÎ ÃÈÉÌÄ ÈÅÒÓÅÌÆ ÂÅÃÏÍÅÓ 

ÔÈÅ ÓÅÒÐÅÎÔ ÉÎ ÃÈÉÌÄÈÏÏÄͻÓ %ÄÅÎȱ ɉ!ÕÅÒÂÁÃÈȟ Ȱ!ÌÉÃÅ ÁÎÄ 7ÏÎÄÅÒÌÁÎÄȱȟ 41); at the 

climax she discovers her alter-ego, the Queen of Hearts, who is no more than a 

playing card. What Rackin calls the destruction of AliÃÅȭÓ ÓÅÌÆ ÉÎ 7ÏÎÄÅÒÌÁÎÄ 
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(Nonsense, Sense, 58) is also the destruction of our own representational 

categories.  

     We likewise discover that the objective world can be completely reversed in 

Through the Looking-Glass and What Alice Found There, but in an even more 

decisive way (since here the act of turning everything back to front is the 

narrative cipher of the story). The reversals made possible by the mirror reveal 

that our representations do not simply mirror an objective world. The mirror 

itself is a means of inverting and modifying: a perfectly correspondent reflection 

does not exist. Common beliefs about reality turn out to be almost unconsciously 

acquired meta-representations, the sources of which (parents or social 

environments perhaps) are no longer identifiable; as Lisa Zunshine puts it, 

ȰÁÌÔÈÏÕÇÈ ÔÈÅ ÄÉÓÔÉÎÃÔÉÏÎ ÂÅÔ×ÅÅÎ ÓÅÍÁÎÔÉÃ ÁÎÄ ÅÐÉÓÏÄÉÃ ÍÅÍÏÒÉÅÓ ɉÏÒ ÂÅÔ×ÅÅÎ 

representations and meta-ÒÅÐÒÅÓÅÎÔÁÔÉÏÎÓɊ ÉÓ ÕÓÅÆÕÌ ɉȣɊȟ ÔÈÉÓ ÄÉÓÔÉÎÃÔÉÏÎ ÉÓ 

always context-ÄÅÐÅÎÄÅÎÔ ÁÎÄ ÐÏÔÅÎÔÉÁÌÌÙ ÆÌÕÉÄȱ ɉυςɊȢ    

     In Through the Looking-Glassȟ ×Å ÆÉÎÄ ÔÈÁÔ ÔÈÉÎÇÓ ÃÁÎ ÇÏ ȰÔÈÅ ÏÔÈÅÒ ×ÁÙȱ ÆÒÏÍ 

ÔÈÅ ÏÎÅ ×Å ÁÒÅ ÁÃÃÕÓÔÏÍÅÄ ÔÏȢ !Ó ÉÎ !ÌÉÃÅȭÓ ÐÒÅÖÉÏÕÓ ÁÄÖÅÎÔÕÒÅÓȟ ÔÈÅ ÆÉÒÓÔ ÐÌÁÃÅ 

ÓÈÅ ÓÅÅÓ ÁÎÄ ÔÈÅ ÏÎÅ ÓÈÅ ÌÏÎÇÓ ÔÏ ÒÅÁÃÈ ÉÓ Á ÂÅÁÕÔÉÆÕÌ ÇÁÒÄÅÎ ɉÉÎÃÌÕÄÉÎÇ ȰÁ ÌÁÒÇÅ 

flower -bed, with a border of daisies, and a willow-ÔÒÅÅ ÇÒÏ×ÉÎÇ ÉÎ ÔÈÅ ÍÉÄÄÌÅȟȱ 

166), but again it proves quite hard to get there. Basic conceptions of spatial 

reality are totally overturned: she walks straight ahead, towards the garden, and 

she finds herself at her point of departure, in the house. Alice is upset until, by 

trying to move in the opposite direction from the place she wants to reach, she 

actually finds herself moving towards it. However, the garden is another 

disappointment: the flowers can talk, but rather than being gentle and pleasant, 

as our mental associations tell us flowers should be, they prove very rude and 

annoying. They talk to and about Alice very impolitely, commenting that her face 

ÉÓ ȰÎÏÔ Á ÃÌÅÖÅÒ ÏÎÅȟȱ ÔÈÁÔ ÈÅÒ ÐÅÔÁÌÓ ɉÉȢÅȢȟ ÈÅÒ ÈÁÉÒɊ ÓÈÏÕÌÄ ÂÅ ȰÃÕÒÌÅÄ ÕÐ Á ÌÉÔÔÌÅ 

ÍÏÒÅȟȱ ÔÈÁÔ ÓÈÅ ȰÎÅÖÅÒ ÔÈÉÎËÓ ÁÔ ÁÌÌȟȱ ÔÈÁÔ ÓÈÅ ÉÓ ÆÁÄÉÎÇȟ ÁÎÄȟ ÆÉÎÁÌÌÙȟ ÆÒÏÍ ÔÈÅ 6ÉÏÌÅÔȟ 

Ȱ) ÎÅÖÅÒ ÓÁ× ÁÎÙÂÏÄÙ ÔÈÁÔ ÌÏÏËÅÄ ÓÔÕÐÉÄÅÒȱ ɉρφφ-169). Flowers, whose secret 

language was regarded as metaphorically resonant and poetical in Victorian 

times, speak here aggressively and impertinently; the picture of flowers as kind 

creatures is foregrounded as another meta-representation, in the product of a 

specific cultural context.  
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Fig. 44 Ralph Steadman, illustration for Through the Looking-Glass, 1972. The disturbing 
unpleasantness of the flowers is here quite evident, their features shown as aggressive and 
frightening.  

             

 

     'ÏÉÎÇ ȰÆÏÒ×ÁÒÄÓȱ ÉÎ ÔÈÅ ,ÏÏËÉÎÇ-glass World, we come to realise that the 

known world can be completely upended; what is considered as common 

knowledge turns out to be only one possible perspective. By crossing to the other 

side of the looking-glass, Alice discovers that growing-up is an illusion of 

happiness; that is, becÏÍÉÎÇ Á 1ÕÅÅÎȟ ×ÈÉÃÈ ÉÓ !ÌÉÃÅȭÓ ÇÏÁÌ ÆÒÏÍ ÔÈÅ ÂÅÇÉÎÎÉÎÇȟ 

turns out to be another disappointment. She finds herself with a golden crown, 

but trapped between two old silly creatures (the other two Queens) in a 

dimension of nonsensical riddles and chaos (where bottles become birds, candles 

turn into fireworks, the White Queen drowns in a soup and the Red one turns into 

a little doll). In general, normal convictions about how our world works are 

revealed to be meta-representations and thus apt to be relativized. On the other 

side of the mirror it is possible to stay still in the same place even while running 
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at speed; thirst can be quenched by eating dry biscuits; Nobody turns out often 

to be Somebody; proper names can have a meaning while common names can be 

meÁÎÉÎÇÌÅÓÓȠ ÍÅÍÏÒÙ ÃÏÎÃÅÒÎÓ ÅØÐÅÃÔÁÔÉÏÎÓ ÁÎÄ ÐÒÏÊÅÃÔÉÏÎÓ ÏÆ ÔÈÅ ÆÕÔÕÒÅȣ )Î 

this sense, the Alice books show the fragility of our mental representations, 

helping us to question the world and its meanings, to reshape common notions 

and to challenge accepted beliefs. The mirror metaphor, which has helped 

ÁÌÒÅÁÄÙ ÈÉÇÈÌÉÇÈÔÉÎÇ #ÁÒÒÏÌÌȭÓ Ï×Î ×ÒÉÔÉÎÇ ÁÐÐÒÏÁÃÈ ÔÏ ÎÏÎÓÅÎÓÅȟ ÔÈÅ 

ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÏÆ ÔÈÅ ÃÈÁÒÁÃÔÅÒÓȭ ÍÉÎÄÓ ÁÎÄ ÔÈÅÉÒ ÉÎÔÅÒÁÃÔÉÏÎÓȟ ÁÎÄ ÔÈÅ ×ÁÙ ÔÈÅ 

ÒÅÁÄÅÒÓȭ ÍÉÎÄÓ reflect upon the text, finally reveals to be useful also in this 

demystification process and relativizing of perspective.



  

CHAPTER FOUR: EMOTIONAL ALICE  

 

 

Fig. 45 Trevor Brown, The Pool of Tears, from Alice, 2010. The emotional impact of this image 
ÓÔÒÏÎÇÌÙ ÃÏÎÔÒÁÓÔÓ ×ÉÔÈ 4ÅÎÎÉÅÌȭÓ ÏÒÉÇÉÎÁÌ ÄÅÐÉÃÔÉÏÎ ÏÆ ÔÈÅ ÓÁÍÅ ÓÃÅÎÅȢ %ÖÅÎ ÉÆ ÎÏÎÓÅÎÓÅ ÎÅÖÅÒ 
explicitly shows intense emotions, I argue in this chapter that emotions are there indeed. 
Moreover, the act of crying in the Alices is quite an important, recurrent one, which I would like 
to emphasize through this initial illustration.  
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                           Ȭ3ÈÅȭÓ ÉÎ ÔÈÁÔ ÓÔÁÔÅ ÏÆ ÍÉÎÄȟȭ ÓÁÉÄ ÔÈÅ 7ÈÉÔÅ 1ÕÅÅÎȟ ȬÔÈÁÔ ÓÈÅ  
wants to deny something ɀ ÏÎÌÙ ÓÈÅ ÄÏÅÓÎȭÔ ËÎÏ× ×ÈÁÔ ÔÏ ÄÅÎÙȦȭ 
Ȭ! ÎÁÓÔÙȟ ÖÉÃÉÏÕÓ ÔÅÍÐÅÒȟȭ ÔÈÅ 2ÅÄ 1ÕÅÅÎ ÒÅÍÁÒËÅÄȢ  
(TTLG, 265) 

 
 

A recent shift in cognitive studies has begun to give more and more attention to 

the role that emotions play in our cognitive system. Theorists such as Damasio 

ɉ×ÈÏ ×ÒÉÔÅÓ ÔÈÁÔ ȰÆÅÅÌÉÎÇÓ ÁÒÅ ÊÕÓÔ ÁÓ ÃÏÇÎÉÔÉÖÅ ÁÓ ÁÎÙ ÏÔÈÅÒ ÐÅÒÃÅÐÔÕÁÌ ÉÍÁÇÅȱȟ 

$ÅÓÃÁÒÔÅÓȭ %ÒÒÏÒ, 158), Sacks and Ramachandran have contributed to the idea of 

the centrality of the emotional mental apparatus. The focus on emotions is also 

ÃÏÎÎÅÃÔÅÄ ÔÏ ÔÈÅ ÉÄÅÁ ÏÆ ÔÈÅ ȰÅÍÂÏÄÉÅÄ ÍÉÎÄȱȟ ÉÎÓÔÅÁÄ ÏÆ Á ÃÏÎÃÅÐÔÉÏÎ ÏÆ Á 

ÐÕÒÅÌÙ ÃÏÇÎÉÔÉÖÅ ÍÉÎÄȟ ÕÎÄÅÒÓÔÏÏÄ ÏÎ ÔÈÅ ÂÁÓÉÓ ÏÆ Á ȰÃÏÍÐÕÔÅÒ ÍÅÔÁÐÈÏÒȱ 

(Wojciehowski and Gallese, 1): emotions offer a good ground for establishing 

the deep interrelation of bodily reactions, perceptual sensations and physical 

ÆÅÅÌÉÎÇÓ ×ÉÔÈ ÔÈÅ ÍÉÎÄȭÓ ÆÕÎÃÔÉÏÎÉÎÇȟ ÅÍÏÔÉÏÎÓ ÂÅÉÎÇ ÍÏÒÅ ÄÉÒÅÃÔÌÙ ȰÅÍÂÏÄÉÅÄȱ 

than abstract cognitive processes. Literary scholars like Hogan, Zunshine, 

Young, Herman, Stockwell and Keen have followed this theoretical lead, 

pointing out how a vision of the mind where cognitive processes are 

inextricably merged with emotional responses, where intersubjectivity, 

empathy and bodily sensations play an essential role, can be much more helpful 

in the field of literary studies, expanding and enriching our understanding of 

how narratives are created and perceived. Hogan goes even further, by saying:  

Given recent advances in research on emotion, it seems clear that any 

theory of narrative would benefit from a more fully elaborated 

treatment of emotion based on this research. Indeed, I would go 

further, and argue that narrative is fundamentally shaped and oriented 

by our emotion systems. (Hogan, 65)  

     As emphasized in the previous section about mirrors and mirror-related 

images of the mind, the concept of mirror neurons actually has its roots in an 

embodied, action-ÂÁÓÅÄ ÃÏÎÃÅÐÔÉÏÎ ÏÆ ÔÈÅ ÍÉÎÄȡ ȰÍÉÒÒÏÒ ÎÅÕÒÏÎÓ ÁÌÌÏ× Á ÄÉÒÅÃÔ 

form of actiÏÎ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÔÈÒÏÕÇÈ Á ÍÅÃÈÁÎÉÓÍ ÏÆ ÅÍÂÏÄÉÅÄ ÓÉÍÕÌÁÔÉÏÎȱȟ 

writes Gallese (14). Theory of Mind-related narrative studies have thus been 
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recently combined with what Wojciehowski and Gallese call Feeling of Body 

(FoB), making it possible to develop an understanding of literary texts, 

cognitive creative processes and reader-responses that encompasses actions, 

affections, and bodily feelings. As Clark underlines, this ȰÒÅÑÕÉÒÅÓ ÕÓ ÔÏ ÁÂÁÎÄÏÎ 

the idea (common since Descartes) of the mental as a realm distinct from the 

realm of the body; to abandon the idea of neat dividing lines between 

ÐÅÒÃÅÐÔÉÏÎȟ ÃÏÇÎÉÔÉÏÎȟ ÁÎÄ ÁÃÔÉÏÎȱ ɉØÉÉÉȟ ØÉÖɊȢ In this chapter I am going to 

address the implications of both theory of empathy and so-ÃÁÌÌÅÄ ȰÁÆÆÅÃÔÉÖÅ 

ÎÁÒÒÁÔÏÌÏÇÙȱ ÆÏÒ ÔÈÅ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ #ÁÒÒÏÌÌȭÓ Alice ÂÏÏËÓȟ ÁÎÄ #ÁÒÒÏÌÌȭÓ Ï×Î 

exploration of the embodiment of emotions.  

1)   Ȱ)Ó 4ÈÉÓ ÁÎ %ØÔÅÍÐÏÒÁÒÙ 2ÏÍÁÎÃÅ ÏÆ 9ÏÕÒÓȟ $ÏÄÇÓÏÎȩȱȡ 4ÈÅ !ÕÔÈÏÒ  

 

Fig. 46 ,Å×ÉÓ #ÁÒÒÏÌÌȟ Ȱ/ÐÅÎ ÙÏÕÒ ÍÏÕÔÈ ÁÎÄ ÓÈÕÔ ÙÏÕÒ ÅÙÅÓȱȟ *ÕÌÙ ρψφπȢ 4ÈÉÓ ÉÓ ÏÎÅ ÏÆ ÔÈÅ ÍÁÎÙ 
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photographs of the three Liddell sisters that Carroll took. Alice is captured at the point of trying 
to reach something pleasant, which she has not yet attained: she is permanently fixed in a 
ÓÕÓÐÅÎÄÅÄ ÍÏÍÅÎÔȟ ȰÒÅÁÃÈÉÎÇ ÆÏÒ ÓÏÍÅÔÈÉÎÇ ÔÈÁÔ ×ÉÌÌ ÒÅÍÁÉÎ ÆÏÒÅÖÅÒ ÏÕÔ ÏÆ ÒÅÁÃÈȱ ɉ$ÏÕÇÌÁÓ-
Fairhurst, 139).  

 

 
And, though the shadow of a sigh / May tremble through the 
 ÓÔÏÒÙȟ Ⱦ &ÏÒ ȬÈÁÐÐÙ ÓÕÍÍÅÒ ÄÁÙÓȭ ÇÏÎÅ ÂÙȟ Ⱦ !ÎÄ ÖÁÎÉÓÈȭÄ  
summer glory ɀ / It shall not touch, with breath of bale / The  
pleasance of our fairy-tale.  
(TTLG, 140)  

 

How does an approach through feeling inform our comprehension of the 

ÁÕÔÈÏÒȭÓ ×ÏÒËȩ !Ó +Åen points out, ȰÁÕÔÈÏÒÓȭ ÅÍÐÁÔÈÙ ÂÅÁÒÓ ÏÎ ÆÉÃÔÉÏÎÁÌ 

×ÏÒÌÄÍÁËÉÎÇ ÁÎÄ ÃÈÁÒÁÃÔÅÒ ÃÒÅÁÔÉÏÎȱ ɉȰ.ÁÒÒÁÔÉÖÅ %ÍÐÁÔÈÙȱȟ ωɊȟ ÁÎÄ ÉÎ ÔÈÉÓ 

authorial section of the chapter I describe the emotional components behind 

the creation of the Alice books. First, I consider CarÒÏÌÌȭÓ ×ÏÒË ÁÎÄ ÉÔÓ ÁÄÄÒÅÓÓ ÔÏ 

issues of emotion and bodily sensation in the broader context of Victorian 

literature. As a second step, I explore the peculiar rhetorical contrast between 

nonsense and emotions that Carroll manages to create in his Alice books, and 

ÅØÁÍÉÎÅ ÔÈÅÉÒ ÃÏÍÐÌÉÃÁÔÅÄ ÒÅÌÁÔÉÏÎÓÈÉÐȢ &ÉÎÁÌÌÙȟ ÒÅÌÙÉÎÇ ÕÐÏÎ 4ÁÙÌÏÒ ÅÔ ÁÌȢ ȭÓ 

ÓÕÇÇÅÓÔÉÏÎ ÔÈÁÔ Ȱthe adult activity most closely aligned with having imaginary 

ÆÒÉÅÎÄÓ ÉÓ ÔÈÅ ÃÒÅÁÔÉÏÎ ÏÆ ÆÉÃÔÉÏÎÁÌ ÃÈÁÒÁÃÔÅÒÓ ÂÙ ÎÏÖÅÌÉÓÔÓȱ ɉσφςɊȟ ) ÔÏÕÃÈ ÕÐÏÎ 

the contÒÏÖÅÒÓÉÁÌ ÁÎÄ ÈÕÇÅ ÔÏÐÉÃ ÏÆ #ÁÒÒÏÌÌȭÓ Ï×Î ÉÎÖÏÌÖÅÍÅÎÔ ×ÉÔÈ ÈÉÓ ÍÁÉÎ 

character, Alice. My theoretical path in this section goes from the more general 

cultural context of Victorian literature, referring to texts such as William 

#ÏÈÅÎȭÓ Embodied: Victorian Literature and the Senses ÁÎÄ $ÁÍÅÓȭÓ The 

Physiology of the Novel: Reading, Neural Science and the Form of Victorian 

Fictionȟ ÔÏ ÔÈÅ ÐÅÃÕÌÉÁÒÉÔÙ ÏÆ ÎÏÎÓÅÎÓÅ ÁÎÄ ÅÓÐÅÃÉÁÌÌÙ #ÁÒÒÏÌÌȭÓ ÓÐÅÃÉÁÌ ÕÓÅ ÏÆ 

nonsense words, leading into a focus upon authorial feeling, especially 

ÃÏÎÃÅÒÎÉÎÇ #ÁÒÒÏÌÌȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ !ÌÉÃÅȟ ÏÎÅ ÏÆ ÔÈÅ ÍÏÓÔ-explored and 

interesting relationships between an author and his main character.  
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1.1 TÈÅ Ȱ$ÉÓÃÏÖÅÒÙȱ ÏÆ %ÍÏÔÉÏÎÓ ÉÎ 6ÉÃÔÏÒÉÁÎ ,ÉÔÅÒÁÔÕÒÅ ÁÎÄ ÔÈÅ 2ÈÅÔÏÒÉÃ ÏÆ 

Nonsense Vs Victorian Sentimentality   

Rachel Ablow highlights in a 2008 issue of Victorian Studies focused on 

Ȱ6ÉÃÔÏÒÉÁÎ %ÍÏÔÉÏÎÓȱȟ ÔÈÁÔ Ȱemotions continued to function as a central 

epistemological tool throughout the eraɂa way of defining not just male and 

female, public and private, but also subject and object, human and nonhuman, 

ÄÅÔÅÒÍÉÎÅÄ ÁÎÄ ÆÒÅÅȱ ɉσχυɊȢ 6ÉÃÔÏÒÉÁÎ ×ÒÉÔÅÒÓ ÄÅÅÐÌÙ ÅØÐÌÏÒed the emotional 

world, building an idea of subjecthood where feelings and sensations were a 

dominant element in the construction of the characters and the plot. Among 

scholars pursuing embodied approaches to literature, William Cohen shows the 

use of sensory experiences in the building of characters in Dickens and 

Charlotte Bronte, as well as the understanding of the body in the poetry of 

Hopkins as a recipient of perceptions interconnected with the world (Embodied: 

Victorian Literature and the Senses). YoÕÎÇ ÁÎÁÌÙÓÅÓ 'ÅÏÒÇÅ %ÌÉÏÔȭÓ 

representations of sounds as essential boosters of emotional connections 

ÂÅÔ×ÅÅÎ ÍÉÎÄÓȠ (ÁÒÄÙȭÓ 4ÅÓÓ ÁÓ ȰÁÎ ÅÍÂÏÄÉÍÅÎÔ ÏÆ ÅÍÂÏÄÉÍÅÎÔȱȟ ×ÉÔÈ ȰÔÈÅ 

ÄÒÁÍÁ ÏÆ 4ÅÓÓȭÓ ÍÏÕÔÈȱ ɉρφσɊ ÁÓ Á ÓÔÁÒÔÉÎÇ ÐÏÉÎÔ ÆÏÒ ÔÈÅ ÃÏÎÖÅÒÇÉÎÇ ÅÍÏÔÉÏÎÓ ÏÆ 

the male characters; and Sue Bridehead from Jude The Obscure ÁÓ ȰÁÎ 

ÅÍÂÏÄÉÍÅÎÔ ÏÆ ÆÅÅÌÉÎÇȱȟ ×ÈÅÒÅ ÅÍÏÔÉÏÎÓ ÃÏÎÓÔÉÔÕÔÅ ȰÔÈÅ ÃÏÒÅ ÏÆ ÈÅÒ 

ÃÏÎÓÃÉÏÕÓÎÅÓÓȱ ɉρτρɊȢ 4ÈÅ ÓÔÒÏÎÇ ÃÏÎÎÅÃÔÉÏÎ ÂÅÔ×ÅÅÎ 6ÉÃÔÏÒÉÁÎ ÎÏÖÅÌÓ ÁÎÄ ÔÈÅ 

depiction of feelings has also been addressed bÙ $ÁÍÅÓȭÓ The Physiology of the 

Novelȟ ×ÈÉÃÈ ÃÌÁÉÍÓ ÔÈÁÔ ȰÔÈÅ 6ÉÃÔÏÒÉÁÎ ÎÅÕÒÁÌ ÓÃÉÅÎÃÅÓȱ ÅÓÔÁÂÌÉÓÈÅÄ ȰÁ 

collaboration with literary criticism, for which a range of cognitive and 

physiological activities involved in the reading act seemed suddenly capable of 

ÓÔÕÄÙ ÁÎÄ ÄÅÆÉÎÉÔÉÏÎȱ ɉχɊȢ )Î ÔÈÉÓ ÓÅÎÓÅȟ ÓÔÕÄÉÅÓ ÏÆ ÅÍÏÔÉÏÎÓ ÁÎÄ ÁÔÔÅÎÔÉÏÎ ×ÅÒÅ 

incorporated into the writing of many popular novels of the time, Dames 

argues, using examples taken from Thackeray, Eliot, Meredith and Gissing.  

     If emotions and their analysis played such a relevant role in Victorian 

literature, what about nonsense literature, which was itself a mainly Victorian 

phenomenon (its most important representatives being Lear and Carroll)?  One 

consequence of the Victorian focus on emotions is the cultural phenomenon of 

Ȱ6ÉÃÔÏÒÉÁÎ ÓÅÎÔÉÍÅÎÔÁÌÉÔÙȟȱ ×ÈÉÃÈ ÍÉÇÈÔ ÁÐÐÅÁÒ ÔÏ ÂÅ ÓÕÂÊÅÃÔ ÔÏ ÍÏÃËÅÒÙ ÉÎ 
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nonsense representations of emotion. I would argue, however, that nonsense 

literature can actually be an expression of the same complex concern with the 

emotional side of our minds.  

     Having once been labelled a kitsch phenomenon, a sign of unrefined tastes 

and generally an aesthetic failure, Victorian sentimentality has recently started 

to be re-evaluated both as a meaningful expression of the Victorian imagination, 

and as a rhetoric encouraging an affective and empathetic reaction in readers 

(see for instance the special issue of the journal 19 ÃÁÌÌÅÄ Ȱ2ÅÔÈÉÎËÉÎÇ 6ÉÃÔÏÒÉÁÎ 

3ÅÎÔÉÍÅÎÔÁÌÉÔÙȱȟ ÅÄÉÔÅÄ ÂÙ .ÉÃÏÌÁ "Ï×ÎɊȢ !Ó -ÁÒÉÅ "ÁÎÆÉÅÌÄ ÁÒÇÕÅÓȟ ÓÅÎÔÉÍÅÎÔÓ 

in Victorian culture (in literature, poetry and visual arts alike) were associated 

×ÉÔÈ ÔÈÅ ÉÄÅÁ ÏÆ Ȱa monism directed by discoveries in physiology and 

psychology, which in the nineteenth century increasingly saw body and mind, 

thought, feeling and sensatiÏÎ ÁÓ ÉÎÅØÔÒÉÃÁÂÌÙ ÌÉÎËÅÄȱ ɉτɊ ɀ a theoretical 

approach which is surprisingly modern and in line with contemporary cognitive 

research. Nonsense, on the other hand, is a genre from which emotions seem 

banned and sentimentality ridiculed: according to Sewellȟ ÎÏÎÓÅÎÓÅ ȰÉÓ Á ÇÁÍÅȟ 

ÔÏ ×ÈÉÃÈ ÅÍÏÔÉÏÎ ÉÓ ÁÌÉÅÎȱ ɉρςωɊȢ 3ÈÅ ÒÅÇÁÒÄÓ ÁÓ ÁÒÔÉÓÔÉÃ ÆÁÉÌÕÒÅÓ ÔÈÏÓÅ ÏÆ 

#ÁÒÒÏÌÌȭÓ ÎÏÎÓÅÎÓÅ ×ÏÒËÓ ÉÎÔÏ ×ÈÉÃÈ ÅÍÏÔÉÏÎÓ ÉÎÔÒÕÄÅȟ ÌÉËÅ Sylvie and Bruno 

×ÉÔÈ ÉÔÓ ȰÉÎÓÉÐÉÄÉÔÙ ÁÎÄ ÓÅÎÔÉÍÅÎÔÁÌÉÔÙȱ ɉρυτɊȟ ÁÎÄ The Hunting of the Snark, in 

×ÈÉÃÈ ȰÄÒÅÁÍȟ ÄÅÌÉÒÉÕÍȟ ÍÁÄÎÅÓÓȱ ɉρφωɊ ÁÒÅ ÁÌÌÏ×ÅÄ ÔÏ ÍÁÎÉÆÅÓÔ ÔÈÅÍÓÅÌÖÅÓ 

without the formal constraints of the Nonsense game which characterize the 

Alices (163-182).   Yet Victorian sentimentality is always somehow present in 

#ÁÒÒÏÌÌȭÓ ÎÏÎÓÅÎÓÅȟ ÅÖÅÎ ÉÎ Ôhe Alices, as Sewell herself admits (181); this is not 

a case of poetical failure, but both another way of exploring a cultural product of 

ÈÉÓ ÔÉÍÅȭÓ ÉÍÁÇÉÎÁÔÉÏÎȟ ÁÎÄ Á ÐÒÏÂÌÅÍÁÔÉÃ ÐÅÒÓÏÎÁÌ ÉÓÓÕÅȢ      

     6ÉÃÔÏÒÉÁÎ ÎÏÎÓÅÎÓÅȟ ÅÓÐÅÃÉÁÌÌÙ #ÁÒÒÏÌÌȭÓ ÎÏÎÓÅÎÓÅ, 1 does not define itself in 

opposition to the Victorian exploration of emotions, as a caricature of Victorian 

sentimentality; instead it represents another contribution to the new deep 

interest in the emotional components of the mind, a different way of engaging 

with sentiments, often involving parodies and awkward juxtapositions (such as 

the rather sentimental prefatory poems of the Alices versus the humorous and 

                                                 
1  )ȭÍ ÈÅÒÅ ÏÂÖÉÏÕÓÌÙ ÆÏÃÕÓÉÎÇ ÏÎ #ÁÒÒÏÌÌȭÓ ÎÏÎÓÅÎÓÅȟ ÁÌÔÈÏÕÇÈ ,ÅÁÒ ÁÌÓÏ ÄÅÁÌÔ ×ÉÔÈ 6ÉÃÔÏÒÉÁÎ 
sentimentality in his own complex way (see Sewell, 149-162). 
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caustic narrative content), but with a complexity comparable to the tonal shifts 

ÉÎ $ÉÃËÅÎÓȭÓ Îovels.  

 

ρȢς Ȱ4ÈÅ 0ÏÉÇÎÁÎÔ ,ÏÖÅ 3ÏÎÇ "ÅÎÅÁÔÈ ÔÈÅ )ÎÖÅÎÔÅÄ .ÏÎÓÅÎÓÅ 7ÏÒÄÓȱ  

 

 

Fig. 47 Ralph 
Steadman, illustration 
for Through the 
Looking-Glass, 1972. 
The moment in which 
Alice is waving 
goodbye to the White 
Knight, the most 
sentimental scene in 
the Alice books, is 
here effectively 
rendered by 
Steadman black and 
white image.  
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The numberless parodies Carroll inserted in the Alices are often directly 

addressed to Victorian morality and sentimentality. Parodies are widespread in 

the Alice books, especially in the first one, covering well-known and revered 

ÄÉÄÁÃÔÉÃ ÐÏÅÍÓ ɉȰ(Ï× ÄÏÔÈ ÔÈÅ ÌÉÔÔÌÅ ÂÅÅȱȟ ςσ-ςτȠ Ȱ9ÏÕ ÁÒÅ /ÌÄȟ &ÁÔÈÅÒ 7ÉÌÌÉÁÍȱ, 

51-υτȠ Ȱ4ÈÅ 3ÐÉÄÅÒ ÁÎÄ ÔÈÅ &ÌÙȱȟ ρπφȠ Ȱ4ÈÅ 3ÌÕÇÇÁÒÄȱȟ ρρπȠ Ȱ3ÕÍÍÅÒ $ÁÙÓȱȟ 

ςςψɊȠ ÍÏÃËÉÎÇ ÖÅÒÓÉÏÎÓ ÏÆ ÌÕÌÌÁÂÉÅÓ ÁÎÄ ÓÏÎÇÓ ɉȰ3ÐÅÁË 'ÅÎÔÌÙȱȟ φτȠ Ȱ4×ÉÎËÌÅ 

4×ÉÎËÌÅ ,ÉÔÔÌÅ 3ÔÁÒȱȟ χφȠ Ȱ3ÔÁÒ ÏÆ ÔÈÅ %ÖÅÎÉÎÇȱȟ ρρςɊȠ ÁÎÄ ×ÏÒËÓ ×ÒÉÔÔÅÎ ÂÙ 

eminent Victorian authors, lÉËÅ 4ÅÎÎÙÓÏÎȭÓ Maud, of which Carroll gives an 

ÈÉÌÁÒÉÏÕÓ ÐÁÒÏÄÉÃ ÖÅÒÓÉÏÎ ÉÎ Ȱ4ÈÅ 'ÁÒÄÅÎ ÏÆ ,ÉÖÅ &ÌÏ×ÅÒÓȱ ɉTTLG, 165-176). 

#ÁÒÒÏÌÌȭÓ ÈÕÍÏÒÏÕÓ ÁÔÔÉÔÕÄÅ ÔÏ×ÁÒÄÓ ×ÏÒËÓ ÈÉÇÈÌÙ ÃÏÎÓÉÄÅÒÅÄ ÁÍÏÎÇ ÔÈÅ 

Victorians should not, however, be regarded as just an irreverent critique. It is 

true that the programmatic exclusion of moral messages from the Alice books 

was extremely innovative and a radical alternative to Victorian instructive 

children stories, a veritable literary revolution; but nonsense was still a poetical 

product of Victorian times, not an anomaly, and Carroll was, at his core, deeply 

Victorian.  

     The peculiarity of nonsense is not its opposition to sense, but its ability to 

retain different instances of meaning all together, offering a kaleidoscopic 

glimpse of the paradoxical coexistence of opposites. As Lecercle points out, 

ȰÎÏÎÓÅÎÓÅ ÔÅØÔÓ ÁÒÅ ÔÈÅ ÌÏÃÕÓ ÆÏÒ Á ÐÏÌÙÐÈÏÎÙ ÏÆ ÄÉÓÃÏÕÒÓÅÓȱ ɉρφωɊȟ Á ÂÒÅÅÄÉÎÇ-

ground for the concurrence of different, even contrasting, significances.  In this 

ÓÅÎÓÅȟ #ÁÒÒÏÌÌȭÓ Alice books can be both a parody of Victorian sentimentality and 

ÁÎ ÅØÐÒÅÓÓÉÏÎ ÏÆ ÉÔȢ #ÁÒÒÏÌÌ ÈÉÍÓÅÌÆ Ȱ×ÁÓ ÆÏÎÄ ÏÆ ÓÁÙÉÎÇ ÔÈÁÔ ÏÎÅ ÐÁÒÏÄÉÅÄ ÔÈÅ 

ÂÅÓÔ ÐÏÅÍÓȟ ÏÒ ÁÎÙ×ÁÙ ÔÈÁÔ ÐÁÒÏÄÙ ÓÈÏ×ÅÄ ÎÏ ÌÁÃË ÏÆ ÁÄÍÉÒÁÔÉÏÎȱ ɉ%ÍÐÓÏÎȟ 

ςφσɊȢ 4ÈÅÒÅÆÏÒÅȟ #ÁÒÒÏÌÌȭÓ ÍÏÒÁÌ ÃÏÎÃÅÒÎÓ in daily life, his religious belief, and 

his later sentimental works, are not to be viewed as incompatible with the 

Alices. Only, in the Alices he managed to achieve a delicate and complex balance 

of different antithetical components. If nonsense is a sort of pastiche (Lecercle, 

ρχρɊȟ ÉÔ ÉÓ Á ÐÁÓÔÉÃÈÅ ÉÎ ×ÈÉÃÈ ÔÈÅ ÄÉÆÆÅÒÅÎÔ ÃÏÎÓÔÉÔÕÅÎÔÓ ȰÁÒÅ ÁÌÓÏ ÅÃÈÏÅÓ ÏÆ ÔÈÅ 

ÖÁÒÉÏÕÓ ÄÉÓÃÏÕÒÓÅÓ ÔÈÁÔ ÍÁÄÅ ÕÐ 6ÉÃÔÏÒÉÁÎ ÃÕÌÔÕÒÅȱ ɉ,ÅÃÅÒÃÌÅȟ ρωυɊȟ ÁÎÄ ÒÅÆÌÅÃÔ 

upon the meaning and role of these discourses. If in the Alice books we can find 

traces of logic, science, occultism, psychology and social critique, we can also 

discern in them a place for reflection upon emotions and sentimentality.  
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     The main body of the texts, especially !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 7ÏÎÄÅÒÌÁÎÄ, 

seems almost deprived of authorial emotional involvement, but the prefatory 

and conclusive poems tell a different story. Here we find melancholy 

ÒÅÃÏÌÌÅÃÔÉÏÎÓ ÏÆ ȰÁ ÇÏÌÄÅÎ ÁÆÔÅÒÎÏÏÎȱ ×ÉÔÈ ȰÓÕÃÈ ÄÒÅÁÍÙ ×ÅÁÔÈÅÒȱȟ Á ÐÌÁÃÅ 

×ÈÅÒÅ Ȱ#ÈÉÌÄÈÏÏÄȭÓ ÄÒÅÁÍÓ ÁÒÅ Ô×ÉÎÅÄ ÉÎ -ÅÍÏÒÙȭÓ ÍÙÓÔÉÃ ÂÁÎÄȱ ÁÎÄ ×ÈÅÒÅ 

ȰÔÈÅ ÄÒÅÁÍ-ÃÈÉÌÄȱ ɉχɊȟ ÔÈÅ ȰÃÈÉÌÄ ÏÆ ÔÈÅ ÐÕÒÅ ÕÎÃÌÏÕÄÅÄ ÂÒÏ×ȱ ɉρσωɊ ȰÍÏÖÅÓ 

ÔÈÒÏÕÇÈ Á ÌÁÎÄ ÏÆ ×ÏÎÄÅÒÓȱ ɉψɊ ÁÎÄ ÉÓ ÁÌ×ÁÙÓ ÃÁÐÁÂÌÅ ÏÆ ÈÁÕÎÔÉÎÇ ÔÈÅ ÁÕÔÈÏÒȟ ÏÆ 

ÍÁËÉÎÇ ÈÉÍ ÏÂÓÅÓÓÉÖÅÌÙ ÒÅÍÅÍÂÅÒ ÔÈÏÓÅ ȰÏÔÈÅÒ ÄÁÙÓȟ ×ÈÅÎ ÓÕÍÍÅÒ ÓÕÎÓ ×ÅÒÅ 

glowÉÎÇȱ ɉρσωɊȟ ÅÖÅÎ ÌÁÔÅÒȟ ×ÈÅÎ Ȱ!ÕÔÕÍÎ ÆÒÏÓÔÓ ÈÁÖÅ ÓÌÁÉÎ *ÕÌÙȱ ɉςψχɊ ÁÎÄ ÈÅ 

and his dream-ÃÈÉÌÄ ȰÁÒÅ ÈÁÌÆ Á ÌÉÆÅ ÁÓÕÎÄÅÒȱ ɉρσωɊȢ )Î !ÌÉÃÅȭÓ !ÄÖÅÎÔÕÒÅÓ ÉÎ 

Wonderland these explicit sentimental tones are almost limited to the beginning 

and the conclusion of thÅ ÂÏÏË ɉ×ÉÔÈ ÔÈÅ ÍÅÌÁÎÃÈÏÌÙ ÁÔÍÏÓÐÈÅÒÅ ÏÆ !ÌÉÃÅȭÓ 

ÓÉÓÔÅÒ ÄÒÅÁÍÉÎÇ !ÌÉÃÅȭÓ ÄÒÅÁÍ ÁÎÄ ÔÈÉÎËÉÎÇ ÁÂÏÕÔ Á ÇÒÏ×Î-up Alice), but in 

Through the Looking-Glass the irruption of emotions is much more pervasive in 

the rhetorical tissue of the text. Apart from the introductory and conclusive 

poems, it is worth recalling the melancholic Gnat who always sighs (185), the 

almost enchanting tender encounter between Alice and the Fawn2 (186-187), 

the romantic description of the dream-ÒÕÓÈÅÓ ÉÎ ÔÈÅ Ȱ7ÏÏÌ ÁÎÄ 7ÁÔÅÒȱ ÃÈÁÐÔÅÒ 

(204-ςρχɊȟ ×ÈÉÃÈ ÈÁÓ Á Ȱ0ÒÅ-2ÁÐÈÁÅÌÉÔÅ ÐÉÃÔÏÒÉÁÌ ÔÁÓÔÅ ÓÈÁÐÉÎÇ ÔÈÅ ÎÁÒÒÁÔÉÖÅȱ 

(Haughton, 343), the widespread troubling question about who is dreaming the 

dream of the story (with poetical references to Shakespeare, Shelley, Tennyson, 

and Wordsworth ɀ see Haughton, 355) and the chapter on the White Knight 

(245-262).  

     4ÈÉÓ ÌÁÓÔ ÅØÁÍÐÌÅ ÉÎ ÐÁÒÔÉÃÕÌÁÒ ɉÔÈÅ ÃÈÁÐÔÅÒ Ȱ)ÔȭÓ ÍÙ /×Î )ÎÖÅÎÔÉÏÎȦȱɊȟ ÉÓ ÔÈÅ 

most explicitly sentimental chapter in the Alice books. As I have outlined in my 

third chapter (145-146), Carroll more or less explicitly identifies himself with 

ÔÈÅ 7ÈÉÔÅ +ÎÉÇÈÔ ɉÓÅÅ ÁÌÓÏ 3ÔÅÒÎȟ Ȱ#ÁÒÒÏÌÌ )ÄÅÎÔÉÆÉÅÓ (ÉÍÓÅÌÆ ÁÔ ,ÁÓÔȱɊȡ 

ÉÎÄÉÃÁÔÉÏÎÓ ÏÆ ÔÈÉÓ ÉÄÅÎÔÉÆÉÃÁÔÉÏÎ ÁÒÅȟ ÆÏÒ ÉÎÓÔÁÎÃÅȟ ÈÉÓ ȰÏÌÄ ÁÇÅȱ ÉÎ ÃÏÍÐÁÒÉÓÏÎ ÔÏ 

!ÌÉÃÅȭÓȟ ÈÉÓ ÃÒÅÁÔÉÖÉÔÙ ɉÔÈÅ 7ÈÉÔÅ +ÎÉÇÈÔ ÉÓ ÁÎ inventor of the strangest devices, 

                                                 
2 This encounter is reminiscent of the encounter with the puppy in the first Alice book: in both 
cases the rhetorical atmosphere is different from the nonsensical comedy of the surroundings, 
and both scenes involve animals whose tenderness and graciousness Carroll later compared to 
!ÌÉÃÅ ÈÅÒÓÅÌÆȡ ȰÓÈÅ ×ÁÓ ÌÏÖÉÎÇ ÁÓ Á ÄÏÇȣ ÇÅÎÔÌÅ ÁÓ Á ÆÁ×Îȱ ɉȰ!ÌÉÃÅ ÏÎ 3ÔÁÇÅȱɊȢ  
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248-255) and his clumsy and sweet attachment to Alice. As Martin Gardner 

ÓÁÙÓȟ ȰÉÔ ÉÓ ÎÏÔÅ×ÏÒÔÈÙ ÔÈÁÔȟ ÏÆ ÁÌÌ ÔÈÅ ÃÈÁÒÁÃÔÅÒÓ !ÌÉÃÅ ÍÅÅÔÓ ÏÎ ÈÅÒ Ô×Ï ÄÒÅÁÍ 

adventures, only the White Knight seems to be genuinely fond of her and to 

ÏÆÆÅÒ ÈÅÒ ÓÐÅÃÉÁÌ ÁÓÓÉÓÔÁÎÃÅȱ ɉςυπɊȢ #ÏÎÓÅÑÕÅÎÔÌÙȟ ÔÈÅ ÎÁÒÒÁÔÉÏÎ ÏÆ ÔÈÉÓ ÃÈÁÐÔÅÒ 

contains some passages which are almost elegiac, and very different from 

#ÁÒÒÏÌÌȭÓ ÕÓÕÁÌ ÓÔÙÌÅ ÉÎ ÔÈÅ Alices. The most tonally striking scene depicts Alice 

listening to the White Knight reciting a long poem of his own invention (based 

ÏÎ Á ÐÏÅÍ #ÁÒÒÏÌÌ ÈÉÍÓÅÌÆ ×ÒÏÔÅ ÓÏÍÅ ÙÅÁÒÓ ÂÅÆÏÒÅȟ Ȱ5ÐÏÎ ÔÈÅ ,ÏÎÅÌÙ -ÏÏÒȱ3, 

see M. Gardner 257).  It is worth quoting the entire passage: 

Of all the strange things that Alice saw in her journey through the 

Looking-Glass, this was the one that she always remembered most 

clearly. Years afterwards she could bring the whole scene back again, as 

if it had been only yesterday -- the mild blue eyes and kindly smile of the 

Knight -- the setting sun gleaming through his hair, and shining on his 

armour in a blaze of light that quite dazzled her -- the horse quietly 

moving about, with the reins hanging loose on his neck, cropping the 

grass at her feet -- and the black shadows of the forest behind -- all this 

she took in like a picture, as, with one hand shading her eyes, she leant 

against a tree, watching the strange pair, and listening, in a half-dream, 

to the melancholy music of the song. (256)  

The slow rhythm of the description and the poetical tones offer a strong 

contrast with the nonsense surroundings.  As Haughton remarks  

 

this sudden time-shift to a mood of anticipated retrospection indicates 

ÔÈÁÔ ÔÈÉÓ ÉÎÃÉÄÅÎÔ ÈÁÓ ÁÎ ÅØÃÅÐÔÉÏÎÁÌ ÓÔÁÔÕÓ ÉÎ ÔÈÅ ÔÅØÔ ɍȣɎ ÔÈÅ ÔÏÎÁÌÉÔÙ ÉÓ 

close to that of the ÉÎÔÒÏÄÕÃÔÏÒÙ ÐÏÅÍ ÁÎÄ ÔÈÅ ȬÐÉÃÔÕÒÅȭ ÉÓ ÁÎ ÉÎÓÔÁÎÃÅ ÏÆ 

Victorian, even Pre-Raphaelite, medievalism.  (349) 

 

                                                 
3 4ÈÅ 7ÈÉÔÅ +ÎÉÇÈÔȭÓ ÂÁÌÌÁÄ ÉÓ ÁÌÓÏ Á ÐÁÒÏÄÙ ÏÆ ÄÉÆÆÅÒÅÎÔ 7ÏÒÄÓ×ÏÒÔÈ ÐÏÅÍÓȡ ÓÅÅ M. Gardner, 
256-261, and Gregory, 170.  
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     7ÈÁÔ ÓÕÃÈ ÅØÁÍÐÌÅÓ ÃÌÅÁÒÌÙ ÓÈÏ× ÉÓ ÔÈÁÔ #ÁÒÒÏÌÌȭÓ ÎÏÎÓÅÎÓÅ ÔÅØÔÓ ÁÒÅ ÎÏÔ Á 

literary manifestation alien to the Victorian culture of emotions within which 

ÔÈÅÙ ×ÅÒÅ ÐÒÏÄÕÃÅÄȢ #ÁÒÒÏÌÌȭÓ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎÁÌ ÓÔÙÌÅ ÓÔÒÕÇÇÌÅÓ ×ÉÔÈ ÔÈÅ 

insurgence of sentiments, it plays with it and ridicules it, but also sometimes 

succumbs to it, allowing sentimental tones to invade the stories. I would say 

further that sentimentality is always ÐÒÅÓÅÎÔȟ ÅÖÅÎ ×ÈÅÎ #ÁÒÒÏÌÌ ÄÏÅÓÎȭÔ ÄÉÒÅÃÔÌÙ 

indulge in sentimental descriptions, in that his parodic attitude is just another 

way of dealing with what was a pervasive literary interest in Victorian times. As 

Walsh points out, literarÙ ÄÉÓÃÏÕÒÓÅ ÉÓ ȰÁÎ ÉÎÔÅÇÒÁÌ ÐÁÒÔ ÏÆ Á ÃÕÌÔÕÒÅȭÓ ÄÉÓÃÕÒÓÉÖÅ 

exploration of itself. Fictionality is the inaugurating move of a specific rhetoric, 

×ÈÉÃÈ ÅÎÁÂÌÅÓ Á ÐÒÏÃÅÓÓ ÏÆ ÉÍÁÇÉÎÁÔÉÖÅ ÅØÐÌÏÒÁÔÉÏÎ ÏÆ ÖÁÌÕÅÓȱ ɉρφψɊȟ ÁÎÄ 

#ÁÒÒÏÌÌȭÓ ÓÐÅÃÉÆÉÃ ×ÁÙ ÏÆ ÅØÐÒÅÓÓÉÎÇ ÔÈis process of imaginative exploration of 

values was mainly through the rhetorical means of parody, but also through the 

occasional insurgence of emotional landscapes in his nonsense writings.  

 

ρȢσ Ȱ3ÔÉÌÌ 3ÈÅ (ÁÕÎÔÓ -Åȱ 

The character of Alice was, notoriously, modelled on the real person of Alice 

Liddell, one of the daughters of the Dean of Christ Church, Oxford.4 Whatever 

the much-speculated upon actual relationship between Carroll and Alice Liddell 

had been, there seems to emerge in his writings a certain difficulty in 

distinguishing his character from the real Alice, which leads to the creation of a 

blurred female figure, in between symbolism, idealization and reality. In a letter 

he wrote to Alice Liddell when she was a woman he revealed how she had 

alwaÙÓ ÂÅÅÎ ȰÈÉÓ ÉÄÅÁÌ ÃÈÉÌÄ-ÆÒÉÅÎÄȱ ÁÎÄ ÈÅ ×ÒÏÔÅ ÉÎ ÈÉÓ ÄÉÁÒÙȟ ÁÆÔÅÒ ÈÁÖÉÎÇ ÓÅÅÎ 

her as a grown-up woman,  

 

ÉÔ ×ÁÓ ÎÏÔ ÅÁÓÙ ÔÏ ÌÉÎË ÉÎ ÏÎÅȭÓ ÍÉÎÄ ÔÈÅ ÎÅ× ÆÁÃÅ ×ÉÔÈ ÔÈÅ ÏÌÄÅÎ ÍÅÍÏÒÙ 

ɀ the stranger with the once-so-ÉÎÔÉÍÁÔÅÌÙ ËÎÏ×Î ÁÎÄ ÌÏÖÅÄ Ȭ!ÌÉÃÅȭ 

                                                 
4 4ÈÅÒÅ ÁÒÅ ÍÁÎÙ ÈÉÓÔÏÒÉÃÁÌ ÁÃÃÏÕÎÔÓ ÁÂÏÕÔ ÔÈÅ ȰÒÅÁÌȱ !ÌÉÃÅȡ ÓÅÅ ÆÏÒ ÉÎÓÔÁÎÃÅ #ÏÈÅÎȟ Lewis 
Carroll: A Biography, especially chaptÅÒ ÔÈÒÅÅ Ȱ4ÈÅ $ÏÎȟ ÔÈÅ $ÅÁÎ ÁÎÄ (ÉÓ $ÁÕÇÈÔÅÒȱ ÁÎÄ 
Douglas-&ÁÉÒÈÕÒÓÔȭÓ The Story of AliceȢ ! ÓÏÍÅ×ÈÁÔ ÄÉÆÆÅÒÅÎÔ ÐÅÒÓÐÅÃÔÉÖÅ ÉÓ ÏÆÆÅÒÅÄ ÂÙ ,ÅÁÃÈȭÓ In 
the Shadow of the Dream Child. 
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whom I shall always remember best as an entirely fascinating little 7-

year-old maiden. (Wakeling, 465) 

 

 This creature, half real and half fictional, half idealized and half frozen in 

ÄÉÓÔÁÎÔ ÍÅÍÏÒÉÅÓȟ ÃÏÎÔÉÎÕÅÄ ÔÏ ÈÁÕÎÔ #ÁÒÒÏÌÌȭÓ ×ÒÉÔÉÎÇÓ ÆÏÒ ÈÉÓ ÅÎÔÉÒÅ ÌÉÆÅȢ (Å 

kept coming back to the Alices, creating new versions of them (like the Nursery 

Alice for young children, or Alice on the Stage, a theatrical adaptation of !ÌÉÃÅȭÓ 

Adventures in Wonderland), and searching for Alice in all the innumerable little 

ÇÉÒÌÓ ÈÅ ×ÁÓ ÆÒÉÅÎÄÓ ×ÉÔÈȟ ÂÕÔ ×ÈÏȟ ÁÓ ÈÅ ×ÒÏÔÅ ÈÉÍÓÅÌÆ ÔÏ !ÌÉÃÅȟ ȰÈÁÖÅ ÂÅÅÎ ÑÕÉÔÅ 

Á ÄÉÆÆÅÒÅÎÔ ÔÈÉÎÇȱ ɉτφυɊȢ Ȱ!ÌÉÃÅȢ !ÌÉÃÅ ÁÎÄ ÁÎÏÔÈÅÒ !ÌÉÃÅȢ )Î ÆÒÏÎÔ ÏÆ ÆÌÁÍÅ-

coloured roses. Great conjurer, master creator, lonely landscapist, Dodgson was 

ÍÁËÉÎÇ ÍÏÒÅ !ÌÉÃÅÓ ÁÎÄ ÍÉÇÈÔ ÎÅÖÅÒ ÓÔÏÐȱ ɉ2ÏÉÐÈÅȟ ρτσɊ ×ÒÉÔÅÓ +ÁÔÉÅ 2ÏÉÐÈÅ in 

her novel about Carroll and Alice, significantly entitled Still She Haunts Me.   

 

 

Fig. 48 Somefield, illustration 
from his series of drawings 
inspired by Alice in Wonderland, 
2008. This illustration is 
particularly significant in the 
context of this section (and also in 
the broader scenario of this 
chapter): in this steampunk-
inspired image Alice is re-
interpreted as a provocative 
teenager, and the sexual 
connotations of the caterpillar are 
made explicit. Dominant topics 
ÈÅÒÅ ÁÒÅ !ÌÉÃÅȭÓ ÂÏÄÙȟ ÇÒÏ×ÔÈ ÁÎÄ 
ÓÅØÕÁÌÉÔÙȟ !ÌÉÃÅȭÓ 
reinterpretations through 
ÃÏÎÔÅÍÐÏÒÁÒÙ ÅÙÅÓ ÁÎÄ !ÌÉÃÅȭÓ 
identity (the caterpillar, symbol 
of metamorphosis, is the 
character most evidently 
obsessed with it).  

 


