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

furnishing a complete practical example of the application of cognitive
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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. Thisfocusalsoservesa syntheic view of cognitive

narratology itself, which is in its essence a combination of theevaluation 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 thalicebooks as a

cognitive playground, a huge mental landscape where different intellectual

suggestions and speculations coexist with experientiality and affections.

Wonderland and the LookingGlass land are thus presented as fantastical

cognitive playgrounds where different mnds interact with each other creating

the big and complex aesthetic space of the literary textachof my chapters

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

the characters. Aftera prefaceand a first chapter outlining the main theoretical

currents of cognitive narratology and pointing out the special fit of theAlice
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different, although interconnected, insights into the peculiar dialogue which can

be established between théAlicesand the cognitive narratological approach.
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PREFACE: PICTURES AND CONVERSATIONS

Fig. 2Maxim Mitrofanov, illustration for Through the LookingGlass 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 habree faces with

AEEEAOAT O APGPOAOGOETIT O 11 OEAIigqn OEA O11AOOOAITAO
highlight two other important elements: the metaphor of the playground and the relevance of

the bizarre representation of time in theAlices
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framing devices: pictures formally, by juxtaposing the argument with
illustrations from the rich illustrative history of the Alicebooks; and
conversations thematically, by onsidering the Alicebooks in dialogue with a
AT CTEOEOA 1T AOOAOI T T CEAAT APPOI AAE8 4EA x|
dialogos is a compound word which combines togethedia (through) and logos
(word, speech, reason, thought). This means that a dialoguetaits navigating

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

The picture or image that this derivation suggests is of stream of
meaningflowing among and through and between us. This will make
possible a flow of meaning in the whole grop, 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 thAlicebooks 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 faeaching

ET OAOAEOAEDI ET1 AOU PAOOPAAOCEOA ObBPI 1T Al OE
The application of interpretative methods from cognitive narratology to the

Alicebooks 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 theAlice books; on the other hand, to make a contribution to the

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

APPlI EAAOCETT 1T &£ AT Cl EOEOA 1T AOOAOT T T Ccuso O]

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

not to make cognitive narratology overshadow theAlices nor the other way

around, to let theAlicesimpose themselves, making the conceptual framework

of interpretation less relevant. In other words, a cognitivenarratological
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while the idiosyncratic narrative nature of theAlicesOET O1 AT 6 O &£ OAAI T O

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\liceswith cognitive narratology,

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

s A A~ X N =

#EAOI A0 $1 AAQGT TxiEOCEI ODDID AOGOOAT 6 OA@OOR I

AEAOET T Al Al 01 OAOPAOO8 T U APPOI AAE AT AO
oppositions in favour of an artificial theoretical unity, but to refuse the
hypostatization of rigid dichotomies and to aim insead 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,.
| take the Alicebooks 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 nterpretation 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 meansfaliscussing
interpretation whether it is an authorly version of the world or a

readerly account, and how those interpretations are made manifest in

OA@OOAI EOUB8 )1 OEEO OAT OAn Al Ccil EOEOA

the whole process of literaryactivity . (Stockwell, 5)

Moreover, a hermeneutics grounded in cognitive narratology has much to gain
from the insights of previous studies on theAlicebooks, so that the encounter
between theory and text provides for a mixture of new interpretations anchew
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, | would like to insist upon their relevance to
the theoretical space of my dissertation. Thélicebooks have been conceived as
illustrated books since their very firstelaboration (Carroll himself illustrated
the first manuscriptof! | EAA8 O | AOAT 0 énothey havd AAOCOT OT A
continued to inspire countless artists through all the subsequent years. It is not
even possible to think about theAlicebooks 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
EI 1 OOOOAQETT O AU 4ATTEAI R TO $Aly60 00600,
interpretations... In order to remain faithful to this important aspect of the
Alices | 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 Victoria 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 patiof time, they also
come from different parts of the world: Russian illustrator Vladislav Erko,
Japanese artist Taupe Syuka, or Los Angeleased painter Camille Ros&arcia
are just a few examples.

Given the diverse elements contributing to the disséation, my combination
of different overlapping approaches can be usefully grounded in the idea of the
Alicebooks 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 thalicebooks,
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 mles are revised, and experiences, emotions, and
mental games all happily mix together in a wonderfully open cognitive space:
0) 080 A COAAO EOCA CAI Zall dveEthdvioddQ DhiOEAOSE O .
is the world at all, you know. Oh what fun i€ O RT&.G 172).

The idea of theAlicesas cognitive playground helpgo tie together the range
of perspectives generated by the intellectual encounter between th&licebooks

and cognitive narratology. Another useful metaphor informing the structure of
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the dissertation is the conceptualization of theAlicebooks 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. | divide each cp#er 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 cognitivenarratological ideas.

For what concerns the specific content of each chapter, tlfiest one is meant
Oi CEOA AT ET 6001 AOGAOI OU 1T OAOOEAXx 1 £ OE
AEOAOOO OEOT OCEI 6O OEA AEOOAOOAOEITTHh A
Alicebooks offer such an appropriate literary ground for a cognitive
narratl 1 T CEAAT DAOOPAAOEOA8 4EA OAATT A AEADC
creation, the internal features and the reception of virtual worlds and virtual
i ET A0 OEA AAOEA EAAA O1 AAOI UET ¢ OEEO AE,
realities depicted in fictions as privileged tools for exploring the mind and as
exemplifications of cognitively necessary elements of our mental equipment.
4EA OEEOA AEAPOAORh O-EOOI OAA ''1 EAAS6Hh ET O
mirror as related to the mind and the image of tB mind to inquire into different
narrative aspects of theAlicesand their reception. As its title suggests,
Owi 1 OETT Al 11 EAA6h OEA &£ OOOE AEADOAORh A
it considers them as inextricably linked to thoughts and actiongnd 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
EO AAT 1 AA O511 AOOOAIT '1 EAAoh AT A EO EO O
approachto 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 erescendaf 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 narréive, using as conceptual tools notions like cognitive deixis,
ATTAAPDOOGAT 1 AOAPET Oh Al AT AET ¢ch OOT OUxT Ol ,
following step further elaborates onour cognitive involvement with narratives,

taking into account more complexmental activities, invoking concepts such as

mirror neurons, double embedded narratives, metaepresentations, ToMand

specific linguistic implications of mirror-related mental processegchapter two,

O- EOOT OAA 11 EAAR6Q8 ! £OAO lyredyhitld aGpedisiofl OE A A O,
the relationship with a literary world, AEADOAO OEOAAh O%i 1T OET T A
introduces the idea that cognitive mechanisms never work alone, but are deeply

entangled with emotional components, expanding in this way theonsidered

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

ones entailed by matally approaching an unnatural, anttmimetic storyworld

i AEADOAO & O60Oh O511 AOOOAI '1 EAA6Q8 4EA A
processesare always interlinked, buttheir 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. 3Angela VieiraAlice ReadingBraga, 2010. This illustration efficaciously captures the
distinctive perspective of this thesis; upon Alice and upon the cognitive process involved in
reading.

51 OEI ACAT uh 11 EAAGO AAOAT OOOAO 1 EAEAC
interesting: the opportunity to explore a world that exists only in

the space between ouears. (DouglasFairhurst, The Story of Alice

126)
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This introductory chapter is divided into two sections: in the first, | survey the
main concepts from cognitive narratology that | use in the thesis; in the second,
) T AEA A@DI EAE O Alicdbabks,ard sosignifidadt @Calcoghitded
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

) £ Oi 1T 00 AAOE A AlislaUititerd&dipgniriz fori 6f Atud@Anked T A A
AO O AAOOOAT AET ¢ EOI AT AT CITEOETTS | (T CAT
narratology seems to be a further complication of the picture, with its attempt
to approach literary texts with a nonsystematic applicationof 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 stiltin-formation status and this multiplicity
of inspirations and perspectives that makes cognitive narratology a particularly
stimulating and extensive field of studyrich in possibilities.
4EA OAT CT EOEOGA 0001 6 1T &£ OAAAT O UAAOO EA
disciplines (besides the neurobiologsts and psychologists, also social scientists,
linguists, philosophers, anthropologists, computer scientists, and amy scholars
in other fields have begun to enrich their theoretical domains with cognitive
influences). For literary theorists to ignore thisOE CT EZAZEAAT O OAT ¢l EOQE
OAOT 1 OOET T 6 x1 OIOKCEOAGKH AADICAT GEIp@EB ! O *

emphasise,

The path to truth is not defined by a single discipline, nor by a single
methodology. Cognitive science takes its topig cognition Z 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 z since art explores the mind, stimulates it, feeds it,
describes it, everchangests structures. Poetry, novels, music and paintings
reveal specific asped of our mental experiences and functioning which are not
AAAROOEAT A AU 1T OEAO i AAT Os8 *7T1TAE , AEOAO
actual experience, the artist reminds us that our science is incomplete, that no
map of matter will ever explaintheimi AOAOEAI EOU 1T £ 1 600 Al 1 OA
OAT U AAOAOEDOEITT 1T &£ OEA AOAET OANOEOAO Al
-1 OAT OAOh O1 EOAOAOOOA AT A OEA AOOO bi OA
OEAU OAEOA OPAAEZEZEA EOOOA ®aga®O®Anthisb OAOAT O
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 obviousy is not free from risks, aswell
O1 AAOIT ET AA AU (AT O ' Al AO AT A 3AAET A ' Of O
OEA &OAIT Ad #1011 AT OO 11 #1 Cl EiOoddeErdal AT A |
guestion about the compatibility of two different value systems, one of which
places a premium on expemental scientific evidence, while the other does not
cdo OEAAO EO DA OQ@HE4 Dre Anbitidus adnfof cAghitve O 6
narratology is to establish a bidirectional exchange between cognitive studies
and literary theories: as David Herman points oub AT CT EOEOA 1T AOOAODIT 1
fostered the expectation that there is indeed a positive, reciprocal influence, a
basic synergy, between research on intelligent behaviour and detailed analysis

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

AT ¢cT EOEOA 1T AOOAOI U6 O AEOAAOQEITO T £ OOOAI
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, 22844), or the other way around; or

OOET EAOET ¢6 xEOE OEA OAOI O T &# I ETA OAEAT.

1 What Lehrer, as a neuroscientist, affirms, is that the complexity of our mis®h AT 6 O AA OAAOGAA
01 OA 1111 1T&£ Al AAOGOEAAT AAT 10 AT A OUTl APOEA ODPAA,
collaboration in the investigation of the elaboratedorm of the human mind



awareness of what these termsctually 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 theoryare indeed incommensurable, but this is because the
i ETA EOOAI £ EO ETAT I 1T AT OOOAAT Ag AO %l 1 Al
AEZEEZAOAT O PAOODPAAOEOAO Al AGEOO AAAAOOA O
perspective: our cognitive apparatus is reflected in the way we try to study it.
&OT 1 AT T OEAO PIETO T &£ OEAxh EIT xAOAOh EO |
satisfactory conlM AQOET 1 06 AAOxAAT OEA RunelEAOAT O PA
overcome rigid dichotomies and show how different theoretical fields can
benefit from a productive and weltinformed mutual exchange of knowledge.

Since cognitive narratology is not a welllefined, unitary theoretical position,
it is problematic to trace its outlines clearly; nevertheless, | 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 nonethkess 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 ofcognitive categorisation (based on the concepts of
schemata/frames , scripts , andmental models ) can be usefully applied to the
ways readers negotiate with a literary text. The history of the concept gichema

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

2 Spolskyinsists uponthe non-permanent essence of every interpretation and cultural
PAOODPAAOEOAR OET AA 1 00 OUOGOAI i &£ ETI x| (GAsA EO AE.
201).
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subsequently becoming increasingly popular with Al scholarglts application

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

CAT OAh AT A O OAAT ¢l mEatibes. A&HemAanatydes) O 6
01 AOOAOGEOAOG AAT AT AET O OEAI OA1 OAO Ol
A E £/£A O A S@ipts<1488)Odiffergnt cultural contexts are linked to different
cultural schemata, so that there is a cognitive basis for different histical
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 creationex novg through the process of accretion
(adding new aspects to a presxisting 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 genrésnd to
the analysis of historical variations in readings. Furthermore, different kinds of
narrative, such as parodies, scienefction texts, absurdist novels and

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

A A
O

OE]
Of

ARZAT EIl EAOEOCAOETT AT A OOAOAOOEIT 1T & OAAA

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 insideA OAEAIT A j * AAT - AT Al A0 AAI 1 O C

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

3In the Al context it has been rainly developed as a means to provide a broader contextual
knowledge to makecomputable sense of particularnatural language sentences. Sder exanple
Schank and Abelson, Mandler.

4 Different literary genres are linked to different operating schemata, while eMations and

transformations within a literary genre can be thought as an accretion, disruptio 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 model$ 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 narratie,

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 situaibn-oriented cognitive structure more amenable to

narrative applications of cognitive categories. A situation model has been

s o~ N s oA

OUOOAT & j w1l AOI AUh 1 o Qn onbEafs@ecifie §ithatioh, | AT

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 represetion of a
new scene presented in real life or in narrative contexts.

Situation models, or mental modelsgan be linked with the concept of
storyworld 8 in order to offer a more @gnitive-oriented version of what a

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

AO
OA

O

—

ATTAADOOATI EOAA ET OEA OAOI OOOI OuUxi Ol Adh

how this world is a cognitive space, a result of a cognitive negotiatiomhich
occurs while reading As Herman points out storyworlds can irthis 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
Logic106-113). The way in which storyworlds are complex and dynamic
mental dimensionsis also connected to the process of immersion in the
narrative text, as we shall see in the next section on cognitive deixis.

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

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

5 Actually, there is a differencebetweenthesetwo terms, since the second one can be conceived
as an evolution of the first or from a more static, schematic concejan of categories, to a more
dynamic, narrative-oriented version of them For more detail on mental and situation models
seeVan Dijk and Kintsch Zwaan Tapiero; Bernini and Caracciolo(47-50).

63AA Al O OOAOCANOGAT 6 OHAOETIT 11 OOO6IT OUxi O1 Adh
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conceptualization of the act of reading. However, research into the way we form
OAEAT AOCA AT A 1T AT OAl 11T AAI O xEOE OEA AEI |

from being fully realised. It is also generally pursued in a univocal way, whereas
various theories have arisen as to how exactly we use pexistent
representations and construct new ones in the encounter with a narrative

world, how memories guideour 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 iftuences in the forming of
cognitive schemata (McVee, Dunsmore and Gavelek; PureBkites, 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 batte
understanding of the conflict between memorybased and explanatiorbased

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

B) Another highly significant concept from a cognitive narratological
perspective is that ofcognitive 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 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
preOAT OAA ET OEA OO1I OUh OEA $34 cadte®O A OEAI]
often shifts from the environmental situation in which the text is encountered,
O A 1TAOO xEOEET A 1 AT OA1T 1 1TAAl OADPOAOA
(Duchan, Bruder, and Heuvtt 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
deicticindexeO £01 AOETT AO OEA 1 AAT O | £ AOEOET C
AEAOQET 1T Al O1 E OA O Odbgnitive Atandedittirdhe@mentaly OAEA OA
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AT T OOOOAOAA xT OI A T /&£ OEA OA@O6 | 301 AExAI |
happen more than once during the rading of the same text: i.e. the author can
change the fictional perspective, forcing readers to make other deictic moves
inside or alongside the firstfictional recentring they have initially undertaken. In
/ OEAT 0MyiNa@ieds@®edor instance, eactthapter 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 perspecte 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 timeversal
narrations. As a story unfolds the representedhereand 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 atextworld?0$34 EO AU 11 1T AAT O A Al
but it provides a means of approaching narrative text that has many
Dl OOEAEI EOEAOGGO j $ OAEAT ficshiftGsGihohe@pt relatdd ( Ax EO
to schemata and frames inasmuch as schemata and frames provide for the
OAAAAOSO Al i POAEAT OEIT T &£/ A 1 AOOAOEOAR x|
between the self and the textworld. In this sense deictic shift is ale deeply
connected with the concept of storyworld, and with the study of imaginative

processes.

#qQ 4EA OAAAAOBO Ei il AOOGEITTh T AAA DI OOEAIT A
is closely related to the idea of atoryworld in which readers immerse
themselOAO8 4EA AiI T AAPO T &£ OEA OOT OUxIi Ol Ah A

7 See in particular the open questions pasd by Duchan, Bruder and Hewitt.
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xT Ol Ao j 1 £0AT bpOT Al ATl AGEAh AO xA xEI 1T OI]
AOBPAAOO 1T £# A AAEAOEA AAT OAO APDPOT AAE O .
GEEEQ8 ! O (sbOwoAds ar©rietidly dfddmotinally projected
environments in which interpreters are called upon to live out complex blends
I £ Al CT EOEOA AT A EIi ACRduttedyE BE5%0).0AO0DT T OA6 j |
In turn, the concept of storyworld can be seen as a delopment of the theory
of possible worlds applied to narrative studies. Possible worlds theory was
AEOOO AAOGAT T PAA ET PDPEEIT Ol PEUh xEOE , AEA]
xT Ol A0 Ai AAAAAA ET '"1TA60 1T ETAh AT A Al AAT
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 discoursé
The concept of a posble 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. Marid.aure 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 andod®@ OAAOOAIT 6
world. Furthermore, in the possible worlds of fictions there are other possible
xI Ol AO Al AARAAAAAR AT T1TAAOGAA O AEAOAAOAOO
AT TEAAOOOAOG AAT 6O 1T OEAOOGE 1 ET AOGd OEOOO A
through mental operatiol Oh O1T AT OEA ET EAAEOAT OO0 1 £ A
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, thetextual 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 accountof this application draws mainly on 2 U A Pdsgible Worlds, Atrtificial Intelligence
and Narrative Theory

9 Ryan means here that while we recent 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&ook.
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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 imptant notion
introduced by Ryan is theprinciple 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 na in the text specific indications to doA E ££A OAT 01 Ug OCAT AO
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
Al 060 1 AcOh A | MowkverArhaAy tekts challéhfiedhe puthori€)
I £ OEA POETAEDPI A T £ 1T ETEI Al AAPAOOOOA OA
it, and this stimulates our minds to rebuild and revision the reality of the text.
Narrative worlds are descriptions of minds aml their mutual relations and
projections; they are moreover the creation of a mind, and they cause cognitive
OAAAGETT O AT A OAAOAAOGEIT T O ET OAAAAOOGS I E
words onto worlds is a fundamentalz perhapsthe fundamental z requirement
A O TAOOAOEOA OAT OA [ AEET Cd | (AET AT AT A
worldmaking are based on cognitive processes, and the resulting storyworld (a
EETA T &£ OuliiTui 1T4&£ OFEEAOQEITAI x1 01 A6 AOGO
characteristics) has the features o& global mental representation enabling
readers to recreate its peculiarities in their own mind. In this sense,
I AOOAOEOEOU OAOEAAO ET A OAgOGO AAEI E
with individuals through singular existential statements, to phce 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
001 pOT Al Ai AGEA AAAADPOAT AA 1T &£ OEA OOAAT x|
objectivelybymeansi £ 1 T CEAAT OAAOITEIT C6 j &OAAI Al h
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particular its lack of a viable theory of metaphor. | 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, | would keep in mind that these various relations are @ treated

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

10 1T &£ OxEAO OI1 A OEA Ei ACET AGEOA bDPOT AAOGO.
xEAO OEA Ali bl Ao ET OAOOAI AGET T O AOA AAOx,
(Freeman, 275).

It is significant in this regard to note the way Ryan talks about metaphors: she
AAEET AO OEAI AO OI AOCET Al &I 01 O T £ EAEAOQE]
worlds created for their own sake (the worlds of standard narrative fiction) and
theworldsi £ | AOAPET OOh OAOOET ¢ OAO A el ET O 1 ¢
17 EOT T A A x YetrtisGs@eadtAvin&t Gakrative fiction does,

I AAAET Ch E 2UAT 80 1T x1T x1 OAOh OO1 OEA 11
universe of conceptual possibiliti® 6PWj82). Thus, even if the TAW is far away

~

from our AW, its representations always give us the chance of enriching our own
TTOEITT T&£# AAOOGAT xT 01 A AoPbAOEAT AAORh AOAI
rebuilding of them. | therefore integrate possibleworlds 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 ofiterary metaphor , conceptual
blending and parable , as outlined by Mark Turneri® 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 expeience, and consequently in literary texts. The basic idea underlying

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

10 SeeMore Than Cool Reason: A Field Guide to Poetic Metgpftue Literary Mind: The Origins of . )
Thoughts and Languageand4 EA 7 AU 7A 4EETEq #1171 AADOOAT "1 AT AEI
Complexities
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OOEA 1 EOAOAOU 1 ET A gl LieakMidEQ) dognitive] OAT 1 E]
studies of metaphor (knovn as Conceptual Metaphor Theory, or Cognitive
- AOAPET O 4EAT OUQ EAOA OEI x1I OEAO Oi AGAPE]
EOI AT 1 ET A x1 OEogritivejP305)aAdEherdfdré that our mental
mechanisms linked to thought and language are essenfiametaphorical. Most
of our ordinary representations of life and events, then, rely on metaphorical
mapping z that is, the negotiation of correspondences between the two domains
of source and target, where the source is the element we use as the conceptu
OAobil AT AGET1T06 1T /&£ OEA TAATEIC T &£ OEA OAOC.
thing, or even a person, whose substance and connotations we would like to
COAOD AAOOAO8 301 AExAll OOEI EOAO A 3EAEA
light throughyol AAO xET AT x AOAAEOe 7 )O EO OEA A
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
I £ 100 1 EEAA AoDAOEAT Akdnizd ad dénpoitithetd x A AT |
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 Johnsometaphors We Live Byare all
common expressions that are embedded in our conceptual apparatus as
OPEUOEAAI OOOOEO6h Ai1T AOAOA A@bAOEAT AAO
Oii1ue AiTAAPOOAT [ AOAPET O0O6h 1 AT OAT ATI1

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 reasoningoif various kind of inferences,
especially abductiort!, for synaesthetic connections, and poetical
correspondancesilt is therefore quite clear how relevant the study of conceptual
metaphor can be for cognitive poetic analysis: in literature and poetry thesae of
metaphors can both rely on our basic embedded metaphors or expand upon

OEAi h T O AOAT AAAT T OOOOAO OEAI 8 4EAOA AA]

11 For the relevance of abduction in inventions ad scientific intuitions see Peirce;The Collected
Papers of Charles Sanders Peirc
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i AOAPET 006 OEAO AOA 001 O OGwihkithe sodéeAO OEAU
model in the lightof OO | ADPPDET ¢ xEOE OEA 20ét®piplsO06 j 30
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
connectedwith conceptual blending and parable, notions that can be thought of
as conceptual expansions of basic metaphor theory. At the beginning of filse
Literary Mind, Turner uses a particularly effective example to explain the
concept of parable: the story oShahrazad (311). Apart from showing that
telling stories is an essential part of our mental processes (4), the example of
SEAEOAUAA EO OOAAEOI O1 O1 AAROOOAT A xEAO A
EO OEA OET OOEAAOA Al i Abikiowledgd sry@ndl 1T £ T O
DOT EAAGEI T 6 jugqh AT A xA AAOGEI U OAAI CiT EOA
metaphor: it involves the projection from asourcestory we know to atarget
story we want to understand, or to make others understand. Turner alsoses
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.

| 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 liteary studies. The so calledlended space
is a very dynamic structure of thought, which can take elements from the input
OPAAAO T &£ O1 OOAA AT A OAOGCAOR AOGO AAT Al O
means of these specifics from both input spaces, the blged space can
powerfully activate both spaces and keep them easily active while we do
AT CcT EOEOA x1 OE 1T OAO OEAI O1 Al 1 OOOOAO i A.
creative aspect oblending 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 |n 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 abgnitive
metaphor.
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them can create new associations of meaning. Turner shows (&H) how the

notion of conceptual blendingcan B OOA £O1 1 U Amnin&cvdhdre ET  $ A1l
source storiesz being blown by the wind, being divided in two different parts,

being immersed in the mud, etcz are projected onto the target stories of

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

Divina Commediawhich 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 béng enriched by new theoretical proposals: for
ET OOAT AAh ET -HejordEdgnitvé Mefaphdr Theéryai@us
scholars propose different approaches to CMT, either trying to integrate it with
other theories (such as speech act theory, computer bad 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 eals with the study of thecreative 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
OAOPAAO EO OEAO 1T £ OAOiAEDOE whchieT EOQEIT T 6 h
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 Cognition303)

While this is not the place to discuss in detall all the characteristics of creative
AT CTEOEITTh ) xi Ol A 1EEA O 1001l ETA EOO O.

DOl AAROO 1T &£ ET OAT OET1T AT A OEA OAAAAOSO OA,.
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Patrick Hogan suggestshat 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 (5986). Regarding in particdar 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 associatigrthan an average
person, and that it is precisely this ability to connect different elements, often
AT CACET C-AET AGBAOBRDOOT xET ¢cO6 | xmq OEAO AEO
writers (and also creative persons from other fields of knowledge)3 Ronald
Finke et. al. set out the essential properties of cognitive structures that lead to a
AOAAGEOA 1 00P0O0O EXEGERBGEOCEAOCODBAADOOAOA
ambiguity, implicit meaningfulness, emergence, incongruity, and divergence (2).
These properties, hey specify, are not always to be found in all creative
AT CT1EOEI T Oh AOO OEAU OEAOA ET OA EETA 1T E
(T CATh OAIUETC OBPIT (1 xAOA ' AOAI ROBO 00O
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 avgardes, the
processes of creativity as the addition of technical mastery and audience
AxAOAT AGOG O1 AEEI AEIT A OOAAET ENOAOGG8 %@A
conception over perception in figurative representations; the geometrization of
forms; the permeable boundaries between fictional and real worlds (he talks
AAT OO0 OEA OOAAFIAIAO GERXNOPOEIdq i A ATiT i1
T AOOAOEOAG6h woqn AT A OEA 1 EQOOOA 1T £ AEEE
Al AEi OEAO OOAAEAAI EITT1OAOCEIT EO EITT1 OA

N, A £ oA N

AEEI AETT A6 j x9Qq E ®expldaiddArdiesting. x| OOE AOOOE,

13 This corroborates thepreviously mentioned claim that a CMT basedpproach needs to be
enriched with an attempt to study the specificity of artistic creative processes

#0511 EEA OEA E£ET Al h OAOOI OE lingentmesirubt@rds@e® I £ AOAAOQE
internal representations that may be largely uninterpreted at the time they are initially

AT 1 OOO0OAOAA j8q OEAU AOA OOAA Oirmxdental Blgdds] O T 1 OAI
category exemplars, mental modébh AT A OAOAAT AT 1 AET AOGET 1 06 | &ET EAZ
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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, imples 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
#1 AOEG6O EI ACA 1 /-8) mangrowd tréek doda drdwGrom a 1t X
previously existing land, but in the intertidal zone, only eventually accumulating
AOI OT A OEAEO Oi 1 60 OEA OITEI 1T &£ Al EOI AT A
precede the words written down, but emerge in a reciprocal relation with them
in which neither predominates (Benini 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
OEA TTA EATAh xEAO - AOAT " AOI BictareAAT 1 O O,
results of the act of writing, interactions continuously constructed between the

OEA Tiz&k@l EAT Ah
Ooh EAAAOR AT A EI

OA@O AT A OEA AOOEI ONn 11
OEA AOOEI 060 OA&EI AAOCEII
writing.

If in literary writing textual generation and storyworld exploration are
Oi OOO0AT AT A AEAEOAAOQGEITAI &6 j"AOTETEh aocuy
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 preexistent mental
constructions, thought structures and cognitive apparatus. As Porter Abbott
Ppi ET OO 1 00h OEAOA EO Al 1 AOGEI 6O OAI CT EOE
author, with its unigue compex 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 sitemavhich these two minds meet;

where the imaginary landscapes generated on both sides come alive.

15 As Bernini writes, OOEA  %- 4 AT A OEA OAI AGAA 11 O0EIT 1T A& Oi AD/
framework for analysing the dynamic development of intentionsirD EA  AOAAOHENOA BOT AAOC
which the material agency is composedf OA1 I OEA AAOEOA A@OAOT Al EOEAO |

materiality of words) [that] can be seen as cognitive tools by which the mind of the author is
extended and his narrative intentionsAT T OET O O O iBupeksizigN®B E8)A 6 |
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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 tle Book Scarry analyses the reasons why the verbal arts can
stimulate us to imagine objects with the vivacity and force of redife
perceptions. The mimetic perceptions induced by books can share the features
of the perceived material world, and Scarry sbws how writers achieve this

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

OEA AOOOEAOOAOG AT A 11T OGAT AT OO0 1T £ oiyA AAOE
OE A ASdoffefing & stimulating and full account of the encounter with a
I EOAOAOU OA@dbOh AT A T&£ Ei x OEA AOAAOEOEOU

Z A N N~ A s oA o

F) All the previously mentioned cognitive concepts are related to themotional
component of our minds, which has recently been revaluated as an intrinsic
part of our cognitive apparatus. Extended mind theory proves to be helpfulneze
again in elaborating this approach to readeresponse. 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 Damasid; 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 tietA AAAO8 O ET OAOAA
with a literary text (that is, an extended readefresponse 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. Moneer, in

~

I OAAO O1 O1 AAOOOAT A OEA OAPOAOAT OAOGETT 1.

16 She often uses the example of flowers, because of their easiness to be imagined and their

Pl POl AOEOGU AlT1 ¢ xOEOAOOh O1 1 AEA-lukindtisgA OEOT T O0d, O
petals are the tissee of the mental images themselvez not the thing pictured, but the surfaces
i1 xEEAE OEA EiACAO xEIl CAO i AARSd jtwqs

17 See Damasiol'he 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
OAOAAI ET C AU OEA AT EdQ EO OEBO Ai OE Ai C]
engagement with a book is a complex tise of emotional processes and
i AATET C AT 1T OOOOAQET T8 301 AExAITT BDIET OO 1T ¢
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 reas real
| EEZAG jpuvcgs !'1T Ei BT OOAT O OOOAU 1T £ OARAAAE]
+ A A Erépéthy and the Noveln 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 vicissituds 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 empathynirror 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
£O0T ACGET T 6h ET T OAAO O AAAOAOGO OOEA NOAO
toOEA 11T OAl EIi ACET AOETT 1T &£ OEA Ei i AOOGAA O
analyses in depth the kind of moral evolution towards altruism and more
educated social behaviour thatanbe connected with the reading of novels, with
due recognition of all the prdolematic issues related to this claim.
Concerning the other point introduced above (the relevance of emotions to
fictional minds), Alan Palmer emphasises emotions, alongside actions,
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 PalmerFictional MindsA OPAAEAT 1 U O4EA20f ET 1T A - ETAd | gy
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inextricably bound with rational thoughts, conversations, actions, and goals.
FurthermoOAh O0AT T AO OOGCCAOOO OEAO OAITOEIT O 7
ET AEOEAOAI O ET A cOl Obp EOOO 1T EEA 1T OEAO A
(217).1% Emotional components make a fundamental contribution to the whole

I £ A AEAOAAOAOJ§i®a dnip@dntityAnteiftefting actiosE A E
AAAT ET ¢cOh OET OCEOO AT A O1T AEAI ET &£ OA1T AAO
OEET 68 )OO EO OEOO Al EiIi BT OOAT O PAOO 1T £ .
emotions in context in accounting for the readig experience (both in the sense

of the relevance of acts and feelingssidethe book, and in the sense of

emotional involvement and contextrelated participation outsidethe book, in the

minds of readers themselves).

G) Another essential, if still contoversial, 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 ocaas for emotional

response, but also linked with the activation of specifiproblem -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 experiencez OET x OAOET 8O0 EET AO T £ 1 AOOAOEOA

ET OAT 1 ECAT AA ET OAOEI OO xAUOG6 j (AOI AT h O
Recent developments in cognitive studies and their ggication to the

narratve ZEAT A OET x OEAO AEAOQCET 1 @ AAIASAUGT Al @E

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

AT ¢cT EOEOA AAOEOEOEAO OAI AOGAA O1 1060 AAEI |

bAT EAEO AT A EAAIT ET CcO8 /1 OO0 OQUOOAT T &£ 41 - A

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

wo Al I AOR /& 111 xET CTheRedistovelyd®iGhe OifdiAtE dithhe sodidl A
dimension of the mind, the indispensable role played by the surrounding society for the
construction and evolution of consmusness, and proposes an application of this notion to the

understanding of fictional characters (see Palmer, 13069).
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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 (Kdtmaz, Bruner), or in
connection with the role of mirror neurons (Gallese, Rizzolati, GoldmanMirror
neurons in particular have been a controversial area of theoretical discussion.
They have been dfinedasi AOOT 1 O xEEAE O/Z&E OApersonsE Al
doing a certain action,.e., nervous cells that are activated not only when we do a
particular action, but also when we nerely 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 Brain7)

remarks neuroscientist Vilayanur Ramachandran. It is therefore clear the
importance of this neurological mechanism for the process ahitation, 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 cls of the brain had been in the evolution of linguistic

capabilities. In addition to langiage emergence, behaviouracquisition,

Al PAOEU AT A AAEI EOEAO ET OOAAAET ¢ 1T OEAOO:

in some way with the work of mirror neurons, sin@ they all involve the
processes of imitation and of simulation of virtual realitiesThe imaginative
make-believe thus plays a central role in our cognitive archaeologyhe fact that
our mind reacts in the same way with an effective action and with a méal
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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claim to better account for the concerns ddressed 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. | propose to test its different
interpretations with respect to the reader-text relationship, focusing on, as Lisa
Zunshine putsE Oh OEA xAU O1 EOAOAOOOA PAOOAOGEOAI
I 00 4EATOU T &£ -ETA T AAEATEOI 06 j pmQg8 $AA]
put mind-reading processes into practice in order to comprehend what is

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

the novel, in particular, is implicated with our mind-reading ability to
such a degree that | do not think myself in danger of overstating anything
when | say that in its current familiar shape it exists because we are

creatures with ToM. (Zunshine, 10)

(T xAOGAOh OxA EAOA O1 OAI AT AAO OEAO OEA
subject to some of the same instabilities that render our redlfe mind-reading
AT OE AQGAEOETI ¢ AT A AGAOPAOAOEkEsd | ¢mqh Ag!
uncertainties and misleading interpretations. In this sense novels often engage
our minds in processes of thinking and rehinking, 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, mine
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 mindo 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 natruths without a source are to be found; if we want to
guestion the meaning of reality, to rethink notions or to reshape beliefs, we need
to use our metarepresentational capability. In this sense metaepresentational
competence is a powerful instrumentof relativization.

People with schizophrenia, autism, or some kinds of amnesia (see for instance
Leekam and Perner) often exhibit dysfunctions in their metaepresentational
abilities, as in their ToM (the two mental faculties are strongly connecte@nd
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 metaepresentational 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 metarepresentational capability) are chalenged and
stimulated by fictions, especially by certain kinds of fiction, such as those
representing anunreliable narrator. There are some novels (Zunshine mentions
Nabokov' sLolita and Richardson' sClarissg 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
ET £ OATAA 11 OEA OOAAIT 6 x1 Ol Ah 1 AAAET C O

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 ofunnatural texts , and the

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

Oi ATEEAOCOT 6 A1 O AT 00611 AGOOAT 1T AOOAOGI T T C
. AOOAOT 1T CUBAQOADAPODBA ODOAT AAOA AT C1 EQE O,
ET T OAAO Oi CEOA pOiiET AT AA O OA@OO AAA]
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narratives subverting mimetic models of temporal order, duration and
frequency, or depicting physically impossible wolds, or unnatural minds, or
events violating the logical principle of noncontradiction. The peculiar
challenges posed by unnatural texts invite a rhinking 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 anthropomorphicnarrator, the traditional

human character, and the minds associated with them, or they may move
beyond realworld notions of time and space, thus taking us to the most

remote territori es of conceptual possibilities(114)

Such texts question our realworld 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 avangarde
literature, but include medieval dream visions, playful Renasance 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 normimetic or antirealist texts

OP1 AU E,lexaggerdtifyFor parodying the conventions of mimetic
OAPOAOAT OAOCEI T 6 j2EAEAOAOITh ¢mQ8 4AEETC
then, can expand and refresh concepts that currently apply only to mimetic
novels. Moreover, as Richardson adds, the condegd 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 antirealistic 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 neverAT AET ¢ OOOOAOOOA 1T £ *
Finnegans Wakeor the revetOA A AOAT OB ET AS OliAkadtEnim®tic
T AOOAOGEOA OEAT OUh EA x OFwWHetnaybefix€] A OOOOA
variable, or multiple, while its fabula may be fixed, multiple, indeterminate,
OT ETT xAAT Ah T 0 AAT AOOAduA éf antinigeticdests, # 1 T AAOT |
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 standarddeas 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 theritical
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
guestionable dchotomy 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
iTAAT jO(Tx . AOOOAT )OO O511 AOOOAT . AOOAOD]
5171 AOOOATI . ADOAOGI 1T CUedsq OOCCAOOOR

4EA OPEOEO 1 mmtoldyd Wwduld i@él@ fetmithatlsigriies a

third space or position from which to analyse the negotiations between

the mimetic and its various contraventions. (Perhapsmpossibleor

phantasmalnarratology could work.) (366)

There are several other issuesvith the unnatural approach to narrative,

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

naturalization (see Fludernik, 3678, and Alberetal, 37 ymth O! 2AO0DPT 1 O/
T TEEA &1 OAAOT EESQN OEA Addbskdpdokthd £ AT T OA]
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see Alber and Heinze, -0, and Klauk andKéppe, 78-86); and the need to
Al ACEZU OEA OOBPDPI OAA AT ci ECEOA AT 1 OANOA

1
this last respect, Klauk andcképpeb T OA OT 1T A AAOEA NOAOOEIT 1T Oh

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

~

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

how should we deal logically with (seeming) contradictions in fiction?
How do interpreters actually make sense of impossible scenarios? How
should one decide if dext 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 tle 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, cogfive
deixis, storyworlds/possible worlds, cognitive creation, emotional involvement,
ToM and metarepresentational abilities, and, finally, unnatural narratives are
all concepts that | explore and test in my subsequent analysis. As Stockwell
emphasizesth EET ¢ AAT 6O Ai ¢ci1 EOCEOA gt OEAO OEOD
practical exploration of a cognitive frameworkz that approaches are tested and
AAEEAOGA AT U O1T 00 1T &£ OAI OAd jpooeQs
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2) Lewis Carroll and the Mysteries of the Mind

6/ 1 A  @kal® Ahedthd side ofwhate 6 OET OC
O/ £#/ OEA 1 OOEOI 11 hds OAEA O
in another moment it was out of sight(AAIW, 55)

&EC8 1 ' AA Cerudalifid. It  vkdrth highlighfnig 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 sbA 1 1 A A
OUl AOT ieBlom).j OA

o'l EAA EI
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A cognitive approach to theAlicebooks finds a contextual rationale in Lewis
#AOOT 1160 1T x1 ET OAOAOO ET A@bii OET ¢ AT A
Throughout the books we find the exploration of specific mental activities (how
do dreams work? How do children create metaepresentations? 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 lingiistic attitudes and the creation of
impossible worlds and nonsense scenarios.

, AxXEOQO #A00T1180 1Tx1 PAOOITAITEOU EO AlTi 1T
one, a personality split in two: on the one hand the rigorous and conservative
logician Reverend @arles Dodgson, on the other hand the witty, extravagant
TT7TO0AT OA xOEOAO , AxEO #AOOiT i1 18ke (T xAOAOR
EAAT OEOUS6 j, AAAOATI Ah ¢mpq AT T OAOCA AO A |
lay bare the operations of the mindO $ | A GualiChrroll are not as different as

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

AT i1 O1T EAAQGET C [T EOOT OOh &I AOEET ¢ OEAEO OE!
Pollizzotti). Furthermore, it can be argued that theAliceAT T EO Alserd O OAD O/
EOCOO 11T A OEAA 1T &£ OEEO OAI OAT A PAOOIT Al EOI
OEA 1T CEAAI h OAEAT OEZEA ADPDOT AAE AT A A 1

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

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

T Aci AAO EOO AAET ¢ OAT OPi AdmulidAOooh T1T 0 A
facetednessto some kind of definitive resolution. My approach has the goal of
being a step towards the elucidationof C&1 I 1 6 O AT | T OEOA AEAOA

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 I deep and highly

significant exploration of the human mind.
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As many scholars have already observed, tidicebooks are full of
mathematical references, geometrical allusions, problems, logic gam#sThey
depict enigmatic and curious problems of logi, mathematics and even physics:
the Mock Turtle mentions the possible existence of negative numbers (still a
171 O0Al AiTAADPO ET # AH0BIs h dodrd® ofpeeilick qn OEA 2 A,
reflections about the nature of gravity; the passage through the LookinGlass
suggests speculations on amnimatter; 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, tiAdicebooks seem to subvert
the more traditional and conservative views Carroll expressed in academic
contexts, by focusing orexceptions Lecercle points out that theAlice books
represent the impossible events to which traditional logic normally denies

ontological existence:

and the sorites, tha@e protracted syllogisms that were one of the main

I AEAAOO T &£ #A0COT 1160 EI OAOAOGO j EA 0OO6C
them) logicise the literary discourse of nonasensez each saite is an

incipient Wonderland. (201)

#AOOT 11860 EAEAOETTAI Agbi i OAOEITO T AE£ 1T¢C
and paradoxical scenarios, are all aspects of the subjects that intrigued him, but
OEAO EA MEAI O AT 1 OOOAET AA Aidebodk®wokAs ET OT £
imaginary illustrations of the strange issues lurking in the scientific topics with

which he was engaged. John Fisher writes that

xEOE A I ACEAEAT 60 EI OOETI AO &£ O OOAAEE
to apply something more than the straightforward acadmic approach to

his studies in mathematics and logic, sources of mystification no
converOET T Al | ACEAEAT@EAA AOAOD OAPDAAS

20 To cite one fairly recent book on the topictewis Carroll in Numberland: His Fantastical
Mathematical Logical Lifeby 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 chititiends later, Carroll used
mathematics and logic to create riddles, puzzles, mystifying tricks and
illusionistic games. Like his literary counterpart, 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 experimentatiogsand the
Alicebooks testify all this.
$O00ET C #A00T 1180 1 EAAR 1 AOEAT AGEAO AT A
significant turn towards the exploration of different dimensions: symbolic
algebra, fourdimensional mathematics, norEuclidean geometries,
speculations about the null class. It is well known that Carroll maintained a
traditional position on these subjects, wrting books and essays against the
AOE OE A O Hiertentafdlayaihgt theduse of symbolic algebra. Yet, again,
the Alicebooks seem to go in exactly the opposite direction; Taylor, for example,
OOCCAOOO OEAO &AAET AOB O OcnshoA ddd cAeshuice O AAT
Al O # Awanghithe BodkingGlasTaylor, 89-wmnm 8 %l EUAAAOE 4 EOI
AOOGAU O.11 0AT OA ET OEA &i OOOE $EI AT OEIT T |
OEA O. Ax6 - AOEMideAIDERAOh ADAODOEAOEADO OOEA |
logic of the inhabitants of theAlicebooks can be read as a critique of the new
mathematics and the rationale that supports its quirky offspring, hyperspace
DEEI 1T @d9pHoweaver, Carroll was too fond of higlicebooks, and the
alternative realitie0 OEAU OADPOAOAT O6h O 1 AEA EEO OA,
polemical stance. It is true that theAlicebooks are full of satirical elements and
parodies, but their fantastic dimensions are something morét as Throesch
herself writes, nonsense and thedurth 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
AOOI AEAGET T O AT A PAOOPAAOEOAON likA CEAAUE]
AT A OPAAAOGS jumQgs

Al l OAOEOA AT A 11

1 OAO $A 1T A -AOA OOAGAO OEA o)
T OAT TAARGWMAA xEOE OEA ET UO |

OAh xEEAE EO Al
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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,
toq AT A (ET01TTh -E@DAT AET COEEDDDHERODI 1 06 |
sense being an exploration of the depths and labyrinths of the human mind. The

Alicebooks are, indeed, subtly revelatory:

they stealthily instil into us a unique state of mind. Their jang wild
strawberry z is the powder z virgin gold-dust z though we may never be
AT T OAET OO0 1T £ EOO AMicdidghterddarbeinysBieA AOO8 |

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 toaclever and curious not to be interested in intellectual
possibilities for mind expansion. TheAlicebooks are not distant from his
scientific interests, but represent the most innovative and captivating side of his
mathematical mind, allowing him to be meh more creative and visionaryz and

also, as Fisher puts it, a kind of magician. Helen Groth affirms the idea, saying,

(e retained, along with his fellow members of the Society for Psychical
Research, a theological sense of the mind which coexisted tgui
comfortably alongside his enthusiastic embrace of modern scientific

| AOET A AT A |1 AOEAI AOEAAT OEAT OU6 jp1pQ

22 Onthis topic, JoanRichards writes that the category of necessary truth grounded in

i ACEAI AGEAAT EAAAOh AO DbOI i OAA AU OEA PEEIT Ol PE.
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 God(29). In a similar vein,Daniel# | EAT [ AET OAET O OEAO #AO0O0I 11 OA
idea that mathematics was a paradigm of simplicity and a conduit of absolute truth about the

AT 01106 jpxoQ
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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 betweerspiritual and
scientific dimensions of mind were much more multifaceted and comple3

Rudy Rucker suggests that the looking glass and the rabbit hole can be
conceived asbeing like Einstein-Rosen bridges, i.e., hyperspace tunnels that,
theoretically, following the theory of relativity, allow travel to different space
OEIi A O1T EOAOOAOGYd OEZLE A I AOGOEOA OOGAO i
possible that an EinsteinRosen bridge to another universe can be created.
Flying into the right kind of black H T A I ECEO bi® Uil O 1060
(Rucker, The Fourth Dimensiojil20). 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 Lookingslass wald she has the same
height of a chesspiece (and the same perspective!), and numerous space
paradoxes are depicted. Similarly, she experiences different conceptions of
time: the eternal teatime of the Mad Hatter and the March Hare; time going

backwardsin the looking-glass trials; the fact that she begins her LookinGlass

AAOAT OOOAO ET xET OAoh AT A Z£ETAO EAOOAI &£

of the future. Moreover, the mirror, the second means Alice uses to jump into

another dimension, recalls RUEA 086 O A A OA OE #RGsEn btidgds:A8 %ET OOA

The Fourth Dimension: Toward a Geometry of Higher Realgywrites that an
Einstein-Rosen bridge would have more or less the appearance of a spherical
mirror with the strange property that the world inside the mirror would
actually be different from the world outside the mirror (113-130). This, of
course, is exactly what Carroll has imagined with his lookinglass world: an
entire universe is trapped beyond the surface of the mirrof4

Alice is able to ater these new worlds of paradox and fantasy through

physical passagesvhereas inSylvie and Brundhe access to other universes no

23 |n this sense, it is worth mentoning what Melanie Keene in helScience in Wonderland
persuasively shows: the strong connection established in the Victorian Age between fairy tales

AT A OAEAT OEAEZEA OI PEAOd OOAAOI T AA OAEAT OEAEA Al T E

moreiil ACET AOEOA 1T 0 AAT OAOOEAATI xOEOET ¢cO6 | w(s

1 EAA6R vut
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longer requires a golden key, a door, a hole, or a mirror: the protagonist (Carroll

himself) can reach the faraway regionsof Outland and Elfland with just the

power of hisown mind Yet, this is not exactly the truth: Carroll writes irSylvie

and BrunoOEAOh ET 1T OAAO O1 AA AAT A O1 c¢i AiTIl
OAOU ET O AAUG6 AT A OUI Qand hi®i©inddel watO OO A 1 E
happens at the beginningof 1 EAA8 O | AOAT OPODEGAEIET DI MARNO
i AAA EAO EAAI OAOU Oi AAPUBHKR ppQh EBOO A

s A A £ A

OEA 7EEOA 2AAAEO8 )O I Au AA x1 OOE OAI ET Al

EAAAO AAT OO OEA OEOI A 1T &£ EEO AZAEOOO !'1 EAA
j-8.8 #1T EATh cwwq8 )1 AAAEOET T hver AOOT 1T 1 .
OEI E1 AO O ''1 EAAB8O AAAI ET C gassathe AAEI OA C

beginning of Syvie and Bruno Concludedvhile conscious of his actual

surroundings, he is also conscious of the presence of Fairies; or alternatively he

OAEAOO O1F OmFEI OI O 1T £ OOAT AA ET xEEAEh xEE]

and apparently asleep, he (i.e. hismmaterial essence) migrates to other scenes,

ET AAOOAI xT OI'A T O ET &AEOUI AT Ad j #A00T 1 |

x OEOET ¢ OEAO OOEEO EO OEA OOAOGAR A 111 AT

which comes upon Alice as she stands musing le¢ the looking-glass with the

Al AAE EEOOAT ET EAO AOi 06 j4AUITOh wcgQs
20AEAO OAUO OEAO O71 1 AAOI ATA OAI AOG AOA

j O4EI OCEOO 11 ''1EAARAGRh omgqh AT A OEEO OAEA

interest in the peculiarities of the human mind, other than his exploration of the

more innovative and intriguing branches of the exact scienceshich is his

AT CACAI AT O xEOE OOOAEAO T £ OPOUAEEA DEAT ]

Society for Psychical Research, of which he was @mber from the moment of

its foundation until his death (Shaberman®, AxEO # AOO1 4l AT A OEA

Dreams were generally conceived by the SPR as vehicles of profound meaning

and as revealing experiences which can often occur also in peculiar halfking

hypnotic conditions.25 In this sense, the shifting of consciousness between

25 The SPR was a very heterogeneous societynbracing different stances and interestsand

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 subgamong 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 thélicebooks, but also present

Al OAxEAOA EDERAQODI DOD ABBEAO )8 0A AAAT |
OAEA O 1 UOAI £#2n OAT A OEEO EO OAAI EOUR 1O
A O A A 1 SABL9).dn the Sylvie and Brundoooks he relies explicitly on the SPR,

putting, in the preface toSyvie and Bruno Concluddd OA OAAIT A 1T £ OEA
abnormal psychic states that occur in botlsylvie and Brundoooks (..) directly

AAOGAA 11T OEA OOAOEOOEAAI O AREIOA #IABODEAR A
3 0 26§ but the eerie states described ypthe SPR share the same features as

T EAAGO | AT OAl AEODPT OEOEIT O xEAT-Gld3s A CI A
Land 26 Dreamy states were recognized by the SPR laaving profound

connections to the disclosure of meaning and even to experiences of

clairvi UAT AAh AT A ET #AOOthddl @0 HF EIOADIORAIOA TADR

Mare, 60), the basic mode of his narratives.

26 One of the most welknown books edited by the SPRPhantasms of the Livingwritten 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 cgtwies. As
Charlie Lovett has already underlined (Lovett, 138) the category of Borderland, a special
suspended mental condition between sleeping and waking, shas&ey features with the eerie
states so accurately described by Carroll
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Fig. 5Harry Furniss, illustration from Sylvie and Brunp1890. The fairy world of Sylvie (who is a

&AEOU xEOE 11 xEIGCOR Oi 110U A SEA302)Edn BefakerseB yCE AT A
OEA | AE1T AEAOAAOAO i1 A ET O AAUR AAEIC A 1EOOIA
OEAEPHESIEBAE AAI1 EO OAAOEABSG | pwpds

The Society for Psychical Research in some sense served to synthesize
#AOOT 1160 111 COOAT AET ¢ ETaddwvdkidgdiearksi T AA O]
xEOE EEO AT Al UOEA E1T OAOAOO EIT EddkAdin ET A
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
#AOOT 11 gqn &OAOA xAO Al O A AT OOAOPI T AET C
journal in 1912281 AAT OAET ¢ O1 EOO 1 x1 1T AT EEAOOT j

written in 1882 and printed in the Proceeding}the fundamental goal of the

27# AOOT 1 1 @ir&pirkubliSi shdul® not be mistaken with his spirituality: the two can

actually be connected, but, when mentioning spiritualism, | hint at the belief in spirits,

communication with them through mediumship experiences, supernatural events. When

dealingx EOE #AOOI 1180 OPEOEOOAI OEAAR ) AiIT1AAO EO
dimension.

(@}

28| havelisted here some later members of the SBRuchas Virginia Woolf and Freugbecausel
think they are significant for an oveall evaluation of the society, and underlinéts strong
connection with psychological studies and interest in howthe mind works.
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O1l AEAOGU xAO Oi AEET ¢ AT 1T OCATEOAA AT A OUuO
large group of debatable phenomena designatday such terms as mesmeric,
DOUAEEAAI h AT A 3DPEOEOOAI EOOEAS j, AACAO A
iTO00 OAAAEI U Ai AOAAAA AWAOKERI @d M ERWT TxREX
clairvoyance, ESP, and psychokinesis.

The Society presents itself, to cdemporary 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 presee 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
OEA AOAAAE EFOI i T1T1TA TETA OI AT1 OEAOh OAT
basis for religious experiences, and the mediumship experiené& An interest in
the substance of ghostly etities, which was a popular topic in the Society, can
be found inThe Turn of the Screld U 7 EIT 1 EAT  * AT AG6 O AOI OEAO
relationship between supernatural apparitions and mental hallucinations is
deeply and interestingly explored in the form ofa story of neverresolved
ambiguity. George Johnson, iDynamic 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 nineteenthcentury
AT A AACETTEIC T £ OEA OxAl OEAOEh AT A AOCO.
iTOA AgPAl OEOA [ APPEI C I £ OEA ETTAO x1 OI,
i £# OEA EAh Acih OODPAQkkGaiskens&,ipgychi®al 116 | +0O
research, the investigation into transcendental phenomena, can be thought of

the initial method to look into the human psyche itself0

29 See JamegO Q@A ET 0 OUAEEAAT 2A0AA0OAE ONn - OOPEU AT A "/
Research+ 1 APmaéh* &h 3 DEOEOOAIT EOI AT A 51 AT 1 OAEI 60T AOGO O,

i1 Aoh OAA &I O ET OOAT AA

30y © EECEI ECEOAA Al Oi AU 31
3DEOEOOAT EOI AT A OEA | OECET

American POUAET 1 T cUeh 10 O

Nineteenth-# AT OOOU ' AOi AT U6 8
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While the Society was founded in 1882, antt 1 EAA8 O | AOAT OO0OAO EI
dates back to 1865 (the date of the firsedition; Carroll first told the tale of Alice
underground on the almost mythical date of4 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 storyoaih the fairy
xI O A T £ 3UlI OEAh AAT T AA O" QQdlid & GOMIBAG CA

Magazinh AT A Al OAAAU Al 1 OAET AA Al1 OEA OpPOU
later in Sylvieand Brunn  OOAE AO OEA AAOAOEDPOEIT 1T &£ O
one into different dimensions and among fairies. As his nephew Stuart Dodgson

#1111 ETCxITA xOEOAOh O-0 $1TAcOiI1T OITE A ¢

(92); the catalogue of his books shows he owned a lot of texts about the occult,
spiritualism, and psychic ircidents, 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. Dodgstn OE A O O E EvidrkdAréldtet 1 Spldithalism arhd &£
supernatural phenomena was significant, and his interest in this area is

What is particularly significant with regard to this thesis is the fact that many
oftt A OA@OO ET #AOOI 1160 1 EAOAOU AOA AAT OO
, 1 OAOO AEOEAAO #AOOiI 1160 AITEO EIT O OAOE]
I EOOAA O1 AAO OasO®™ALOA G\ OBDAU AETAITTACURG T O Ol
AEOAAOA OO h. Sbni ofth’ tildsAdnddp 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 disordefd.What these collections

31 These booksnclude Essay on the History and Reality of Apparitiofi’27) by Daniel Defoe,
xEEAE AT 1 EAAOOOAO AAT OO OOEA DPi OOEAE&é&y 1T £ AT GCA
546); Lights and Shadows of Spiritualisfi877) by Daniel Dunglas Home, a text about the
experiences of mediumship and telekinesisThe Othe World; or Glimpses of the Supernatural.
Being Facts, Records, and Traditions relating to Dreams, Omens, Miraculous Occurrences,
Apparitions, Wraiths, Warnings, Secorgight, Witchcraft, Necromancy, e{d875) edited by
Frederick George Leglllusions. APsychological Study1881) by James Sully, about theelativity

of human perceptions;7 E1 | E A1 Thel Histerpddre Supernatural in all Ages and Nations,
and in all Churches, Christian and Pagan, Demonstrating a Universal Ra#63); Edward

# 1 1 SAvktBs and Dream$1885) which deals with the theme of the birth of supernatural

beliefs, conceived as having their roots in early interpretations of the world dated to

mythologies and dreams& O AT E 3 Ah& dEErdtirefaddCCuriosities of Dreams: A
Commonplace Book of Speculations Concerning the Mystery of Dreams and Visions, Record of
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OEl x Al AAOI U EO OEAO #AOOT 1180 EI OAOCAOGO
the way this topic was treated in his cultural environment. The scope of the

302860 ET OAOAOO OAmEI AAOO OEA EAAO OEAO pO!
lay in a strange borderland between medical approaches and psychical

conjectures, and the two perspectives often overlapped.

#AOOiI 11 Al O Ai1 OOEAOOAA Ox1 AOOEAI AO j
O7TEAO OEA 41 001 EOA 3 Aththe jddinal MiddEAET 1 AO6h | B
Quarterly Review of Psychology and Philosoguyted 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 meetng in November 1860 on one of his favourite topics, the

PAOAAT @ 1T &£ OEI A AT A OPAAAR O1T ARAO OEA OEO]
Ashmole was both a man of science and a mystic interested in alchemy, and the

31T AEAOU AAAOET ¢ EEO rédcénbtricting AndienCP@ateic DOODT O,
AT A '11T OOEA 1 UOOEAEOI 6 j! AEAOI AT h pcQs

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, asisshowA U OEA |1 AOCA OAI AAGEIT 1T £ OA®
catalogue of his books as well as by his memiship of the Ghost Society (M.

Cohen,LC: A Biography368). He admitted the plausibility of the existence of

supernatural entities, and wrote an entirepoem, Phantasmagoriaabout a ghost

Curious and WelAuthenticated Dreams, and Notes on the Various Modes of Interpretation
Adopted in Ancient and Modern Tim¢$865); ( AT OU ( Chapteékd oA MedtaPhysiology
(1852), which tries to explain the relationship between mind and bodyThe Physiology and
Pathology of the Mind1867) by Henry Maudsley; two books by Daniel Hack Tuke, one being
lllustrations of the Influence of the Mind upon the Body in Hisend Disease, Designed to
Elucidate the Action of the Imaginatio(il872), a text with the aim of illustrating the powerful
actions of mind upon the body, and the otherbeing SleepWalking and Hypnotisn{1884);

&T OAA O 7 @nlObdclreDis€ases of Biain and Disorders of the Mind; Their Incipient
Symptoms, Pathology, ef¢860), which some claim was the first psychiatric study written in
English, and which talks about new ways of treating insanity, includothe use of psychoactive
drugs; Problemsof Life and Mind(1874-5), a series of books on various topics related to mind,
philosophy and physiology by George Henry Leweg:ootfalls on the Boundary of Another World
(1860) by Robert Dale Owen, an investigation of the physiological side of spiritusin dealing
Al 01T xEOE ODPOUAET I T GURh OI AADhandiAny bthefsBrisieEl T h ET O,
topics.
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i OEA DI Al 60O OITA EO 1ECEO AT A EOIT OI 6Oh
treating the topics ofwhich he was most fond). Or23 April 1867 he recollected

in his diary a visit he paid to the artist Thomas Heaphy, whavas known for

making paintings of ghostly apparitions he himself had seen. Carroll was very

curious about the story of a ghostady who sat for Heaphy in his studio, and

OAAT OAO OEAO EA EAA OA OAOU ET OAOAOOEI ¢

onel £ OEA 1100 AOOEI 60 AT A ET Agbl EAAAT A Oc
The strong belief Carroll had in mysticism, spiritualism, and studies of
DOUAEEA DPEATTIT AT A xAO OAAAT Ol BerntdBeA OOE CA «

Looking-Glass: Reflectiaon the Myth of Lewis Carrglvhich underlines the

influences of esoterism and mystical faiths upon thélicebooks andthe Sylvie

and Brunobooks. She highlights many topics common to both, arguing that

Sylvie and Brungust puts in more explicit termswhat had already been evoked

in the Alices(Ackerman, 169184). Ackerman provides historical context for

#AOOT 1160 DI OEOEIT EIT OEA Ai1 OAI Pl OAOU A«
debate (see Ackerman, 4.3) 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

OEAT Ol PEEAAT AT AOOET A 1T &£ PpOOA 11 06Ag O&I O
&1 O )d8i OOOA EO $BC3D7). Adkdfmag strds€e®how CaddA 6

yearned to explore themysteries 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)

CaOil 1160 AATEAZEZO AGEEAEO AAAD ET &£ OAT AAO
his conviction of the existence beyond the senses of a realm of Thought,

capitalised as such in some of his poems, for instan¢éree VoicegAckerman,

15); or in his participation in the devotion to pure Beauty, and the concept of

o1l AOTTEA ,10Ah xEEAE xAOA EECEI U AEAZEOOA.
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ET OAT 1 AAOOAT AEOAI AGd j! AEAOI ATh ¢mQs8 01 .
philosophers and artists began associatim erotic love with spiritual bonds, as
OAEI AACEOGA 1T &£ OEA OAI AGET 1T OEED AAOxAAT E
i AAA OOAE A 1T UOOAOEI OO EAITT 1T &£ EEO !l EAA]
perfect Beatrice. In this sense it is worth recallinghat Carroll had many friends
in the circle of the PreRaphaelites (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 workillf of
spiritualism and idealism against contemporary currents of materialism, and
permeated by ideal Beatrices and medieval muses.

| AEAOI AT Al 01 AOCOAOG OEAO xEOE OEA O1 PE
OEi D1 A 1 EOAOAOU AAOEAAh #AOOTII1l xAO ET OO
(Ackerman, 27); he was concerned with analysing the complex status of dreamy
consciousness, the EEAO1 OU ET AEOOET COEOEET ¢ OOEA
OEA bpOiT Al Al AGEA AOOOIi POEiITO T £# OEEO OECE.
OEA 1 AAOGO OOOPEAEIT 1T &£ O1 OAAI EOUg O31 AAD
I EAAT EEA Arbte Gaidl in hidiakk Gn® frebraary, 1856 (Wakeling,
38). This was a theme highly debated by Plato and by Neoplatonists, who
considered certain dream states as vehicles of knowledge (Ackerman,-29).
The obsessive drearrtheme of theAlicebooks is developed in anore explicitly
philosophical way in Sylvie and Brunavhere, as Carroll explained to Ruskin
j OEOT OCE A 1 AOOGAO o1 EEO 1 O600A *1T AT 3AOA
for trances A EOAO OEA AAOEET 1 Micahed CIABAGdpHy " OAAE
448).
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Fig. 6Eugenia Chistotinoy,
illustrationfor | 1 EAAS
Adventures in Wonderland
2015. 1t is interesting to
notice the surreal, dreamy
and narcotic atmosphere
created in this illustration,
and the feminine features
of the caterpillar, who
seems to bea mirror

image of Alice herself, a
projection of her
hallucinated mental state.

R

#AOOT 1160 EI OAOAOGO ET Al OAOT AGEOGA AT A O
corroborated in Behind the LookingGlasdy references to his connection with
&AAET AO6O OOOAEAO 11 OEA &I OOOE AEI AT OEIT

spiritualism on scientific bases,TranscendentaPhysics, an Account of
Experimental Investigations: From the Scientific Treatideg JohannCarl
&OEAAOEAE :1T111TAO A AITTE A1 O1 1 AT OETTAA
points out, however, these intellectual tendencies only found a representation
in his narrative works, while he maintained a traditional position in official
academic contets. Thus, theAliceand Sylvieand Brund 1 T EO OOAT A OAO ¢
DI ET OO 1T &£ AT EOI AOGEIT AAOxAAT #AOOI 1158
@GEEEQd OEEO Al AEih OEAOh #AOOI 118680 1TAO
compendium of the different strands @ his complex and often cryptic
personality, is the perspective emphasised in this thesis.

Regarding theAlice books specifically, we can identify further examples of
psychic incidents in the narratives (besides the major topics of dreams, time,
spae and memory, which will be developed in subsequent chapters)h&

strange essence of the Cheshire Cat, appearing and disappearing, suggests how
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we could possiblypeD AOAAEOET ¢ PEAT OAOGI 0 O#AOQOI 11 6
perception which is taken cognizance oby the mind from impressions made

ObpiI1 OEA 1T OCAT O 1T &£ OAT OA AU T AAT O 1T OEAO
(Ackerman, 109). Or againCarroll puzzles us withthe ability of the Blue

#AOAODPEI T AOD O OAAA whOETADthér Eide fthegte ® O/ 1 A

OET OGCEO '1 EAA O EAOOAI £#8 O/ &£/ OEA 1 OOEOIT |
EAA AOEAA A1 1T O0AN AT A ET Al IAQWAR) Thislisi AT O E
A 1 EOAOAOU AZAECOOAOET T IOAABGEA CHBAIAI IDOIVIAIE E

phenomenon he wa inclined to accept adeing 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 nerveforce, by which brain can act on brainl think we are close on
the day when this shall be classed among the known natural forces, and
its laws tabulated, ... the scientifiscepticswill have to acceptit as a

DOT OAA £A A @oherd M.NThAeQ éiterd431-472)

Helen Groth, commenting on this lger, argues that theAlicebooks exemplify
#AOOI 1160 OOA 1T &£ OOAAETTITCEAAI AT AITCEA
dynamism of dreamOET OCEO AT A OEA DPi xAOO 1T £ Ei ACEI
Here again theAlicebooks articulate the complex but still harmonios
coexistence of two views (or, perhaps, the two complementary aspects of a
OET CI1 A OEAxQqQ AEAOAAOAOEOOEA T &£ #AOOI 1180
mind.
The famous nonsense poendabberwockys a particularly interesting instance
I £ # A Ovedtidatiod & whérk the powers of the mind can lead us, for its
significant location in the Through the LookingGlassook, and the
circumstances of its creation(his other magnificent nonsense poetical work,
The Hunting of the Snark 1 0T OAEOAO OEEO NOAOGOEIT 1T &£ (
the beginning of Through the LookingGlass and What Alice Found Thetbere 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

i AT AAOO 1T &£ OEA 302qg !'I EAA ET1AO OEA 7EEO,
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memorandum, and immediately after that she finds thdabberwockypoem, with
all its ambiguous and cryptic style. Carroll wrote about his own creative process

as something mysterious and out of his conscious control:

| 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 thoughtas being suggested by the
book one was readim, 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.' Suchrfexample, was
the last line of 'The Hunting of the Snark," which came into my head (as |
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 whichl cannot trace to any anécedent cause
whatever. (SABCxxiv)

With the JabberwockyCarroll plays with dream words in order to lead us to
AopAOEAT AA A OPAAEAI OOAOA T &£ I ETAdg AO ]
DOAOOU j 88Qq A @Ondé&hddd(..)Sdn@ikok Dsedms © All my

head withideaszi T 1 U ) AT 160 AQGAAOTIG Bb6)iTaylox EAO OE
OOAOAO OGEAO OEO AT A0 PIi xAOEOI T U AEEAAD O
APPOAAEAOAO 1 OOEAG j writegthatx EET A - AOOET ' A

there is an obvious similarity between nonsense verse and an abstract

DAET OET ¢C8 j8Qq OEA xi OAO #AOOii1 OOAO
eye here and a foot there in a Picasso abstraction, or they may have no

meaning at allz just aplay of pleasant sounds like the play of no

objective colours on a canvag158)
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s A

Recent researchon neurd AOOEAOEAO OOCCAOOO OEA

attention powerfully a work of art needs to have a kind of unresolved

oi A

ambiguity, a puzzling elementwhich elicits a strong aesthetic engagement.
#AOOT 1160 111 O0AT OA PT AT O EAOGA OEAOA Al AE
features, and the aesthetic discernment they exhibit testifies to his deep

intellectual interest in how the mind works, reacts and creats.

Fig. 7Max Ernst,Pour Les Amis
$ 8 ! ]165%, Avatercolour on
paper. The connection between
#AOOT 118680 1T x1
and the surrealists is manifest
also through the presence of
Carrollian references
throughout surrealist artworks.

4EAOA EO AT 1T OEAO AOPAAO T &£ #AOOI 1180 1E
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 thisgsue critics are divided: some never mention it, while
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others (like Eve LaPlante, Sadi RanseRolizzotti) think of it as a pathology
OAGAAT ETC A 1170 AAT OO #AOOI lepilépey h&8AOOT T Al |
proven link to creativity and artistic expression as well as religious fervour and
hypergraphiad(Ranson-Pollizotti). Other typical symptoms of temporal lobe
APEI ADOU Al 01 AiT OOAOPTIT A xEOE #AOOI 1180 |
psychic life particularly intense in emotions and cognition; he already
i AT OET T ANOOEAIAESG AOAAIT U OOAOAON OEA AgobA
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 theAlicebooks have found in them the descriptions of an
altered consciousness: they are frequently compared with the experience of
psychoactive drugs (see Fenschlice in Acidland;32 while some contemporary
neuroscientists use theAlicebooks to explain certain brain diseases. S.
Vilayanur Ramachandran has named a mental pathology involving the inability
Ol AEOOET COEOE AAOxAAT Al 1 AEghdsO AT A EOO
OuUil Aoi i Aoh OOCCAOOET ¢ OEAGendedditUAA #AOOT 11
(Ramachandran Emerging Mind 111-126). Another mental disease associated
xEOE #AO0OT11 EO OEA O!'lEAA ET 711 AAOI AT A

as described by Todd in 1955, denotes a variety of sadkperienced
paroxysmal body schema disturbances (obligaty core symptoms of the
AIWS) which may ceoccur with depersonalization, derealization, visual
illusions and disorders of the time perception (faultative symptoms of
the AIWS) (Podoll, Edel, Robinson, Nicola)

AEA O!'1 EAA ET 711 AAQistidiedby @atiousipSythiathisis EAO A,
AT A TAOOT OAEAT OEOOOh AT A OF T A EAOGA AiT1 EA,
of migraine, documented from 1856, could have inspired many of the
descriptions of distorted perception that we find in theAlicebooks (see

Ramachandran, Blom).

2EVAT 1| AEAOI AT xOEOAO AAIT 6O OEA #AOAOPEIT AOBO 1 00
episode to an initiation of the Eleusian Mysterie$121-122).
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It is quite unlikely that Carroll had personal experience of hallucinogens,
OET OCE EA AEA 1T x1 A AT b Btimllahts &0 WarcbtEs) %A O
Their Mutual Relations: With Special Researches on the Action of AlcohdigAet
and Chloroform, on the Vital Organisnand 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 hidife - Dr. Morshead, Dr. Brooks, and Dr. Stedman,
who diagnosed him after two attacks during which he completely lost

AT 1 OKETI 0O1 AOO j TAEAIETCR uvcqgs )O EO DPAOE.

9O0TTTA (AOO 11T #AOOT 1160 1 AQ@udedbg EAAT OU!
Jenny Woolf at the end of her biography of Carrol (Woolf, 29899): the doctor,
EAOET ¢ OOOAEAA All OEA OAEAOAT AAOG O #AO

letters, and documents, concludes that

| think it is very likely that he had migaine. | 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), | would feeonsiderable doubt
about this. (298-299)

7EEI A O1TiT A Al OGAO O #AO0OiI 1160 Aicdl OAT AEO
ATTEO jET DPAOOEAOI AO OAI AOGET ¢ O1T 1 ECOAET,
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.

)T CAT AOAi h ET xAOAOh OEA OEOOOO 1T £ OEEO
preoccupations is to demonstrate why hisAlicebooks are particularly suited for
a narrative analysis of a cognitive kindwhich is to say, their being a continuous
representation and depiction of how our minds function, or misfunction. | have
CEOAT A OEAOAE 1T &£ #AOOI 11680 ET OAOAOGOR 1 A,
I £ £AT OAOUh ET OEA 11 OActshbfathdnbtibshBdOA AT A

the sciences, and the link between such conjectures on space and time, and the
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OAROEASG OOAOGAOG 1T £ xEEAE #AO0O1T 11 xAO O1 &
and theoretical obsession with dream worlds and their revelatory natureand

their connections with the psychic phenomena studied by the SPR; | have given

Al AAAT OT O T &£ #AOOT 1160 1TxI OOOAU 1 &£ DPOU.
theosophical beliefs, in the context of the general status of psychology in the

Victorian period, drAx ET ¢ OB 1 Behing thelLibokihgBl&3s:

Reflections on the Myth of Lewis CarrdHinally, | have discussed the possibility

that Carroll experienced neural disturbances that might relate to the strange

perspectives depicted in theAlicebooks.AcaCT EOEOA ET OAOPOAOAOQEIT
Alicebooks, | suggest, is positivelguggestedd U # AOOT 1180 1T x1 AOOE
the topic of the mysteries of the mind: he explored both scientific and

speculative avenues to understanding how our minds work and how #y 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.
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CHAPTER 2 VIRTUAL ALICE

Fig. 8Julia Gukova, illustration forAlice in Wonderlang 1991.

This illustration conveys the leading topic of the chapter, the idea efrtuality and fictionality: Alice is a
shadow entering a magical passage, while the White Rabbit illuminated by the cone of light refers to the
OAAAAOGBO &£ AOO AT A OEA AAEAOCEA OEEAZAO OANOEOAA
following the White Rabbit as the opening one also because of the following theoretical focus on cognitiv
metaphors, with the Rabbit Hole working as the main example.



EEO EO A AEEI AA8 ( AECEdAAi@/Dbl EAA AAC,
00T ABAA EAO j88Q

)y Al xAUuO OET OCEO OEAU xAOA EAAOIT OO
Al EOAed o

(TTLG 241)

O07RBALOEEOed EA OAEA AO 1 A0O0S8
04 : A

El

o]

4EEO AEOOO AEADPOAOG O AnMicBhodkOWlIGdEUs bntheit A AT A
creative invention, their represented mindET OAOT A1 AAAOOOAOHR Al
reception and mental recreation of their virtual worlds and virtual minds. There

EAOA AAAT Al AEi O ET AiICi EOEOA OOOAEAO
ETT x1 AACAh AT A 1T OO0 OEEI(Tbdr,@). AEdOrdingly,ghdT EUA A
investigation of cognitive structures related to the production and reception of
storyworlds is central to a better grasp of howminds function. My discussion

draws upon various cognitive concepts to describe the virtual redies associated

with the three types of mind involved in the literary context of theAlice books:

OEA AOOET 0860 I ETAh OEA AEAOAAOAOOG 1 ETA
study of these kinds of virtuality contributes to a new cognitive account ofhie

Alice books, and develops the idea that in the creation and reception of

001 OUxT 01 A0 xA OAAAT xEOE AAT OOAIT AT A EI
OUOOAI 66 j, AET £2&£ AT A 4001 AOh <¢puQ8 4EEO
concepts central to cognitiveiterary 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 harmonzed 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 theories, and between CMT itself and other narrative
approaches to metapho.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 theAlice books.

1 See for example RyarRossible Worlds82-3; Sinding, 239257; Stockwell, 135149; Fludernik
O4EA #ACA - AsAmeerhad vk in Bamcelona, 25380; Schneider and Hartner;
Kimmel, 199-238; Kittay, 301-327.

2 See mainly the various contributions in FludernikBeyond CMT
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p qTh&Question Is -Said Humpty Dumpty - Which Is to Be Master -4 E
'116d 4EA ' OOET O

Fig. 9 Nicoletta CeccolShattered 2012. This illustration effectively plays with

the concepts of power and mastery, whose precariousness and ambiguity Humpt
Dumpty symbolises.

y i OAOU 1 OAE AEOAEA ) AEAT 60
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
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the writer meant. (Carroll, Letters to Child Friends243-244)

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 thatinred 1T O UAAOO OOEA COAAOAIT AAOI OPOEI

I £#/ OEEO i1 AAl ET 1 EOAOAOU AEOAI AG6 EAO

APDPOl AAEAOhR A1l OOUET C¢c O1 OAEA AAOAT OACA

recognition and demonstration of the pervasiveness of metaphorical

mechanisms of thought Beyond CMT5). These approaches have also sought to

overcome the two main problems of its application to literary studies, namely

001 EOAOOGATI EOU 1T O OAAOAOEOEOI RNl AT BDEIODE C

OEAT OAOEAAI DBl OEOEI 1T OACAOAETI ¢ OEA AOAAO
Lakoff and Johnsonletaphors We Live Byand Lakoff and Turner More Than

Cool Reasonhave underlined how metaphors structure our minds in deep and

pervasive ways their role being far more than an aesthetic literary device, since

Oi 1T 60 1T&# 100 Ai1TAADOOAT OUOOAI EO | AOADPE

4). While Metaphors We Live Byffers a detailed theory of how metaphors inform

our everyday understanding d the world, our way of making sense of experience

and our construction of meaning,More Than Cool Reasoalso attends to the

specificity of poetic metaphor. This study points out some distinct features of

poetic metaphors (such as their power of extendingelaborating, questioning and

composing conventional metaphors, 6% mqd 00T AOO AAT ADPDPAAI

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. Becausedi lead us

Of TAx xAUuO 1T & Al 1T AAEOGETI ¢ 100 xI1 0Ol Ah bi
ITAOEAI AGOh 1 EOAOAOU AOEOEAO AOA OOEI I

pointing out that a more accurate account of literary metaphors needs to pay

closer atention to the individual text, to the cultural schemas operating behind

OEA OOA 1T &# ObpAAEAZEA | AOAPET OOh AT A O1T OE/

metaphors.
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Here | 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. | invoke then the notion of conceptual blending in order to show how

Wonderland and the LookingGlass world function as examples of blended

spaces, into which dlEAOAT & Al AT AT 0O 1T &£ #A001T1160
background are projected and combined. Ultimately, | focus upon two theoretical
EAAAO AAT OO AOAAOEOA AiICliEOEIT OEAO AEA

s oA Lo~ AN

childlike ways of reasoning.

1.1 The Rabbit Hole, Humpty Dumpty, and other MetaphelRelated Images

In Philosophy of Nonsense AAAOAT A EAAT OEAEAO xEAO EA
i AOAPET 06 1T & 111 O0AT OA querk®@d@ he dv@idandehof 1 T CE A
OAil AT OEA ATTi1 Al U6 o8 (A AT Oi AOAOGAO A 1
use in order to avoid metaphors: the use of tautologies as hypuetaphors, and
of coinage as hypemmetaphors; the literal interpretation of sentences ad the
circumscription of metaphors by substituting puns (6366). 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 avoidingmetaphors. 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 theAlicebooks, helping to expand
and enrich the meaning of characters and narrative situations. Carroll explores
how they do so in a number ofdifferent 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
AT A ET Opatiafich® me€@ghors in storyworlds (sometimes called
OOAAT EUAOEITO6 T O 1 EOAOAI EUAOGET T Q06 j 3ET AE

60601 ET ¢ OEAI ETOI 1TAOOAOEOA AOAI 006 (0
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Caucus2 AAA EO Al AGAI bltdngof hghly dsdipmbdmartyOl A
I OCAT EUAOGETT AU Aii T EOOAAGO6R OEA 1T AATETC
at that time (M. Gardner, 32), but Carroll ridicules the intricate and often absurd
system by portraying a circular run of bizarre animals, withno 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
AT T AET 1T £ OEA OOAAI 6 AABAOO EAO O1I AA O1 ¢/
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
Ox1T OAO OA £A OO Eme@phd lelen@rids ate botH lie@id Athey refer
literally to the storyworld z and metaphoricalz they refer metaphorically to the
OAOGCAO T AATET GO j3ETAET Ch ¢quuvqg 00601 O 1060
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, provinC T 1T AA ACAET #A0O0iI 11860 DBI1UOAITOC
language.

A similar thing happens with Humpty Dumpty, as a metaphor for the failure of
the nominalist philosophy of language 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, andahiDOOOAOET T 1T £ #
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
exampleof how different metaphorical mappings may be operating in the same
space, without being limited by each other. The coexistence of different
i AOAPET OO0 AAT AA AAAT O1 OAA &£ O xEOEIT 60 .
reading that arrives at a more abstraci AOAT 1T &£ | AOAPET OEAAI C

3 For an accurate description of the meaning that philosophical stance may have had for Carroll,
seeM. Gardner224-227.
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i &OAAT AT h 001 AOGOU AT A OEA 3AIPA 1T &£ -AOAD

this more conceptual level is the abstract idea of the paradoxical simultaneity of

strength and weakness, operating at different levels of hman existence. On the

other hand, Humpty Dumpty can also be viewed as a metaflection 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; tethe

same time, his polysemic figurative connotations demonstrate that metaphors

are indeed alive, always changing, producing new interpretations, and

OOAAOOAT CET ¢ OEA m&EOOT EOOOA T &£ 100 1 ETAOGS
With Humpty Dumpty, and the various metaphoirelated devices and

linguistic games in theAlicebooks, 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 fotlr chapter of

s A A oA

reference to the little lizard Bill, whom he sends into his house to geid 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 MockTurtle 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. | address the topic of the representation
of madness directly in my chapter on unnatural rmds, but it is worth noting here
that peculiar ways of using metaphors are often linked to the depiction of il
£O0T AGETTEI C T ETAG8 'O , AAAOAT A OAUO OOEA
be deliiouszOEAU Cci A&O0T i AAAAT OOE A mAte shdws OAOET
how three characteristics of schizophrenic behaviour are well represented in the
Alicebooks, namely possession, literalness and negation (2&208). Negation can
actually function as the common denominator of these devices, since both
possesion and literalness in theAlice 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

sz A N o~ o~ A

characteristically related to the udA T £ | AOAPET OEAAT OOOOAC
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writing. The logic of inversion rules over his use of verbal expressions:
conceptual metaphors, and the basic orientation of their significance, are often
OOAEAAOAA O A OAOGAOOA | 1xCAEUSHILGEA7). xEEAE Ol
Let usconsider some examples: Carroll exploits the motif gfossession every
time Alice tries to recite a poem, and finds herself tking without knowing what
sheissaying?) T OEAOA 111 AT OO0 #AOOI I Ith,populair AEAOH
bl AT O AT A OEUI AO xAl1l ETTx1T O 6EAOQI OEAI
Oi OEA OOAOA T &2# A OAPA OAAT OAAORh A bl O00A
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 ridculous character (524); the lullaby encouraging gentleness
towards little children, linked to the common Victorian metaphor of children as
little angels, becomes an exhortation to Htreat 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 theAlicebooks common metaphors traditionally used
as didactic devices are turned into images with ambiguous, disturbing and ironic
meanings through the possessed speech of caA OAOO8 4EOI OCE OEEO
OAAOOA AT i1 AOOEA T OAAO T &£ "1 EAAGO 11 OAl O
APPDAOEOAG j (AOCEOIT h @EEEQS
Yy O EO AOT AAT U Airkéthelfirsticlifidaldsriptions AIO O
schizophrenia, clinical practitioners have been interested in the difficulties
experienced by patients with schizophrenia in interpreting the meaning of
i AOAPEI 006 j, AEEI T OA AO Al sdoftheqaokiigd xA E,
Glass land and Wonderland where everyone is mad, as the Cheshire Cat
remarks (68) z 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 initimg, which he does it
as in a kind of possessed state (Carroll,TLG 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 Alicebooks enacts a typically schizophrenic disiption of our cognitive
grasp of metaphorical conceptual structuresl will return to this topic in more

detail in my chapter on unnatural minds in nonsense texts; however, my

AOCOI AT O xEI 1 AAOAI70)Pat hdusexohddsortnf Al AET  j T w
schizophrenic logic in the Alicebooks should by no means be interpreted in a
xAU OEAO OAAOAAO #AOOiI 11680 OA@OQ@andi A@bHO.
interpretation that would undermine the distinctive anti-mimetic quality of the
texts.

Carrollexploresd | 1 T T O AOGAPET OO0 xA 1 EOAkalAU6h AC

them, through their extersions and negations in the lunatic scenarios of

Wonderland and of the LookingGlass world. But the import of these

explorations is not restricted to the domain of abnormal cgnition; 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 conceptud metaphors, expanding them, enriching them,

NOAOOEI T ET ¢ OEAIih AT A #AOOiI 1160 AOAAOEOA
Image schemag which make up our cognitive models of reality, are

combined in some standard, almost unconscious ways in ordeo guide our

comprehension of the world, and this combination is often of a metaphorical

nature (see Lakoff and Johnson,-%). The use of metaphors by creative writers

can generate new metaphorical spaces; novelists and poets (or artists in

CAT A @ppédd thé 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

ET OEA OOAT AAOA x AUO dThg understandig of&dndeptst OOT A O

things, emotions, situations, events in tens of something elsean be also called

OEi ACA |1 APPET Co j OEA 1 APPET C 1 &£ I1TA EI AC.
our personal practical experience of the world and on prexistent cultural
iTAAT 08 'O 0AOOAOOOTT AOCOAOemEAXET C 1 A

representation, as well as a figure of speech may make us more apt to recognize

5 See the first chapterfor a more detailed description of the concept.
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Such a view helps us see that creative writersan 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.

#AOOT 1160 OOAAAEO ET1 A0 1T £EAOO OEA PAOE
wote! T EAAS O | AOAT O Ga@abltlt hdieiwasuistia AaBbd hoke, thie h
hidden place where a rabbit lives; but since the publication of the first of thalice
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 theAlice books is a passage towards the
discovery of an alternative reality made of nonsense and madness, where
unconscious meanings are explored, rulesra inverted and the logic of dreams
COEAARAO OEA AOAT 008 4EOI OCE OEA UAAOO #AO
general symbol of a journey into the unknown, leading to the revelation of

hidden, often uncomfortable, truths.
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Fig. 10Anne Bachelier, Down the
RabbitHoleh ¢mmu8 ! 1 E
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
'T EAAS OmaEllikela 1 1 1
voluntary dance-like movement.

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 th®70s song@Vhite
Rabbitoby Jefferson Airplane; or of a psychological journey into the unconscious
in order to process grief, as in the play and subsequent movRabbit Hole written
by Lindsay-Abaire and directed by John CamereMitchell; or even of a paallel
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
OAOOITTh TT1TU OOAOGANOGAT O1U AEOAT OAOET C

popular generaloE OCI ET ¢ Ai x1 OEA OAAAEO EI 1 A6
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something to come out of it: another feature of the Carrollian rabbit hole is that,
AEOAO OEA EAIT 1T h '1EAA AT AOI 60 ETTx EITx
OAAT EQUG6d OET Alwerd Alideafter if, hedet ddce Adnsidering
Ei x ET OEA x1 Ol A OEAMIWIRYO O CAO 100 ACAE]
Starting from the basic spatial metaphors relying on the oppositions UP
DOWN and INOUT (Lakoff and Johnson, 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 theAlice books, of immersing ourselves in
Wonderland, can be described as afop 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 Oscarildle 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, addjmew connections
and new image mappings to guide our cognitive grasp of reality.
4EA OAAAEO ETT1 A EO OEA 1100 EAITOO 1T E 4
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 Alicebooks, and while none have hadsstrong an impact as
the rabbit hole, some do still exert a certain cognitive power. Examples would
include the association of femininerage to the furious Queen of Hearts, or the
popularity of the metaphorical figure of Humpty Dumpty among philosophers of
language (seeM. Gardner, 224¢ ¢ x 8 4EA 2AA 10AAT 80 2AAA
metaphor for scientific concepts such as the relativistic féect that nothing can
ever reach the speed of light (Sartori, Schimdt); it has also been used in
Adi1 OOETTAOU AET1ITCU | OOEA 2AA 10AAI E
environmental sociology (Schnaiberg), and s a symbol for sciencdiction
writers (Asimov, Vinge).
Carroll has also adopted some general metaphors already rooted in culture
AT A T AAA OEAI 11 OA Al EOCA AT A OECI EEEAAT Or
OlEEZA EO A AOAAi6h TO OEA 1 AOAPET OEAAI E
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throuCE OEAIi 8 O, EEZA EO A CAIi Ad EZETAO EOO 1
ATT ET AOGET ¢ OEA OOOOOAOOOAG j OEA Ol EPPA
Wonderland and of the LookingGlass world, respectively: cards and chess.
(T xAOAOR #AOOI 1 |obtieseFameaEduiie Aizarredphiaidgand O
nonsensical qualities: the cards play croquet (a game within a game) and have
OEAEO EAAAO AOO 1 £Z/&n AT A OOEA COAAO EOCA
(TTLG 172) is populated by irreverent and absurdcreatures, 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 ruleg and his fictional universe plays
with extensions of the original conceptual metaphor to give aich and complex
idea of the elusive nature of realit§. 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 potentialitiefsit by
creating a dreamlike narrative where the implications of the blurred boundaries
between reality and dreams are made explicit.

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 novg the mirror had a tradition, in fairy tales and superstitions,

6 The philosophical idea of life as a game was introduced by Plutarch in hisves where he

compares life to a game of chess. Subsequently, the metaphor has been used in literary contexts

AU OAOET OO xOEOAOO OOAE AO 4EI| fedslked8Gamdat Al 1 h xEI
Tables. If at any time the cast you most shall need does not come up, let that which comes

ET OOAAA T £ EO AA ThélSquirdoh Alshtlaos)dr GeOrgedHerBelt,avhg said

GAT SO0 1 EEABO A CAI Mendis béiAokdnd By hid wiskr piayA (Deafhl T

plays against us, each disease and sor@/ OA Al 1 0006 j 7TEEOQOAEEI 1 h tuQ8 3E
Utopia,compared lifetoagamedT 1 O | OAE O11 EEA OEA AEAOOhSd EIT xEE
vertues, asitwere inbaO Al 1 86 %l Cl EOE BT A0 . AQEAICEAIE BAGOOIAT CHA
divines confess;d This says at cards, and thatat chess@ OO0 E&£ 1 00 OEAxO AA AAT (
64EO All A 1TOETC CAIiAh ) EAAOOG jmmogllg ) O EO OOOE]
Al i bBAOAA O1 AOA AAOAO AT A AE Aé&btbry witde§sédial 1 80 1 xT 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 accouof the parallelism
life/game, see LeporeThe Mansion of Happiness: A History of Life and Deathxv.

7 The Shakespearian context included- EAOOI | AO . ETQ&ETerdpdstHanel Rdmeo
and Juliet for Calderon de la Barca, sdea Vida Es Suend¢dume and Berkeley address the
phenomenological implications of the difficulty in distinguishing between the dreaming and

x AEET C | ET A AjTiédkisk of HamakNatile A1 A " A Udadsé Gobodifly the
Principles of Human Knowledgel will return to this topic more in detail in the next section.
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exploring its ambiguous power8 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 dimensip experimenting with new
categories and multiplying its perspectives.

ITA T £ #AOCOI 1180 1100 DI xAOAEMAgclddbOOAOEO
onto new virtual possibilities: whether an abysmal hole or a dissolving mirror,
the passage leads Alicéo different microcosms with their own rules z though
changing and absurd- in which space and time acquire new, challenging and
i UOOAOET OO0 AAAOOOAO8 4838 wl EI O OAAICIT EO
passages into other worlds, and used the iage of the door into the rosegarden
AO A OAEAOCAT AA O 'IEAAGO AiTT 0 O1T 7711 AAOI
fall into the rabbit hole Alice has to negotiate another small access to the
prosecution of her adventuresAAIW, 15p @ Qh AT A hardor €vdnts thé&k O A B
i ECEO EAOA AAAT h EAA WMI AOKADARIOAA pHKBOAET %4
#AOOT 1160 |1 AOAPET O AOOOI AOG 11T OA AQEOOAI
AT11T17T OAOGET T 09 OOEA ATT O xgéden AEok Burnt DAT AA
Norton, 12-13). There is also a pronounced atmosphere of loss and regrethich
is however present in theAlice books themselves, already suffused with a sense
of nostalgia and loss, of golden hours never to be experienced again, of never

attained love?®

1.2 Wonderland and the LookingGlass 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, | have focsed 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 functiong in

531 1 A AGAI D1 AO AOA OEA 011 A DI AUAShowMbiteGrinA [ EOOT O
'T AAOTne BrdwoQuedn 1 O ET  -PhaAtgsted | ill g mt@greater depth regarding

#AOOT 1180 -ODAADMA | ELOOOOEOA AAAOOOAO ET OEA 1A@O
9 The complex emotional implications of theAlicebooks are the topic of myfourth chapter

O%i i OET 1T Al 11 EAAG6S
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particular, the projection of story and conceptual blendingAccording to Turner,
the projection of a source story onto a target story is a fundamental cognitive
function of metaphorical thoughts (The Literary Mind 12¢ v Qh xEEIT A O
advanced ability to blend incompatible conceptual arrays is a basic part of what
i AEAO OO AICIEOEOAI U 11T AAOT 6 jOs1 OAIA
blending, as already outlined in the first chapter (1518), provides for greater
complexity and richness of meaning in the metaphorical structure of thinking. As
&1 OAAOT EE AdLdd Bdndingsfahditideir alignment of metaphor,
fictionality and, possibly, narrative, open wider ranges of application of these
OEAT OAOCEAAIT |1 ARBdyddd QEITH); the Eéxbisfo® Prajdetion j
combined with that of conceptual blending T OA®GDIAD R OOT OEAOS6h A,
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 bag&c model of metaphor. A blended story derives from different

mental spaces and proposes a new one, often illuminating previously unseen

AT1TTAAGETT ONn OA AT AT A AAT DBOI AGAA ETT x1 A
structure that is not calculable from theinputs and that can be developed, once
Ai T OOOOA0AAR 11T EOO 1Tx16 jywyoqgs )1 OEEO

2AT AREAT AOAT AAEET AO AO OOEA AEEEOOA OL
diffused throughout the entire brain, which provides for the incliration to create
metaphors and connect apparently unrelated conceptsThe 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 fegaching crossactivation
of different brain regions; Ramachandran calls persons with this characteristic
OOOPAOGEI O OUT AAOOEAOEAOGeh AT A OEEO 1 A1O
correlated with the high level of creativity exhibited by artists, writers, scientists,
and poets (Ranachandran and Hubbard, 5556).
In the Alicebooks, the prominent use of blending mechanisms is apparent from
OEA AACETTEICg OEA 7EEOA 2AAAEOR OADAAOE

one of the most elemental and culturally established blends,amely talking
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animalsi® OAT T OOOOAOAA EI OEA Al AT ARAA ODPAAA
AEAOAAOAOE OThE Atérary Ningl 69). But @é blended spaces Carroll
elaborates in the Alice books are much more extensive, since their entire
locations, in Wonderand and the LookingGlass 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 representationsof the Victorian world
are combined with the elements of a notsensical 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 Watkerland and
the Looking-Glass land we recognise specific behaviours, institutions and typical
features of the Victorian period blended with elements cming from the
Ol EAOOCAOAA EIi ACET AOEOA OPAAA 1T &£ AEEI AOAT
Second, theAlicebooks are blended stories in the sense that they amalgamate
OEA OO0I OU T &£ "1 EAAGO EI 001 AUO -@dsswith T AAOI
OEA DPOI OACITEOO8O POEOAOA A@PAOEAT AA 1T £ (
around her, and the result is a complestructure in which imaginary landscapes,
psychological meanings, dark implications and fantastical characters are mixed
together. Inthe Looking' 1 AOO x1 Ol Ah &I O AgAi b1 Ah OEA
progress towards maturity and of going through a glss and discovering a world
of fantastic and imaginary creatures, are combined in ways that do not always
AT ECT xAl1l xEOE AAAE 1 OEAO8 /1 OEA 1T1TA E
ATT60 xAT O O1 AA AT UAT AUd OTTIBE@EDmhatcle©8 )  x
with the idea of her growth as empowerment and conquest, but on the other hand
itis represented as a senseless, ridiculous and in the end destructive achievement,
in which she becomes a queenahesét 1T Al AT U A PEAAA ET A CA
understand.
Moreover, her progress towards her goal takes place in a lookirgjass world,
where everything goes the other way: her journey entails a simultaneous going
backwards and going forwards. This contradiction introduces a third element
which urtOEAO AT i I EAAOAO OEA Al AT Ah xEEAE E

10 Talking animals, besides being simple mental blendings, are rooted in our culture thanks to

AEEI AOAT 1 EOAOAOOOAG8O OOAAEOEIT AT A O 1 UOOEAAT |

85



towards Alice.ll 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, z 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.

p8oc #1 CIl EOEOA &AAOOOdnsl £ #AOOT 1180 #OAA

(AGET C 1001 ETAA #AOOT 11680 Al AAT OAOA AT A
blends in his construction of the virtual realities of the Alice books, in this
AOOET OEAT OAAOQGEIT ) OEAI1T T1T1x OEOOAOA OE
creative cognitive practices as an author. This reorientation involves a move from
OEA 1T OO0AT I A0 T £ #AOOI 1160 AOAAOEOA T ETA
invented in the Alicebooks) to a scrutiny of the mental processes characteristic of
this highly creative imagination itself. Conceptual blending and metaphor are
OPAAEAO T &£ AOAAOEOGA AT i1 AETAOQEIT 1T A& AEE
conceptual combination often results in new categories and emergent features
implies that the process can be usefulih AEET ¢ AOAAOEOA AEOAT O,
Al 8h weqgqs8 )A&A OEA AAPAAEI EOQU 1 &£ | AEET C OD(
I £/ OEA EOI Al i ET Ah Al APDOEOOAA I O A
distinguishes highly creative minds (Hogan, 6465). Highly credive associations
often arise from prior expertise in discrete fields of knowledge and from the
AAOEOAOGETT T &£ A 0100 1T £ OAAEI AOOAA AOOAI
to access a broad range of possible connections, and so reinvent or modify pre
existent schemas and prototypes.

I AAT OAET ¢ O1 (IAGATAEET OGABOOAEGT GOo6 j xmQ

neurological predisposition to synaesthesid? which in turn encourages the

U4EEO EO T AOET OO1T U A EOCA OI PEAh xEEAE )61 CIETC
about emotions. Manysch1 AOO AAAT &6 xEOE OEA EOOOA 1T &£ #AOOIIT1
AT A OAEAOAT AAOG AOA O1 AA &£ OT A ET #1 EAT 80 AEI COA:
AEAOEAOh #1 AOEA8O AEI COAPEU&RAE A EBshEl ibice AEI COADE!

Karoline Leach in herin the Shadow of the Dreamchileddresses the topic from a different
AT ¢l Anh xEEI AstieShetabnbsd® £EAOBAT A AEAOET T Al AAAT OT O 1.
relationship.

12 See Ramachandran and Hubbard.
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production of analogies characteristic of complex abstract thought3.his process

can be viewed as the same one that Peirce cadlbduction: if one can't find a law

Oi Agbi AET A DPEATTITATTT xEOEET OEA EEAI A
AT 00T x6 A 1T Ax AAITTTCETC O A1T1T OEAO AZEEAI .
interest-OEA AGAi b1 A 0AEOAA OOGAO EO OEA 1T1TA 1

paths by Kepler (230232). How does all this apply to Carroll? His peculiar
approach to literature was founded upon the vast range of his intellectual
interests: the Alicebooks ae so rich in possible meanings and ramifications, and
o1 A&O011 1T &£ OAEAOAT ARG O1 AEAEEAOCAT O EEAI A
inclination for multidisciplinarity and cross -domain borrowings. The rabbit hole
and the looking-glass are not only renarkably 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 compaable to scientific
speculations, and have affinities with later theoretical reflections on wormholes
and EinsteinrRosen bridges (Rucker, 12033

The narrative worlds of the Alice books include a huge number of playful

speculations related to different scientific fields. We find conjectures on the

i AOOOA 1T £ COAOGEOUR xEOE !''I EAASO EAI 1T EITC
orange marmalade, and with her fantasies about a fito the centre of the earth,
AiTETCc TOO 11 OEA 1 bpbi OEOA OEAA 1T £ OEA xI

AT x T x A @A dAL3);jlogical conjectures on the ontological status of nen

existent creatures!4 mathematical speculations on the nulclass andnegative

T O AAOO j OAA ET DAOOEAOI AO O4EA -TAE 4¢
backward universes of antii AOOAO j O(1T x xT OG1 A UI 6 1 EEA
"1 A0OO ET OOAh +EOOUe ) xI1TAAO EAEA OEAUBA C
T AOO | Ell EA EQIN TFEEOES). Hie Rookingglass world anticipates

theoretical conjectures about asymmetry that have appealed to some physicists:

A T ACEA [T EOOT O OAOAOOEI ¢ AOI I 606 AEAOCAN

By AT T A AAAE O1 OEEO 1 ETE A#AiOspdeidtiongidtediihl 1 6 0 T 1 1 O/
chapter, when talking about the different ways of dealing with the unnatural.

14 ] address this topic again while talking of unatural narrative.
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create a completely reversed worldof anti-matter. According to Gardner, we can
conceive of two galaxies that are mirror images of each other, in the sense that
Gntelligent beings in each galaxy would regard their own time as 'forward' and
OEI A ET OEA 1 OEAO M Gardvep, (88)./Carrolowad deéply AOA o 06
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 revea 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.

ITA T £ OEA 1 AET DPAAOI EAOEOEAO 1T &£ #A0O
extraordinary capability for linking together different domains, fusing fairy tdes
and science, psychology and nonsense. The achievement of &liee books is in
part the equilibrium they sustain between these crosslomain significances, the
balanced negotiation between different theoretical inputs being one of the
discriminating facOT OO0 | £ ET OAT OA AOAAOEOEOQOU j (T CAI
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 #ice
books, in contrast tothe Sylvie and BrundA T T EOh xEEAE AOA O1 AOC
AT A 01 OAAASG | ( AOCE Obyivib an@EbE bEdafiitive sumi 1 A O/
I £ #AOOT 1160 ET OAOAOOOh OOAAOQET caided AADPO
E O 6mElande of little angelic girls, fairylands, religious topics, mathematical
intuitions, inversions and paradoxes, melancholic reflections and scientific
subjects. However, the way thisnélangeis achieved contrasts strikingly with the
Alice books. Sylvie and Brundacks the bdance 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
DAOOIT T Al OA&EI AAGET 1 08

Hogan highlights another feature ofcreative thinking highly relevant to
#AOOT 1160 AOOEOOEA 1 OOD O Ozhor mokekedadtly theO OOE A

relation of radically innovative works of art z to childhood modes of thought and
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Aob OAOOED The foimyofpr@rdation found in the Alice books manifestly

aims to realise not just a story about a child, but a story dwed and experienced

AU A AEEI A8 #EEI AOAEO&ADA HHBORRI 60 1 EZEA
heart of theAliceAT T EQO EO $1 ACOi 160 A AnAd her&ing. AT OE /EE
4EA xOEOAO OAAO OEOI OCE '!''I1 EAA8O AUAOGS
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.

HSAEEIT A AOEAT A ) OA "1 xi AT AAITTAA EEI (
Ol AAOOOI T A AEEI AEITA8 AT A G6EOGET EA
OAi AET AA ET EEI AT OEOAS All EEO 1 EZA

AAT OOA T &£ EEO AAET C0 odjwasGlealy cantradte A A OIT |
his entire adult life. (Haughton, xvi)
YT OEEO OAT OAh #A001 1180 AOAAOEOEOU EO b
the relationship between a childlike perspective and the highly creative mind.
The Alicesliterally follow the logic of narration proposed by Alice herself at he
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
OEOOAOB8O AiTEg Oxi OOI OEAO I AAA OP 1 £ DE
didacticism and moral sense. Howard G&1T AO OAUO OEAO & O Ui O
boundary between the fictional world and the real world is highlyz excessivelyz
DAOI AAAT A6 jpxtq AT A #AOOTIT1l xAO AliIT100
between real world and fantasy world, between actuality andiream (he develops
this theme even further in the blurred worlds ofSylvie and Brunp The nonsense,
the confusion and the awkwardness of many narrative situations in thélice
books can be seen as caused by the childlike perspective Carroll adopts. Adcisi
OOEi PI U EAPPU O 1 E@ OP AOAITAO AT A Oi110C
possible loss of sense, coherence and linear story. It is also true, however, that
Alice is not alwaysthat happy while dealing with the constant nonsense of

Wonderland and of the LookingGlass 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; T T  OEA 1T OEAO EAT Ah ' 1 EAAGO
fantasy worlds around her is somethingin betweenbeing happily caught up in
them and trying to impose her upperworld Victorian logic upon them. She can no
longer speak good English, she recites poems distorg the original meaning,
OEA8O EAPPU xEOE AEEI AOAT OO6OTETC ETOT b
of her experiences, and of the baffling speeches of the creatures she encounters.
In this sense, theAliceAT T EO OET x A AEEI] AfdOnysteBousA A O A
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 basd on fear of
DOl EOEI AT Oh AT A OEARAOT OROAEEDWBI EOAAAI A
TheyOAT 1680 EAOA A DPAOOITTAI AT AA T &£ 11 OAIl E
shaped by the standards of adults and the consequences of following or breaking
thAEO OOI AOCo# AOQI 1A DG EIGBCET AOU xI1 OI-AO AOA
logical, they are also completely amorat it is as if he is leading his readers on a
AEAOET T Al EI O0OT AU ET O A AEEI AGO I ET A8 )]
he dediated The Hunting of the SnarKater recalled that Carroll has told her that
£l O EEIi EO xAO OEA COAAOAOGO bpiI AAOGOGOA Ol
(Collingwood, 389).

The fact that Carroll is following a childlike model of narration is explicitn the
prefatory poemof! | EAAS8 O ! AOAT O Ovbekehe \irites tiial theAafeO1 AT A
was constructed according to the instructions of the three Liddell sisters (8),
AT A "1 EAA8O 1T x1 ETAEAAOQOEIT xAO OOEAOA «x
Chatawd) AT i1 AT OO0 OEAO OIT A OEET C OEAO i AAA
O A AEEI A xAO OEAO EA 1T £ZO0AT OITE EEO AOQ/
one had somehow helped to make the story, and it seemed a persobal OOAOOET 1 6
(Collingwood, 389). The contrast between childlike and adult perspectives is
evident in the contrast between the content of theAlice books and the prefatory
and conclusive poems that frame them. These poems present an almost idyllic

description of the subsequent stories (whit 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 theelves

intrusions of an adult point of view upon that world. Significantly, the tone in

xEEAE ! 1 EAAGO OEOOAO AOEAEI U OAATT OOOOAO
OEA MEEOOO AiTE Al AAOI U AAET AO OEAO 1T £ OE,
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 visionof childhood the poems imagine. Rather, it is childhood

as experienced by a childlike mind: amoral, illogical, ambiguous, confusing. A

deeper exploration of childzcentred experience in theAlice books will be the

subject ofthe next section.

91



¢cq O(A 7A0 0AOO |1 Azbutrthes IGvAsAPart of His Diehrf) O O A
Oi 1 Adq 4EA #EAOAAOAOD} OQ

Fig. 11Maggie Taylor,These Strange Adventures ¢ tpo8 4 AUI T 08 O
floating Alice dreaming, surrounded by swirling cards: the world in the background
is flat, while Alice and the cards seem almost thredimensional, suggesting the
possibility of dreams being more tangible and alive than agal reality.

0) £ ) xAOIl 8 @habdlAuvgling through herAelrs, @ A E A
all seemed so ridiculoug &) OET 01 AT 60 AA I
(TTLG 198)
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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 | 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 acc€ 0 O1 A AEAOAAOA08O OEI OCEOO
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
AEAOAAOAOGO 1 ET A Erferdate @Bhow weQuBdarbtdad redl 1 U x E
i ETAO O x1 OEs8 )OO AAT AA OAEA OEAO ET A
xT Ol A AT A@AAOI U xEAO 100 EIT OAI 1 ECAT AA A
541), or at least that they are the creations of a reahind, and they are based on

A OAAl T ET A0 AobAOEAT AAOG8 )1 OEEO OAODPA

into minds, and this is especially true ofl9t" century literature, when

as technology usurped romanticism, the essence of human nature was
bei ¢ NOAOGOEITAA j88Q8 )1 OEA EOAT OEA
artists came up with a new méhod: they looked in the mirror. (Lehrer,

Proust Was a Neuroscientisiii)

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

OADPOAOGAT OAOETT T &£ 'IEAAGO T ETA ET AAOEII
I AOAOOAOEI T 08 '1 EAAGO I ETA EO A [ EOOTO O
mental alOEOOAA AT A |1 AAEAT EOI 4 '1 EAAGO OEOOOA

insights into what real minds do. In this section | draw attention to some of the
mental processes that theAlice books persuasively describe, through the
cognitive vicissitudes of thei AET AEAOAAOAOG6O 1 ET A8 -1 OA

AgAil ET A OEA AAPEAOEIT 1T 4&# AOOEI OEOUh OEA .

2.1 A Curious Child

On the first page of the firstAlicebook, after having seen a white rabbit hurrying
AAAAOOA EA3O 1 AOAh AT 1001 OET ¢ A xAOAE AT/
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O E A BufdingQuith curiosityd § pp 48 %OAT Alide book@He Aerobd AT 1 A
decides to go through the lookingglass becase she wonders about the nature

and the aspect of the lookingglass world and wants to see with her own eyes

what it looks like. Later, Carroll describes Alice's character by saying that she's
1TOETC AO A Al ch CATOI A AusAxEAAT B ADOOBIO
i #A00T11h O!'TEAA 11 30AcAcqs 7T7EAO 1| AEA
mushrooms and weird cakes, and follow the most bizarre creatures is always her
irrepressible feeling of curiosity.

At the beginning of her firstadventurda | 1 EAA A@Al AEi Oh OxEAO
(17); when she comes back to the initial green summery lawn, she says to her
OEOOADPO OA/ EAA OOAE ApA0Q&EiI ODOKOAAI AGOI U
linguistic confusion (linguistic chaos being a peculia characteristic of
71T AAROI ATAqQ EO EAO AgAIl AT AGEIiTh OAOQOOEI
I AAODOOAT AAO 1T &£ OEA x1 OA OAOOMideddis AT A
(especially in the first one) are quite significant: Alice uses it often as an
exclamation todescribe her feelings of wonder related to her experience, or as a
xI OA O AAOGAOEAA xEAO OEA AT AT O1 OAOOh A<
curious croquetC OT OT Adé j yyqgqh T O j OAEAAOOETI ¢ O1 C
APPAAOAT AAd j yyQs

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
AAOOATI T U A PEEIT Ol PEEAAI OAT OEiI A1 09g o1 AOI
i TO00 DPEEI 1T Ol paadiihe Adpabilisfdk WaedeCitself 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 basisf curiosity is associated with

the brain sites of dopamine (the nucleus in the ventral striatum, connected with

B 12t401 8 tc}1 Flhtaetédtus3lp5D) e ACJ LY
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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 hippocampmu (where new
knowledge and notions are collected to form longerm memories). An article in
Frontiers in Behavioral Neurosciencd 1 1 A1 OAAO OEAO O1 OO0 OF
neurobiological support for a classic psychological theory of curiosity, which
holds that auriosity is an aversive condition of increased arousal whose
termination is rewarding and faci EOAOA O 1 Al T Owseemsthadithd A A O
more uncertain or unknown the stimulus is, the more intense and mentally
involving the feeling of curiosity; pereptual 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, andvhere he is goingz 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 thegemise thatA OOET OEOU OEO A | Ol OEA
and several different types of curiosity can be distinguished. One important
distinction is the difference betweenperceptualand epistemicA OOET OEQU6 | * /
et al.) z the first being a more basic form ofcuriosity, common to animals and
humans, and related to perceptual doubts and confusion, and the second
AT 11T AAOGAA O1T OEA AAOEOA &I O ETIT xI AACA [
curiosity is a complex phenomenon too, at first merely instinctive and pergeual
(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 ofthe world, about how an antimatter 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 namally, 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:
G@hildren acquire new knowledge in vast quantitis and their brain changes
OECTI EEZAEAAT O1 U AO OEAOA OEI A0 1T &£ ET OAT OE(
#1 CT EOEI 1608

4EAOA AOA OEOT AAT AT O Adriven I&ainiBgandkdgtitvdd AT A O
AAOGAT 1 Bi AT 66 j O#OO0OET OEOUhormatibnOSeekingdiE A -1 O
#1 C1 EOEOA $AOAI T PiIi A1 068 4EA 11 AEEZEAAOQOET
response to new experiences made possible by the stimulus of curiosity, while
changing the conformation of our brain, obviously also influences our own
identity and personality, especially during the process of maturation. In this
OAT OAh "1 EAAGO 1T x1 EAAT OEOU EO AAAPI U A&/
she encounters in consequence of the cognitive drive of curiosity, reflecting the
often-puzzlingexd AOEAT AA T £ CcOl xET ¢ ObP8 . Ax AEOA
AOOEOOAA AT A AEAOAAOAOR AT A OEA EAADPO AO
OEAO0 O OEA COAAO POUUI AAd AT A O1 A0 T A Ot
morning? | aimost think | can rememb® AAAT ET ¢ A AAAWQI).A AE £EA
wNOAI 1 Uh OEA AAT 20 AT OxAO OEA #AOAOPEI T A
4EA AEOET OACOAOEITT 1T &£ "I EAAGO O1 EOT AAI
progressive and layered with different meanings, buttiis 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
AGEOOAT AA 1 EInférAcDZs AE). HpwsvAr] He Anbkes 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

AOOT ET ¢ ET EAI 1T h EEO £ECGOOAastthétwegnhieOAS O E
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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,
Metamorphosi$, 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 gteping, 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 curiosyt 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 had in hand with
moral darkening (and feminine behaviours).

Two features important for the arousal of curiosity areuncertainty and the

unknown:

the first thing the scientists found is that curiosity obeys an inverted U

OEAPAA AOOOARh O OEAO xAB80A 110060 AOOE
subject (our curiosity has been piqued) but notOT T | OAE Il x Ad OA
uncertain abouttheAT O x ACeOBOh O4EA ) OAE 1T £ #0O0l

The gap between what we know and what we still do not know provokes the
AOiT OOAI 1T 4&# A EETA T £ EOAEh xEEAE AT 1 000 |
IT OEA, RAedBRiOd jO4EA ) OAE 1T &£ #OOEI OEOUG(QS
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 basesof 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 hildhood, and

experiences held in memory, all play a role in the elaboration of moral thoughts
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and behaviours!” Lehrer argues that what causes the lack of recognition of
morality in psychopaths is anemotional deficit. Psychopaths' brains reveal,
through brain imaging techniques, a broken amigdala: the amigdala is
OAODPI 1 OEAT A &£ O OEA AOI OOAT 1T /&£ AOGAOOEOA
people even think about committing a "moral transgression” (Lehrer,
O0OUAET PAOGEO AT A 2 AOE kery siprisinglyShawsihé&rthé 8 4 E T
rational activities of the brain do notplay 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 immorallypur 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 reatiing a psychopathic
level of emotional deficiency, our amigdala can work less when the neural
T AOx1T OEO 1 ETEAA OF OEA OEOAE 1 &£ AOOEI OEO

curiosity is strong enough to cloud other stimuli, and, like some kinds of please,

AOOEI OEOU EO A O1I OAI 1T U AAOT OAET ¢ AAOd OE
ET £ Oi AOETT OEAU AOA AOOEI OO AAT OOh 1| OAE
(Kang et al., 964).

4EA ATTTAAOQET T AA GdrideA actiohsiafd/A Aeiaid killOfOET OE O
i T OAT Al ET AT AOO OAEOAO OEA NOAOOEIT 1T £ OF
AAOGAOEDOETT 1T &£ EEO EAOTET Ah EiT AAEAOAI U

AAAO OxEOE OEA AACAO ATEITUIATO T &£ ,EEA (
childhood, when all is new and fair, and when Sin and Sorrow are but names
Al POU xT OAO OECIEAZAUETI C 11 OEET©Ad EAABOOI
curiosity is importantly t hat of a child. Carroll did notwant to subject children,

through his story, o some kind of moral message: while Victorian fairgales

17y ] OEA AEEI Ao O AOAET OAAO OOAAAO oi PECi 11 OENOA
Ai BT OAT O AAT O 1T A O0i OAADC TAOGAQB ADOOAABKH ABDAICAT Ad
APPOAEAT OET1T j OEOT OCE OUI ADOAOddev@lBpindre®das 1T q AT 111 .

OUOOAI 08
181t is also true that Carroll wrote this description in 1887, many years later the publication of

the first Alicebook, in a period of his life where moral reflections were beginning to play a more
relevant role in his thoughs.
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x AOA 1T £O0AT &OI1 1T &£ PEI OO [ AgEI O AT A 11 O/
AOOEOOAA AOI EA xEOE OEEO OOAAEOEIT 8 4EA
with parodies of Victorian songs &8 A BT Ai O &£ O AEEI AOAT h A’
rewritings are macabre, caustic, and full of black humour. At the beginning of

T EARAGO AAOAT OO0OAOh EAO AOOET OEOU i AEAO

ET OEOET ¢ | AOOACA OAOETE EAO ORRAEODR AOAOA
1 EOOI A OO1I OEAGOG 1T &£ 6EAOI OEAT 1T OECEIT OEA
AEEI AOAT OEAA ¢ci O AOGOI 6h AT A AAOAT OB A
OEET CO06 jpxQq8 !'1 EAAGO OAADPOEAEOI AAI OO O
in her later response to the Duchess, who is obsessed with the idea fofiding a
iTOAl ET AOAOUOGEEI cCch AT A EO T1TTEETC £ 0 |
Alice suggests (94).

Three different but interconnected meanings underliethe linkA AOx AAT 11 EAA

curiosity and the absence of morality in her adventures. Firstly, curiosity is such

a potent mental stimulus that it abolishes other rational considerations;

SAATT AT Uh 'TEAA EO AO AT-ARCAATO®ENT ATATII AC
morality, as dscussed in the previous sectionand 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

AEEI A6O | AT OA&I 4EBROBEEOAE AT 111 OACETT 1T &
OAl1l AGAG O1 EAO O1 AxAOAT AGO 1T &# O3ET AT A
exploration of the world motivated by her curious attitude that ! 1| EAAS O

ingenuousness is destined to vanish, in the inevitablprocess of growing up. Her

childish curiosity will drive her to become an adult, to discover that angelic

innocent babies can actually be ugly pigs,that it is possible to be drowned in

OAAOOG AT A O1 00T xh OEAO AAOI OBO IODAR Ol AOAI
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 Alice is a little

O1 bOT EOEAA %OA8 (1 xAOAOh OOGEA 711 AAOI AT A

190 4 E Ababyrefilsode humorously dramatizes the arbitrary nature of conventional attitudes
O x AOA E1 AANoénée, JersR)ATh&E mefamorphosis discloses what the true
nature of many children can actually be, despite their beingften portrayed in Victorian songs
and lullabies as angelic and pure creatures
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xiii).

Fig. 12Margaret Tarrant,
illustrationfor ' 1 EAAS8 O
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.

yo6i 17O AOCOET ¢ OEAO # AOCméatddissussinbth©AAT U
Alice books, but rather that his narratives explore the complexity of childhood
and innocence, and challenge common representatioa$ the purity of childhood.
#1171 OANOAT 61 uUh O3ET AT A 371001 x6h OEI OA OA
declarations, begin in Wonderland to actually signify something. The discovery
of their meaning will eventually lead Alice to become a growsup woman, no
more the little girl of the golden fairy tale. Curiosity will in the end make Alice
AAOGI 6h AT A ET #AOOI 1160 1Tx1 AUAO OEEO Al
AAOGT 1 OOA 11 0068 ! AAT OAET ¢cl uh AO OEAs OAAAE

beginning to sense the final danger inherent in Wonderland: her own
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and temporarily suspends the more complex implications of her descent into
Wonderland. The frightful adventure she has just experienced is labelled under

OEA OAAOGOOOET QurioAsMORAT OB 14EEOA OAOOAAD 1 A
difference with the secondAlice book: if in Alice in WonderlandDEA EAOT ET A6
discoveries are ultimately relegated to therealm of dreams and thus not

completely realized, inThrough the Looking@assshe 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, aftdmnet 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

pi ECT AT AU O OEA 21 OA60O0 OAIi AOCE O1T !'1 EAA

~

begi T ET C O Z£AAAh UT O ET1xd6 jpowds

2.2 The Dreamchild Dreaming

Fig. 13Lewis
Carroll, Alice
Liddell Asleep
Spring 1860.
#AOOT 118
photograph of
Alice Liddell
shows his
fascination with
dreams, and in
particular
AEEI AOAT
dreams (even
AAOOAOR
dreams). Carroll
took his
inspiration for
this picture from
4ATTUOIT
poemThe
Sleeping Beauty
(see Douglas
Fairhurst, 100-
101)
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)y £ ' 1 EAA8O AOOET OEOU AT T ECEOAT O O1Ti1 A OAA

impulses, the same is truegven in a more complex and elaborate way, with

OAOPAAO O OEA OAPOAOAT OAOGETT 1 AntHel EAAG O

first chapter (33-34qh #AO0O0OT 11680 ET OAOAOO ET OEA x1(

associated with his interest in the Society for Psychical Research. According to

Douglas& AEOEOOOOh O7O0EOQOETI C 1 EEA A AOAAI EO £

i pcuvgs 04 EAR xAE 1A RCABEFitees 28 Carroll declared about

T EAAGO ! AOAT O Gaihhu@h i that Bodkithd grablematiclaspects

of dreams are not foregrounded as they are imhrough the LookingGlass where

Al AQGEOOAT OEAT Al GAO ENRIGO & OO0 0RO OE@ARBI
#AOOT 1 1-ik®writhh@®t&nds 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 muclyuoted passage

AOT I EEO EIT 00T Al O xEEAE ) EAOA Al OAAAL

dream without the least suspicion of unreality: 'Sleep hath its own world’, and it

EO 1T £O0AT AO 1 EZAI| E bilriesA\®I II(BB)AThd néuroBcerdtis j 7 AE A |

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,

anddrugET AOAAA DAOAADPOEITI T O j O4EA #AOA £ O A
Neurocognitive inquires argue that our dreamA AOEOEOU EO OAIT 1T O0OA

experience an adequate level of cortical activation, when there is a lack of

external stimuli, and, finally, when a loss of conscious setbntrol occurs; and all

of these phenomena can also happen in other mental contextsatnsleep (see, for

ET OOAT AAR *EAR O&EAIA 1 &£ $OAAI 06Q8 )T i1

herself: Wonderland and the lookingglass world are mirrors of her own mental

world, full of characters from nursery rhymes, talking animals, pupiteacher

relationships, various kind of delicious foods in short, everything that can have

A bl AAA ET A AEEI AGO OET OCEOO8 &OOOEAOQI T C

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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OEA 1T AET AEAOAAOAON AT EI Al doved animaEA Ol A
conversations, adventures, eating and drinking; the game of croquet (Alice' s
favourite outdoor game); and (Carroll underlines this in the prefatory poem of
OEA EEOOO AT 1T EQ OOE AAW, 7)20EN e lookihdglagsworld AT OA E
EO Al O A OAmI AAOGEIT 1T&# "1 EAA8O 1T x1 DOA,
beginning of the secondAlicebookh OEAO OEOI OCE OEA [ EOOT C
i OEAO xAUbd jptxqh AT A ETAAAA OEAU Ain 10
glass world have the goal of becoming a queen, paralleling her own path towards
growing up and marrying. Indeed, the adventure$ £ ! 1| EAA AOA A [ EOC
own identity and thoughts asCarroll sees them

4EA TAAAOOAOU £EI OAO 1T &£/ OEA AOMET OEAI
complicates the picture. It istrue 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
ET £ OAT AAA AU AAOI Odney like @mplkascidedESudn €elf AT A
correction is analogous to the revision process necessarily involved in dream
reports (Foulkes, 17). Different layers are merged together in the creation,
OAATT 1T AAQGETIT AT A xOEOQOET C 1T MAANEAAER AAQAM
mind, the most inaccessible of the layers, with her childish and mysterious
dreams. Secondlythere 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. Arfohally, there
is the virtual Alice, both the child who experiences the nightmarish atmosphere
T £ 71T1TAAO1I ATA AT A OAIT1 O EAGOSBEDAMNMA 60K AW
and the Alce who subsequently goes through the lookingglass and begins to
guestion the essence of dreams and mastery, and to realise that to be trapped in
OTTATTA Al OA8O0 AOAAI EO 21 #DAOIEAG®GAO dEAOO
explorations of the dreaming child ae able to offer a rich and complicated

s o~ A o~ X

DEAOOOAh A@bPiI T OEIT ¢ xEAO A AEEI A8O AOAAI

20 This requirement is specified by Secunda (Alice was the second of the Liddell sisters in order
of age).

21n this sense TTLGcontinuously presents characters who want to b masters and dominateg o
AOOh AO xEOE (Oi POU $0i DPOUBO AAI 1T h OEAU Ail OATA

10¢



AT 1 bl AGEOEAO AT A DPi OOEAT A Ai1 OOAAEAOQETT O
mediation of dream thoughts to an adult audience, and to the jpositions of that

adult perspective itself22 TheAliceAT T EO POOOOA #AOOT 118680 1 x1
' 1T EAA6O AOAAI Oh AT A EEO POI COAOOEOA OAAI |
to escape from the eternal childhood created by his dreawriting trap.

/ITA T &£ OEA AEOOET AOEOA EAAOOOAO 1T £ AOAA
OAAOAAOAA AU #AO@INIOOE @ 60 EOA BDEIAIAG O 1 1/HE AGAIA,
changes size, she's not sure about her own name (in the lookuigtpss world she
evenwantsto loseher name), and sheissosurprlEA OEAO OEA ONOEOA
Ol OPAAE CIAAW, 20piSiRimBkésSpontaneous associations without
AT U APPAOAT O EiiT AAEAOA OAI AGAT AA j AO OAO
eatbats? Docatseatbéde $1 AAOO AAO AAOOed OEA OADPA.
down the rabbit hole (AAIW, 14). The fact that dreamlike states can occur even
if one isnot dreaming, under certain other mental conditions, raises doubts about
what is really real,and this doubt is continuously present in theAlicebooks. 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 claracters from her dreamy adventures, she goes to take her
teaz OEO0 O AOKAADO OAA OEA - AN7).(SAOOHREB OAT A
OAPAAOET ¢ OEA AAOO 1T £ EAO AOAAI h AOAT AO
EAI £ AAI EAOAA EAOORAHNE EOA A & TAR OA Ail BB 1j IpE A
same time, as pointed out above, they both are also figments#fA O Obwinl 8 O
dream: the White Knight, possibly a double for Carroll himsef® points this out

AT 1 OET 01 601 Uh OAUET CTIME®R5.0 1 U 1T x1 ET OAT O

23 AA 471 3011 AEAI 60 TiciEIGC DOIEAAO 11 AOAAIETCH

OEAT T T AT Al #EAOAAOAO AT A ' ANOAET OAT AAo6 8

23] shall return to the association betveen Carroll and the White Knight in the second chapter.

104



Fig. 14
Albert
Asensio,
illustration
for the book
cover of
Alicia en el
Pais de las
Maravillas,
2013. The
profound
depth of

'l EAAG
sleep, as
well as its
fragility and
contingency
, Clearly
emerge in
this poetical
image.

The similarity between the working of the human brain in the oneiric state and
in the waking state, can also be shown by considering thearrative 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 dreanmmgternal inputs,
into some kind of order: this is neessary to coping cognitively with a vast and
bi 1l UOGAI EA OAAIT EOUS $1 i1 ET ££&£ OADPT OO0 OEAO
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
Ol ETOAT 06 jO4EA #AOA mEI O A #1cCcl EOEOA .
OAAT 11 AAOO EAO OOAOETTAI 6 EAAAOh EAO AdZ
chess, tea, candies...) and constructs a dream order, a féwmcistory, from
AOAEOOAOU OOE Eh AT A OEAOGo2O 711 AAOI AT A
AEETI A AAOOEAO OEA OEOAAOQOATEI C EETCAITI 1T &
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It is true that Wonderland seems to exemplify the reign of chag® and there are

OxI OAAOITO &£ O OEE0O8 &EOOOI Uh #AOOI 11860
not impose a too logical structure upon it, because that is not how dreams unfold:

OEA EIiI POi OEOAA OOiI OEAO OEA T ET A AOAAOAO
considered logc A AO OEA xAEET C [T ETA8O0 1 AOOAOQEII
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 equivoal.

Secondly, Alice is @hild8 4 EA DI xAOA£OI El-corweptiodal 1 £ # A
mind, and his affinity, though adult, with childlike mental states, enable him to
OAAOAAOA A AEEI A6O AOAAIi8 (A AT OI AT 20 E
discoveringj OAA &1 61 EAOh $1 1 ET £#£&h 2AO1 1 6001 qh
dreams have a different neural conformation from adult's dreams. Alice is seven
UAAOO T1 A ET #AOOI 1180 OOI OE-Akédreahingh O#EE
O1 OElT ACA pnHOAAIEGAHTQOKERD AAAPRAAETI EOU &I O
ET & Oi ACEiTh AAAAOOA OEA AT OI AT60 EAOA
neurons capable of managing it as adults do. Mental imagery, a resource the mind
only establishes gradually, is an important preequisite 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, spa&; and
i AATETC EO OOEIT O1 AAOOAET h AT A OAEAOAT A
are often obscure. When Alice goes through the lookingjass, on the other hand,
she is more adult and has a more developed character, and so the lookgjlgss
world is as appropriately characterized by its more logical configuration, its
DOAAEOA OOI AO j OEIT OA 1T &# AEAOOQh AT A ! E.
gueen. The sexual and macabre elements of the lookhgépss world are also more
explicit, and Alice doesti fail to notice them.

4EA AOAAI OAAT ACET O 1T &£ #AOOiI 1180 001 OEA

of moral impairment that | have discussed in relation to the stimulus of curiosity.

#3AxA11 xOEOAO OEAO OEA .11O0ATOA EO AT AOOh EO i
AAOAAEOGI 1T U 1 EI EOAA x1 Ol Ah Afgiq®BOIi(111xBA0 AMGhA )ABHOA A GA A6
that# AOOT 1 1 6 O Idsihhvethdir Gwh inmel IQyic but saying that this logic often

appears as a dreantike 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 relationithh morality,
raising questions like: is there a direct correspondence between our waking self
and our dreaming one? Do our drearactions have moral implications in real
life? Can we somehow control our behaviour in dreams? (sééullane, Driver).
These areall 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
OEA AT AOT 1éabidek & @tfat isAhaphening, 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 amorabehaviour that characterises theAlice
books is also connected to theirdreamt EEA NOAI EOEAORh AT A O1 #
of the elaborate and obscure nature of dreams.

One further quality of the Alice books related to dreamilike 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 aggressivanteractions are more common

than friendly interactions. (884)

This impressionisbddT A T 00 AU OEA OAGKEIOCEAOCEDEAADI
(M. Gardner,xiv). Alice's vicissitudes have elements of the violence and horror

typical of nightmares, and hemumerous 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 innocenceof a child/rose;

there is a dreamchild who becomes asnake O1 EOOI A CEOI 0 AAO AC(
AO OAOPAT OO Aih UT O ETTx6 OAUO !''1 EAA Ol
OOEAT OEAU-2OA A EETA 1T &£ OAOPAT 006 jdvxqn OE
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
xEEAE OOiT 1 AAT AU HHEG i58)Athe@iisiahDdek of @nimate



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.

#AOOT 1160 AEABEITAAAAGDERIOLR 1T £ EAO ADOE
1 AAAO OEA OAAAAO 11T A Ai1011O00AA EI O0OT AU

and its relationship with an adult perspective: as Nina Auerbach observes,

other little girls travelling through fantastic countries, such as George
-AASTT AT A6O O0OET ARAOO ) OAT A AT A ,8 &
OAPAAOGERRAIU YDed OWDOERO) ©EANTIOU ' 1 EAA O
inward from the beginning, sensing that the mystery of her surroundings

is the mygery of her own identity.j O! 1 EAA AT A 711 AAOI AT A

(T x OAAAAOOGS 1 ETAO ET OAOAAO xEOE OEAOA
section.
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o (ThéMagic Words Shall Hold Thee Fast: / Thou Shalt not Heed the Raving
"1 AOOGGY 4EA 2AAAAOO

Fig. 15Julia Sarda, illustration for! 1 EAAS8 O | AOAT O OMADIn thik illudtdatiodh A O1 AT A
several topics relevant to this chapter are represented: theact of being transported in a
storyworld, the dreaming, and Alice being both the dreamer, the reader and the character.

0) 6660 A COAAO EOCA CAizhldveE AEAOCO O
the world zifthisisOEA xT O A AO Al 1 h UI O ETT x
(TTLG 172)



What readers encounter when they engage with a narrative text is, in a figurative
sense, aworld, with its own specific rules, its inhabitants, its features and its
landscapes. As | discussed in thierst chapter (13-15), in order to better grasp
the existential status and characteristics of these fictional worlds, literary
OEAT OEOOO OOAE AO 2UATh O0AOGAT h s$T1TALAT A
model of possible worlds to the exigencies of narrative theory. Interdisciplinary
exchange is always to beagarded as a fruitful possibility for literary studies, but
the application of possible worlds, as developed in modal logic, to the analysis of
I EOAOAOU x1 O1I AOG EAO 1T £0AT OAOGOI OAA ET G
metaphorization of a concept whose nginal nonfigurative significance is far
from selfAOEAAT 66 j2iT AT R xqs 4EA OOA 1 &£ OE
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 debatirdy.Nevertheless,
possible worlds theory does offer interesting insights for the analysis of liteary
texts, and touches upon several important issues regarding fiction: the
ITOTTTCEAAIl OOAOOO 1T £ OEAXTHEAMOEDAIAAOKITIOA
DOl AT Al T £ AAAAOGOEAEI EOU AAOxAAT OEA OAA
different modes d 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 higuistic
PEATT 1T AT Agqh AOA ODPOACT AT 06 x1 01 AO | %Al h
AAT OEOU T &£ OEAEO i x18 )1 OEA 1 EOAOAOU AT
OAOI O AOO OAOEAO AAOAOEDPOEOA AiTAADPOO OE.
theyinvi 1 OA OEA TTO01T1TcU T &£ AT TAOAOA AOOEOOE
while possible worlds in philosophical terms need to respect certain logical rules

(such as the law of norcontradiction and the law of the excluded middle) in

504EA AEOAOCEI C E1T OAOPOAOGOAOGEI T O CEOAT O bi OOGEAI 4
any attempt to view a possible world as a clear, straightforward and unequivocal concept which

OEA OAOEI OO AEOAEDPI ET A0 AAT A ArdaBunmaBl obtheOEAEO T xT |
different interpretations of possible worlds among philosophers see Ronen (especially 246),

or Berto (105-120, and 207228).
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order actually to bepossible, possible worlds of fiction incorporate violations of
I1TCEAAT OO1I A0 xEOEI OO0 AAAT T ET ¢ OAI Al
impossibility is not a restriction, but rather a new domain for exercising creative
bl xA0O6 | #irHisAdctionadogtshderspective that takes advantage of

E A

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 irgrpretative processes and the

creation of narrative worlds.

3.1 ACognitive Approach to Fictional Worlds

Ryan, in her Possible Worlds, Atrtificial Intelligence and Narrative Theoryffersa

catalogue of the different universes of meaning embedded in a narrative world,
elaborating on the internal system of that specific world (109123). This

ET Al OAAOh A£I70 ATAOGATORICM A EG+C OEA ET T x1 AA
of the charactersET A 11 OATINOITAOh 6ATxEHAE Al 1T AAOT O
determining what is allowed and not allowed in a specific narrative scenario;

OEAOA EO -DE@I AD&EAODTAOAA O OEA xEOEAO Al
and, of particular significance irrelation to the fictional worlds of the Alicebooks,

OEAOA ABREOEAOA@hO xEEAE AT AT I DPAOO OEA E
hallucinations, dreams, and fictions within fiction. Thus, characters can recreate
themselves other fictional worlds, within the one they inhabit, by means of

AOAAIT O AT A EIi ACET AGET 18 4ERNEOEBFAOAT O OA
further possibilities within an F-universe, since dreamed characters can
themselves dream, and the characters in a story told by Scheherazadey

themselves tell further stories. This applies also to the recursive dreams of the

AliceAT T EOd ' 1 EAA8O AOAAI 1T &£ 711 AAOI AT A AAL
EAO OEOOAOS6O AOCAAIiN AT A 11 EAAGO OAAI EOU E
wakesupd A EAO O1T 001 AAAAOOA EO8O OAA OEI A
OEi Ao 1T &£ OEA -AA (AOOAO AT A OEA - AOAE

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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ET OO1T AOGAAA &£ O EOO 1T x1 OAEAh EO AOAT AOA
EQOO i x1 T20AEOG6 | ppw(d8

The potential recursivity of F-universes also offers a possible model of
explanation for the famous scene infhrough the LookingGlassin which Alice
finds the Red King dreaming, and Tweedledum and Tweedledee tell her that he
is dreaming about her, and thatiEA 1 A&ZO 1T £#&£ AT ET ¢ O h OEA

AAAAOGOA OEA EO 111U OATLGL9®AsNiadn Gakliet C ET |
x OEOAOh OAT TAA O1 00 1T &£ ET £ZET EOA OACOAOGO
Alice and the Red King. Alice dreams of thH€ng, who is dreaming of Alice, who

EO AOAAI ETCc T &£ OEA +ET Cch AT A O 11h 1EEA

calls this narratve AAOEAAR NOI OEDOOAT &EDOARDABOR | PhpC

vicious circle which prevents us from deciding whib character is real or primary.

O AE
o A

Fig. 16Kenneth RougeauThe Red King Sleepilg ¢ mmw8 21 OCAAO
OEA OOOOATCA 111 P66 ETOITOAA ET !l EA

-0

T> Ou
Qu

27 This phenomenon is also explained by Ryan with the Al 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 bdeft at the end of the text is the ground level; but this order is
OOAOAOOAA xEAT AT OOTATTAEOEIT Al o OARpéoidge OA AAO

OOAAE 1T &£ AT OEOI 11 AT 6O &EOi i xEEAE 11 OAOGHOBOT EO DI
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The recursive logic of this passage, and the general sense of recursive
representations to be found in theAlices canalso be viewed as an example of the
circularity that characterises the relation between fictional worlds and the
cognitive acts of their creation and recreation. This is the perspective from
xEEAE ) Al bDPOI PT OET ¢ O EI OAwgfotbdsAithOEA DT |
A 1TTOA Aicl EOEOA 1 OEAT OAOEI T8 &Oii OOAE
cognitive acts of creation of her fictional adventures, themselves function as a
narrative depiction of the reciprocity between creation and interpretation.
Aliced O AT CT EOEOA AAOO OAOOA O OOACA OEA E
Glass land are narrative worldger 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 addss the topic ofhow 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 discursive universe for which the truth
texts are outside truthO AT OAOET 1 q OEAEO OAT OAT AAOG AO
(Dolezel, 24). The fictional operator (f) delimits the fictional vorld (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 (3147) 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 dE £EA OAT AAO A&OT I AT A OEI El AOEOE
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 princide 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, widds like those of theAlicebooks
IT OEA AT 1 OOAOU A AmmAraefA ACH A QO OORAGDE ThHeRPAIT A T
continuously challenge our prefabricated ideas of the actual world (be it
Victorian or contemporary) and frustrate our attempts to apply actu& world
rules to Wonderland or the LookingGlass world.

This way of conceiving the readettext relationship, however, is based on a
OOAI AGEOGAT U OT pOT Al ATl AGEA OEAx 1T £ OEA AA
(Ronen, 70), since the actual world isanything 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 realilpased experience in
order to understand a narrative world and the cognitiverelated view (see
Turner, The Literary Ming of our mental processes as in part already narrative
in their nature. As Stockwell writes, the possible worlds perspective on literary
OA@0O0 1T AAAOG O1 AA NOAI EZEZEAA AU Alts APDOI
I OEAT OAOET 146 | weQs 30AE Al EIT OAOOAT OEIT 1
001 OEAO xA AAT OPAAE 1 £ AEOAT OOOA x1i OI /
readerly interactions with possible worlds: possible worlds with a narratological
and cognitveAET AT OET 106 j woqs8 ! AOOAT T Uh OEA DOEI
can be reinterpreted in a more cognitive fashion, helping in this way to balance
OEA Ox1 Ol AETAOGOGS6 1T &£ EEAOEITAI x1T 01 A0 xE
readers. If the frame of refeence of the principle of minimal departure is not
taken as the actual external ontological world (which is too problematic a
AT TAADPOQq AOO OA Gexidiy cdytive(pArdmelre @ &ould iz A
appropriated to a cognitive approach, helping to oueome the limitations of
possible worlds theory.

In addition, several other cognitive concepts could be integrated into a
modified possible worlds theory z concepts such as blending, conceptual
i AOAPET OO0 AT A AT Cl EOEOCA RRAIGEDART QK O WD EIOA
worlds, which makes them existentper seeven in the presence of logical
contradictions, fictional worlds are nonetheless constructions of the imagination,
AT A AAT 8O0 AA OADPAOAOGAA &£OT i OEA TAO&ED EOE(
section of this chapter | 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; | am now claiming that these theories,

combined with possible worlds theory, can help make sense of the tereation of

OEAOGA x1T Ol AO ET OAAAAOOGS 1 ETAO8 7EAO OEA
OEEO Al Ai 61 6A0 AAOxAAT AOAAOGET C 1 ET AOh
fictional world is a dynamic landscapeacross 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
AAAT O1T O &£ O OEA AT 1 AADPOOAI EGET ¢ DI xA
seemsOl EAOA 11 xAUu 1T &£ AAOGAOEAEI C | 8Q
DOT AAOOA © AR AG Berception.§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 rengering

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
totheonespi BT OAA AU OEA EEAOQOEIT T Al OAOOETI C8 4E
immerse themselves in a somehow prexistent and determinate fictional reality.

The process is a dynamic and reciprocal negotiation between reader and text:

there is no fixed, preexistent narrative world, but neither do readers create a

new reality ex novo. Rather, the act of cognitive deixis allows readers to create

their minds a mental model of a story world: a model in which events, persons

and objects have the relations indicatedby 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, storical and social
environment of each reader. Immersion in a text involves some standard
cognitive processes, the features of which are influenced by the individual
AEAOAAOAOEOOEAO AT A Ai1 OA@OO 1T £ OCAAAARAOOG
idea of a stable reference world in two ways: firstly, the historical and cultural

settings of interpretation are relative and contextdependent, providing a

variable background; and secondly, this background is itself informed and
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shaped by the narrative encouter, 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 pasble world articulated by a fictional
text is an instance of mental mapping between different frames (the text, and the
OAAAARAOG6 O Ai Ccli EOEOA Al 1 OA@OQs %POOADPT 1T AO
spaces creates a new space, the blend. The fictionabnd is the result of such
mapping.

Such an account of reading is worth testing in the specific context of tiAdice
books, because the cognitive efforts required by the Carrollian narrative worlds
are challenging and peculiar. Cognitive deixis is farmed 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 particularstoryworld logic, that specifies
what the possible properties of objects are and what relations can exist among
OEAi 6 j3ACAT h O! #1 C1 EOEOA OEATTITATT I
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
OOABOOAT CAT OAO AOA 1T EOAT AEAOAAOAOEOGAA
AT Al AT 606 j (AT EOh pnmnQs

The first textual clues to genre in theAlice books are the introductory poems
at the beginning of each, which direct us towards a kind of idyllic fairy tale for
AEEI AOAT 8 / OO Ai ¢Ci EOEOA AgPbAAOAOEITI 1 O AOA
chiid i T OET ¢ OEOT OCE A AAM B, amdAirectdd TbA h® O6  j
AT OEAEDPAOI OU AAOCGHEEOLOEEH AMUBGABDWAOWd AL |
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 dreamlike words Alice starts to repeat while falling down the rabbit
EiT Ah OOAE AO OAT AAOO AAO AAOOGe $1 AAOO
guite grotesque associations. Themwe 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 shortlived, because Alicdlouts the traditional laws of

AEEI AOAT 60 OO0OT OEAO AU AOETEET ¢ &£01Ti1 OEA
Ol EAA 1 EOOI A OOI OEAO AAT OO AEEI AOAT xEIT I
AT A TOEAO O1 p1AAMAD their @ré&sgonsip@ curiosity. This

passage introduces one of the few constant features of tiAdice books, their lack

of morality and parodic attitude towards traditional Victorian stories for

children. This feature, regularly reinforced by parodies of welknown moral

poems, indeed functions as a deictic indication of genre, and in part guides our
understanding of the text.

As Segal argueswith®®BDAA O O1 £E A ©&deitti©certidr dogshdt AOAT h
remain static within the story, but shifts as the story unfoA 06 j O. AOOA OF
#1 1 POAEAT OETT16h poegqh AOO T AOET 601 U OEA
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 whid 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 feate of the two stories, is a
difficult genre to grasp in a definite, univocal way?8 Multiple possible genres and
types of story jostle with each other within the Carrollian fictional worlds;

i T OAT OAoOh AO OEA AT A 1T &£ Al OmencdhBag®liizénax A AE
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
El x xA T AT ACA OEA PAODPI AGEOERWdsidegatOEEO O
from our cognitive expectations in multiple ways, including their generic
instability, and in doing so theyput 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 | introduce the category of the unnatural as another way to approach the
nonsense genre.



by the deceptive and contradictory indications of the texts. This confusion
persists even to the conclusive poem at the end dtrough the LookingGlass
which takes us back to a romantic scenario of melancholic nostalgia, making us
guestion once more the genr@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 diffeznt kinds of immersion in
the textual worlds of theAlicebooks. Our own interest, age and historical context
guide the cognitive representation we create of thédlicebooks, compounding the
proliferation of possible interpretations they generate as literay works. As

DouglasFairhurst points out, whether Carroll presents an imaginary land

AO AT OAAOTI AOO AO 711 AAOT AT A «Ghass 1 O AC
, ATA r88y EI AEOEAO AAOAh xEAT xA Ag
readers will imagine exactly the same place; instead we are invited to

construct our own mental maps as & move frompage to page(36)

Carroll plays with the range of possible cognitive expectations, destabilizing
them and proposing new conceptual metaphors; theAlice books stage an
encounter between different minds not only in their representations of various
kinds of mental functioning?® nor in the more general sense of the encounters
between author, character andreader that provide the theoretical structure of
my approach but also in the juxtaposition of different types of cognitive

representation they elicit from readers.

The cognitive and imaginative effort required by theAlicebooks is not limited to
our re-centering in different narrative spaces. The construction of these worlds

also presents a distinctive challenge to our visualelated cognitive mechanisms.

29 By which | mean not only the mechanisms of curiosity and dreaming explored in the
character section of this chapter, but also the memoryelated processes and abnormal mental
functioning to be considered in subsequent chapters.
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%l AET A 3 A A OO D@dnind\dy th&Rpakdeddres thegyoal of analysing

and explaining the mental process® AT T EO Al EAEOh ET 1T OAAO
the verbal arts images somehowtlo AANOEOA OEA OEOAAEQOU 1 £
(5). Some of the concepts she introduces are helpful in considering the types of
imaginative construction we activate in order to gasp certain specific passages

AU #AOOlI 118 3AAO0OUGO AT T AADOO AOA AOI AAOI

OEAEO AAADP AAOOEAOEA ET OOEOEI rolbgy of EEAO
Ei ACET A OE Tahdwill jhelpAiktd ieiehfathom the imagirative tissue of
T EAABO x1 Ol AOS

Fig. 17John Tenniel,
illustration for Through
the LookingGlass 1871.
AARTTEAI 60 b
perfectly captures the
initiating power of
movement of the
sparkling
candles/fireworks.




To begin at the end, with the final feast from the last chapters dhrough the
Looking-Glasswe find an example of what Scarrycdl OOAAEAT 083 C1 EOEI
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 imagesduently
exploited by poets and writers in the creation of moving scenes (#85). A sense
I £ ITOEIT EO AOAAOAA ET OAAAAOOGSE T ETAO A
idea of something moving in the space being compared to the movements of a
point of light. The final scene o hrough the LookingGlasss one of the most vivid
in the Alice books, and infused with movement. The motion is first initiated, in
the book as wellasinourreA OAAOEOA Ei ACET AOET T h AU OEA
uptothecelET Ch T TTEETC Oi i AOEET C T EEA A AAA T
(278): this idea of a group of brillant things shooting upwards isa catalyst that
makes all the creatures and objects in the scene begin to move crazily around
Alice. So the bottleswith plates as wings and forks as legs, turn into birdike
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 & 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
OEi Ol AOA OAAAAOOGGE EI ACBRAAAEDIOYT T OEATAB
CTEOETIT06 AOO Al Oi OEA AAOCEAA -1M0EIFRAAEOQET |

feast gains dynamic power from the flashing candles moving towards the ceiling,

o
E
OEA OAAT A0 AAOEOAh AEAT OHdus &ubs@iionbiOU E O
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 moverhe

This practice of subtraction and addition linked to the metamorphosis of
creatures is a device Carroll frequently uses, especially in the Lookhigjass

world, to generate a constant flow of movement from one creature to another,

and from one scene or ibuation 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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OOET ¢ ET OF T AOOh T O OEA Acc !''1 EAA -AOGUO A
Dumpty.

4EA OAT A AEADOAOADOQI EOOREAEAO Al AQAIE
AAT 1T O OOAOEOUOh OEA AOT AAOET 1-likd ofifects.]1 OAT A1l
(petals in motion) z continually move aboutinOEA [ ET A AT 11T OO0 xEOE
(91). Indeed, the main feature of this chapter from the second of th&lice books
EO DPOAAEOAIT U OOAE AEOUh Al i1 OO0 ET OOAOOAI
(211), exclaims a puzzled Alice. All the things on the shpO0 OE AT OAO Al OAA
efforts to grasp them: the stability of the shelves contrasts with the ephemerality
I £ OEA TAEAAOO 11 OEAIinh AT AET OETI ¢ OEEO E
minds. The same thing happens with the beautiful rushes Alice trigs catch: as
soon as she reaches some of them, other, more beautiful rushes appear further
AxAUg8 -1 OAT 6GAOh OEA 11T AO OEAushed mditedd O O
AxAU Ai i 10060 1EEA OTi xh AO OEAU 1 AU EI EA
have AAT OEAO T AEAAOO xEOE OAOEOU AAOGEI U £I
rushes to melting snow, Carroll gives to solid things the ethereal and elusive

quality of a dream fading away.

#AOOT 1160 POITITETAT O AADPEAOErtdis likeéd to£l | AOE
the goal of representing the slippery and unformed nature of memories. The
AEADPOAOGSEO OEOI Ah 07111 AT A 7AO0AO6h OAZEAO

evoking the peculiar essence of memory. The White Queen, who explains to Alice

the advantages of living backwards (206207), 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
OEADPAI AGOG Al Ai AT 6h xAOAOh '1EAA 11 OEAAO

x AOAO6 jc¢pgQqh ET xEEAE EAO T AO0OO AOA AITT
indulging obsessively in distant memores. Alice picks the dream rushes, but the

most beautiful ones are always out of reach, like nostalgic memories of a distant
DAOON AT A OEA TTAO OEA AT AO PEAE Ei il AAEA
OAAT O AT A AAAOOUG | ¢ p uvgwo niuthxadettiBromthe! 1 E A A

fading of (we assume) her childhood memories, or to the fact that what her
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memory does catch ceases to be intergsg or beautiful, because she iglready

Oi'i AAOT OAAA E1T OAAET C xEAO xEicédthsADDAI
OEAOA xAOA OI 1T AT U T OEAO AOOEI 6O OEEI CO (
AEEI AETTAh T &£ COI xET ¢ Obh T &£ #AOOT 11 AT A

and of Alice forgetting about her former friend, is an obsessive motif ifhrough
the LookingGlasa A OO EO EO #AOOT 13 B8HO0FTAIGALODED O K
rarified, airy objects in this chapter not only functions to evoke mental images of
movement, butreciprocally becomes a thematiadepresentation of the poignant
and peculiar mature of memory.

Scarry points out also how mental images evoked by books can &aditionally
i ATEDOI AOGAA AU OOOOAOAEET Cch &I 1 AET Cch OEI

stretching the picture, as though the image itself were a smatiece 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 edyes.(111)

It is apparent how this description is particularly apt in relation to Alice in
Wonderland, ! 1 EAA8O AT 1T OET O1T 60 AEAT CAO 1T &£ Ol
stretching and enlarging, and then shrinking and folding in relation to her
surroundings. Following the textual cues, we do in our minds what Tenniel make

1T EAA AT ET EEO Ei 1 OOOOAOQGEITT Oh AT A 3AAOQO
is a papery creation, whom writer and readers can manipulate at their own will:

OxA AAT £l OOOAO T0O0 OEAEA i1 AT OAl EI ACAO¥Y
scenery, if we can only remind ourselves of their papery twedimensionality and

not be misled by the solidity of theirreaix T O1T A ANOE OAI AT 006 j 3 A4
, EAAATT T ECEO AA 100 1T &£ #AOOT1180 -AEEAAD
like, easily mouldedcreature, whom both author and reader can model in their

minds 3

30 The same division of attention recurs with the White Knight, who tries to keep Alice with him

A O A TEOOIA i1 0A OEIi Ah AOGAT AO OEA EAO Al OAAAU
direction.
) O EO #AOOI 1180 1x1 EIACETAOQEIT OEAO 1 AEAOG AOAI

eager to go ahead, to end the story, and escape from its pages.
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Fig. 18 Lewis Carroll, lllustration for ! 1| EAA8 O | AOAT § @sBAThis 5 bnd Afde O1 OT A
original illustrations made by Carroll himself for the first manuscript of! 1 EAA8 O | AOAT OOQ
Underground This Alice has the same dark and intense eyes as Alice Liddell, the same charming

and somehow disturbing expression. Carrédraws her as she is growing in size, expanding to the

limits of the page, trying to escape the uncomfortable status of a paper doll.

4EA 1 A0GO EET O ) xI O A 1EEA O AOAx £EOI
O&lI 1T OAT 0OODPDI OE O Indalail thap imagiaigy fl@vErdis oh&dd I A
the easiest creative processes (401), 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 theEADOAO O4EA ' AOAAIT
&1 T xA0OO6 j xEEAE EO Al Ol A DPAOI AMaud.Z£ OEA
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 issal the easiest
way the mind has to create and compose images (158w¢ Qh OEAO O 1 x /
OAEAAOOAT &1 O PAOAAPOEIT O jpxwas ! O OOAE
of a composition, they also represent an aspect of the compositional process
itself. On the one hand, the living flowers in the Lookinlass 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 itsel, AT A EOO &I AOO ObiI 1T OEA EAOTETA 1
0001 AT AA AAT 6Ooh AAAAOOA O£ GEARNCHITIAETA
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EAT D I11TA60 DPAOAIT O CAOOET ¢ A 1EOOI A Of OEZ

imageof her, is thus reveagéd: she isa fading flower that even imagination begins

to find difficult to keep fresh.

Fig. 19Sousou, from the
Alice in Wonderlandseries,
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.

The virtual realities with which readers engage in theilicebooks, 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

OAAAAOOS

i ET AO AlAlice bGoksA esgediamyOvith resgect GoE A
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concepts of recursivity, their challenge to the pnciple of minimal departure, and

AT CT1 EOEOA AREQEO8 &ET Al 1 Uh MDamihgthphed AU 3
Book we can give some specificity to the work our imagination has to do in order

to recreate the visual aspect$ £ # AOOT 11 8Q AEAOET T Al x1 Ol A
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CHAPTERS: MIRRORED ALICE
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Fig. 20Laura Barrett, illustration celebrating the 150" anniversary of Alice in Wonderland

2015. This image captures the moment in which Alice is moving towards the mirror, with the

infinite spiral suggesting hercaptivated involvement in the experience, and the black and white
DAOOAOT AT OEAEDPAOET ¢ OEA xI Ol A T &£ AEAOO OEABO ¢I




For this curious child was very fond of pretending to be two
people.
(AAIW, 18)

AT OCA - AA$T 1T ATl Ah xET xAO #AOO1T 1180 AEOEAT
i EOOT OO0 Oi T h CEOAO OEEO AZ£AI T 00 AAEET EOEIT ]

what a strange thing a mirror is! And what a wondrous affinity exists

AAOxAAT EO AT A AFoithsirodrdof BiheAas EbehdIQIE T T A

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 | were reading

AAT 60 EO ET A 00i OU ) 1 EEA8 jn®q 4EA i

fact into the realm of art (MacDonald,Phantastes 98)

-AA$ST T Al A6O AAOAOEDPOEIT T &/ OEA EAOAET AOE]
which makes it a symbol of the recreative acts of writing and imagining, is

particularly significant in relation to the perspective | adopt in this second

chapter. | explore here the mirrorrelated mechanisms represented and implied

in the Alicebooks, and invoke the conceptual metaphor of the mirror to explain

and illuminate some of their narrative aspects. Thél 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 inthe AliceseT A 1 01 AAO T £ AEAEAOAT O xAU
narrative construction, their overarching metaphors, and the kinds of mental

reaction they stimulate in their readers. The complex interconnection between

reading and reimagining is explored in the readers section using the mirror

metaphor in the way MacDonagh 8 O NOT OA OOCCAOOO8 #AO0OI 11
mirrors and reversals offers a point of departure from which to develop the

conceptual ramifications of the mirror motif, among which are thenise en

abyme the cognitive significance of duplicatiorrelated processes, double

embedded narratives, mirror neurons, Theory of Mind (ToM), and meta

representational capabilities.



1) (he More Head-Downwards | Am, the More | Keep Inventing New

4EET CO6q 4EA 1 OOEI O

Fig. 21John Tenniel, illustration for Through the LookingGlass 1871. The White Knight, one of the
possible alter-egos Carroll inserted in theAlices is the clumsy, slightly mad inventor, who spends
more time turned upside down than standing. This image also stwvs another reversal: the
conceptual inversion of the typical PreRaphaelite 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.

In this section focused upon the author | 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

Alicebooks. The setion follows an expanding theoretical path, starting with

#AOOT 11680 EAZEOOO ET OO1T ACGAOGETT 1T &# OEA AT TA,
themiseenabymen! | EAAS O | AOAT O wodkt@n goihgodto T AAOT AT .
show the pervading role ithasinOA1T AOET T O1T #AO00T11680 11160

broader perspective.
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#AOOI 1160 ET OAOAGO ET 1 EOOI OO OET O1I A AA
6 EAOT OEAT ! CAh OEAO AOEOEA ) Ol AAl 1 Oi 600]
Victorian Glassworlds: I@ss Culture and the Imagination 1830880) and which
was characterised by the exploitation of mirror and glasselated motifs in all
the diverse fields of culture, with the glass fountain in the Crystal Palace
epitomizing this pervasive importance. Armstong gives a compelling list of
AO1I OOOAT Al Al AT 00 EAAA IR AR Apl RAQE AQE EIOE OJ 1AA
ranging from the new enthusiasm in the study of optical instruments to the
PDOT 1 EEAAOCAQGEITT T &£ Cl AGO AT A AOUOOGHI T AEAA
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
ET OAOOECAOAA8 #AOOiI 1160 PAAOI EAO PAOODPAA
following different theoretical ramifications: hence, the reinterpretation of
AAEOU OAI AOGS OUDEA AImise énQiywmd highgii A AZOAT OE

specific meanings, the connection between mirrors and revealing powers (in

AEAEAEAOAT O OAT OAOYg OPEOEOOAIT h wichOakrdlli 1 | CEA,
explores in theAlices - EOOT 00 AOA OAOUOOAI 1 AAUOET Ol
#AOOT 118680 11 OA1 6h A PI xAO&EOI 1 AAEOI OEOT «

kaleidoscope of conceptual extensions.

| beginthis section with the topic of mirrors in fairy tales, especially in
6 EAOT OEAT 11 AOh AT A ET OO1T AOGAA #AOOI 1180
duplications. | then show how Carroll makes use of theise an abymeechnique
int 1T EAAGO ! AOAT O @ Aplairts spacifid cdghitel AT A
importance. | go on to trace the evolution of mirror concepts and experiences in
#AOOT 118680 1TAOOAOEOGA x1 Ol Abh OEA Oi OEi AGA
of the Looking-Glass land in the second of thalicebook. Here themise en
abymefirst explored in Alice in Wonderlandbecomes a pervasive narrative
element; | elaborate upon the special features of the Lookiigi AOO x1 Ol Ad O
architecture and the cognitive meaning behind them. | then move from the

~ o~ s N s o~ A N~ - s A s o~ oz .-

AEAOAAOAOEOOEAO 1T £ # AOOIXII 106 A006IOM*1T @l AD



Oui ATT EA OTT A T&£ I EOOIO AiTAADPOO ET OAI A
AAT ETA #A0O01T 1180 OAD QlcehhdkDdcddint onhis £ EEI O,
literary doubles as mental projections realised in the liteary space. The author

section concludes by considering mirrors and language, illustrating the

ambivalent role the theoretical conception of languagas-mirror has in

#AOOT 1160 111 O0AT OA pi AOEAOS

1.1 Magic Mirrors and Lewis Carroll

Fig. 22Charles DodgsonAnnie Rogers
and Mary Jackson as Queen Eleanor
and Fair RosamungdJuly 3, 1863.
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Fig. 23Charles Dodgson,
Reflection 1862.

In both these pictures
Carroll expresses his
fascination with mirors
through the art of
photography, which can
itself also be considered a
sort of mirrorplay.

4EOT OCEI OO EEO I EEA #EAOI AO $TACOiIT xAO
reversals in words, mirrors, mirrors-x OEOET Ch DBET O COADPEUhR 11 ¢
(Rackin,Nonsense, Sens&). He enjoyed playing tunes backwards in musical

boxes, he had a vast knowlge of stagellusions involving mirrors, performed

AU OI ACEAEAT 06 | A7) &l Kiis nankde Blunje Rewi® Ealradllh  p ¢

x A @imfy a backwards mirror image of his adult name above the ground and

on the outer side of the lookingC 1 AXA\B®Bh& passion for photography has

Ol i AOCEET ¢ O OAOGAAIT AAT OO 1 EOOI OOh OET AA
opposites: left was right and right was left; white was black and black was

x EEOA G JFaruéCI8A. Blis interest in reversals and mirrors playeda

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 anglicizindpem and reversing their
order (Rackin,Nonsense, Sensg?-73).
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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 downA1T A EA OET OAT OAA A 1 Ax
multiplication in which the multiplier is written backward and above the
i O1 OE bIMEGaklheh H49)j

The neuroscientist VilayanurRamachandran named the neural syndrome that
cAOOAO OEA ET AAEI EOU Oi AEOOET COEOE A OAA
Cl AGO Oul Aoi i Aho AZEOAO #AOOT 1160 AITES8 (.

indeed, Lewis Carroll is known to have suffered from migraine attacks
caused by arterial spasms. If they affected his riglpiarietal lobe, he may
have suffered momentary confusion with mirrors that might not only
have inspired him to write Through the Looking Gladsut may help
explain his general obsession with mirrors, mirrorwriting and left-right
reversal. (Phantoms in theBrain, 124)
»OAT EZ OEEO Al AEi T ECEO AA ET AAAOOAOA O
records (seefirst chapter, 45), it is nevertheless useful to underline how
#AOOT 1160 AAPEAOGEITT 1T &£ [ EOOT OAA OAAI EOQEA«
relation with mirrors, even offering insights into possible mental pathologies,
and of interest in this respect from the perspective of a neuroscientist like
Ramachandran.
Eco in hisSugli Specchi ed altri Saggnumerates a number of possible mirror
constructions, orcatoptric 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 mirras 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). ThisisalsowhatC&i 1 1 8 O | EOOT OO0 AT |
continuously display an additional meaning, disclosing what someorreally is,
or what he or shecouldbe. Art is the instrumentpar excellencédor creating
possible realities or alternative, amplified, distorted visions of actualeality. 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
OEOAOGET T A PEAT T I AT T hifraimragifako e SibdlodA A E AT T .
(Eco, 10)& 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 cdA FEOOAT O EAAT OEOEAOh AOneEAO #AE
AA1T AEAT OAT PEAA AAT 1 8EAAT OEOU jpou(Qs
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 specularimage always producing a revelation: Narcissus discovers
in a reflection the sterile reflexivity of an impossible love withdrawn into self
obsession; the queen oSnow Whitesees in her mirror the beauty of someone
else, awakening her own negative sidepasumed by anger and envy; the mirror
in The Beauty and the Beasain show distant and beloved realities, inaccessible
in the present moment; in Andersen'sThe Snow Queethe mirror shatters and
in doing so also fractures and distorts the identity of thenirrored one; while
#ET AARAOAT 1 A6O 1T AATET ¢c&O1I Ccl1 AOGO O1 EPPAO EO
AAOEET T AAT A EOAI 8 O!'il 1 EOOI OO AOA 1 ACEA
Phantastegpublished just a few years beford 1 EAA8 O | AOAT OHOAO EI
A ATTE ET xEEAE OOEA AAT OOAI Bfdieridl £ OEA | |
structural componento(Soto, 4).4
A more historically situated context, however, would be the prominence of
mirrors and glass in Victorian culture, a presence so sigincant that it leads
I Of 6060l 1 ¢ OF Al AEi OEAO OEA 6EAOQOT OEAT ! C.

2WEEAE OI AOEO OEA Al O1 AAOEAO AAOxAAT OEA EI ACET AC
referring to the Lacanian diginction between imaginary and symbolic, where the imaginary

i AOGOAOU T &£ TTA80 1 EOOI OAA Ei ACA EO DPOAI Ei ET AOU O]
AAOAT T PO ET OI 1 ETCOEOOGEA AGDOAOOEIT T TheCsladkordAl O1T 04
Encydopaedia of Philosoph¢] 8 y6i NOT OET ¢ OEEO PAOOEAOI AO OAT O/
i EOOIT O x1 OEO AO A T AATO 1T &£ AT OOOOAOGETC T1TABO EA,
formation and understanding of the self.

30! EAI AEAT OAT PEA 11T OETT 1T &£ EAAT OEOUSDO

4 Carroll owned a first edition version ofPhantasteqLovett, 200), andShaberman lists several

passages where it is possible to find influences froMhantastesn the Alicebooks ' AT OCA

MacDonald and Lewis Cair 1 1748).
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OAIl AT OEAO 1 £ cI1 A0 Oactoliap Gasswbriogxdde® in He@il ET  E A
how glass symbolically and practically holds together different aspects of

VIAOT OEAT AOI OOOAh TTA OEA OAAO AO PAOI AA«
(2). In this senseVictorian glass can in fact be rénterpreted as beingin

significant relation to the fantastic and to fairy tales. Victorian interest in fairy

tales was extengsely mediated by glassrelated 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, characterizedylits metamorphic essence. If, as

Armstrong points out, the different Victorian adaptations ofCinderellaproduced

OA 1 UOEI COAPEU T &£ Cl AOO AT A EOGO OOAT O&F O
OAAOxAAT ATEI AOA T EEA AT A EOINADO AJAERCQRAT .
other fantastical narratives of the time also elaboratean the poetics of glass, as

a symbolic technology, in between science and fairy tale. Apart from the already
mentioned magical mirror he invokes inPhantastes 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 iThe

Dinah Mulock Crak 6T@e Little Lame Princeises magic magnifying glasses to

watch the world around him; the glacier described by Ruskin iThe King of the

Golden Rivehas the mysterious quality of a hybrid substance, partly ice, partly

mirror, partly human-like creature; ET , OAU # 1 E /EMe QdwiviotheA AOE O
it is the breaking of a lookingglass which causes tragic consequences (while the

AOGEI TAx 11T OEAO EO AAPEAOAA WewdeAOEI C CI .

Lewis Carroll thus inserts himself in a rich literary tradition of fairy tales and
001 OEAO PIi BDOI AOGAA AU |1 ACEAAI 1 EOOI OOh AT,
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
El 1 OOET T | &£ -SRDDEGOPGH OCIAD®8 (1 x AOAOR #AC
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. Inhis sense, hisAlice 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. 24John Tenniel, illusration
for Through the LookingGlass
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
concegs of the narration:
inversions, mise en abyme
duplications.
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Fig. 25Kenneth RougeauAlice
Through the LookingGlass
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

i
]
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Carroll was playing with logical contradictions and inversions already in 1 EAAS O
Advenures in Wonderland M. Gardner,148-149), but it is with Through the
Looking-Glass and What Alice Found Thefet the mirror -theme becomes

pervasive. Before exploring the multiple, sometimes conflicting, meanings the
Looking-Glass Land has for Carroll, Meever, | would like to examine a mirror

related narrative technique Carroll exploits in both theAlice books, the se

called mise en abymeé The mise en abymgan artistic technique used in both

s# AOOT 1180 1 EOGA Al AAUIAOG Al 110 1T AARO OEA OPAAEEE
AOO OEAU AT AAAT OA xEOE OEA OIiEAAIETC AAEET EOEI T
relation with the overall story within which they are inserted, and they are ontologically

subordinate to the primary world of the story (176-7).
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literature and painting, exemplifies the revealing power of mirrorrelated

devices, since it functions within an artwork as a mirror reflecting and

explaining in some way the artwork itself. ADéallenbachb OO O Eis@ etDAOO |
AAUi A O1 OO0 T EOTEO ET OAOT A Oi £l i AEEOOAT O |
(48). ¢ Famous examples of literarymisesen abymeare the One Thousand and

One Nights)] OEA D1 AlbAletGvbichPeprésentsEhk precipitating
eventsofthedrd A EOOAIT £n . A OA EMetarGoiphoSestieOT OU ET  /
conversation in the library aboutHamlets plot in Joyce'dUlyssesthe episode of
Demodocus in theOdysseyCervantes'sDon Quixote Poe 'sThe Fall of the House

of Usher the play ofPyramus and hisbein A Midsummer Night's DreanThe

mirroring effect of the mise en abymean expand the meaning and conceptual

s N s A 9~ =z

ADPPAOAODBO 1T £ OEA OO1I OU E1T xEEAE EO EO EIT «

OEOERdleAbachp nm g8 &I 111 xET C - AsAénAdoe OOAOAT |
EAO OAI Cl EOEOA bi OAT OEAI 6 jpxwah ) xT1 01 A
i AAEAT EOI O6OAA AU #AOOiii1 Al OEAEAO OEA O,

Carroll puts several short stories inside thewo main Alicestories, and these
short narratives work as little mirrors of the main narrations. Due to the
nonsensical tissue of theAlicebooks, however, themise en abymalso has a
i TOA Al AAT OAOA AT A ET OOEAAOA oyih Ag ) OEA]
1T EAABO | AOAT O awhOmitent exanmple ATAICshoit hakration
is about three little sisters, who live in a treaclewell, eat only treacle and spend
OEAEO OEI A AOAxET ¢ OEET CO xEEAE -thgsCET xE

andtEA T T1T17T AT A TAITOU AT A [ OAET AOOS j ymnQs
I AGET 6061 U OEA , EAAAIT OEOOAOOGd OEAEO 1 AI.
AT A 4E1 1 EA6 jxygqh xEAOA %l OEA EO ,1 OET A ;
and Tillie refersto EditE 6 O 1 E AdiilflaAM. &ardner,80). At a first glance

OEA $T1T O0i 1T OOA8O OO1T OU OAAT O AO 111 O0AT OEAA]
OPAAEZEA OAlI AGET1T O1 OEAIinh AT A OEA OAEAO

PAOOGAAET ¢ OAIl Al AD@ardeal, p AqQ OEIOORIOED TAPBHAAO C
OEA OEEIT GO OEA $10i1 O0OA EO I EOOEI ¢8 . AOA

60- EOA AT AAUI A EO AOAOU ET OAOT Al T EOOI O OAAEI AAOE
001 OUs6 8



that is the key to themise en abymeole of the story. Looking more closely at
the things the little sisters (themselves a mirror of the hree Liddells) are
drawing inside the treaclex AT T h EO EO bl OOEAT A O 1ETE

ADAOEAT AAO ET 71 1-DDAPADLADAEEOOODI |1 DEAAG
in Wonderland, with the Mouse, and her constant latent predatory attitude

towards it (26-c y QN OOEA 11116 j xEEAE EO A CAT AOA
genre’ld AOTI EAO OEA #EAOEEOA #A06 0O COET AT A I
i T171Tv AOAT AOh ¢@oqQqn OFI AiTOue EO OEA 1100 ¢

OAT AT AAO EiT x O1 OPAAE CilT A %l Ccl EQOEh OEA
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 lmk, all related to
specific features of the mind: latent aggression, lunacy, and loss of memory and
identity. The mise en abyméherefore highlights key topics of the book, serving

Additionally, Elsie, Lacie and Tillie live in a treaclsvell, and precisely at the
AT 60611 T &£ EOh xEEAE OAAAI T O !'1 EAAGO FEAII
EAO ZAT 1 h TOATCA 1T AOi AT AAA 11T OEA EITT A0
sweet and delicious, but herghey are associated with a deep and dark well or
hole. Wonderland is a place marked by ambivalence, by the first promise of
i AOOAT 1100 AT A pI AACGAT O AgGPbAOEAT AAO j OOE.
OOAOGANOGAT O OAOGAT AGET T 1T £ T1IAMA AR AR A @Ay g &
4EA EAAO OEAO OEA OEOOAOO ET OEA s$1 Oil OO,
represent the experience of Wonderland using treacle, is itself another reflexive
mechanism, a duplication inside a duplication. The story israise en abymgand
within it the treacle-drawing act of the three sisters is a furthemise en abyme

This single example illustrates in detail the practical use Carroll makes of
mirror -related narrative techniques inhis Alicebooks, 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 ietpreted as a

A i

"AsMartin® AOAT AO OAi AOEOh OE
1A 10

iU AOOEAI A O) CAOOE A
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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
mirrors of the general sense, structure and atmosphere of the stories: see for
ET OOAT AA OEA 7 EE @309, or thedablheOvockytseX] 165¢166, ¢ v @
which in fact has to be held in front of a mirror to be read.
The Jabberwockys a remarkable and gnificant example, which
incorporates several of the peculiar aspects of the LookinGlass land.
Jabberwockys written in mirror -writing; it is a parody of ancient poetry (it
DOAOAT 6O E O-6ehoic Aarrdtice paar in WIGicA, @EirBeowulf a
faAO1 1 00 111 O00A0 EO OI AEThd (AOCEOITh oqgwC
I AT COACA AT A 1 AAT ET CcOryitdepiolsha reietsal afhé T EAT 6 O
Pre-Raphaelite motif of the knight killing a dangerous dragon, putting little
Alice in the place of thearmoured knight. Hence Jabberwockyunctions as
another mise en abymgincorporating features of the whole ofThrough the
Looking-Glassreverse logic, linguistic and semantic deconstruction, parodist
attitude, nostalgic outlook towards ancient forms of @rration. In conclusion, as
these examples emphasise, thmise en abymé the nonsense narrative context
of the Alicesnot only has the cognitive function of aiding comprehension of the
framing texts, but also contributes further to their complexity and o their

multiplication and reshaping of perspectives.

8 A drawing that Carroll, significantly, at first wanted to be the frontispiece of the book, although
he subsequentlychanged his mind, worried that the image could be frightening for young
children (Haughton, 333).



Fig. 26John Tenniel, lllustration
for Through the LookingGlass
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 LookingGlass Land: A MultFaceted Narrative Dimension

Fig. 27Dalma YeginPull

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.

It is with the second of theAlicebooks that the mirror topic becomes more and
more explicit, being the essence of the story itself, and of its represented world.
The mise en abyméere is no longer snply 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 thenise en abymén
T EAAGO ! AGAT OGOADOT RIOAANATIokADICiAimdrd O A DD
related techniques of narration; here, in the Lookingslass land, mirror motifs
provide the essential structure of the entire narration. D recapitulate the major
topics briefly: Alice goes through a lookingglass, and this physical angymbolic
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
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scene. It isa 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 constructit, 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 LookingGlassJonathanHol O | AT OET 1 O " AOAOEI I AO,

simulacra as a possible analogue for the deconstruction, reconstruction and

Al OAOAOGETT 1T &£# OAAT EOU j1 AAAET ¢ O OEA AO.
#AOOT 11 EAT xT OITA 11T OEA 1T OBAE1 QERAEAT AEOD.

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 frormmher nap in front of the fire,
Alice has been forced to hold every aspect of herself up before a mirror,
and learnedto question everything.(Holt)
4EA AT 1T AREOAAEI EOU T &£ O1 1T AOOOAI x1 01 AO
with the Looking-Glass land, vere even the categories of the possible and
impossible experience a reversal.A further philosophical nuance of the world
on the other side of the mirra has been teased out byAckerman inBehind the

Looking-Glass which emphasises the mystical qualitieattributed to the mirror

° Experiencing the unnatural in theAlicesis one of the main topics of the fourth chapter,
0511 AOOOAT '1 EARGS
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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 gaingnaccess to

the knowledge of Forms (Ackerman, 2 1t d8 ! | EAA86 O EIT 601 Au OE
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, d moods and motives, inner
conflicts and contradictions, memories and dreams, to bring the
unconscious into consciousness, to experience extreme and ineffable

states of consciosness, 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 secondAlicebook there is a nostalgia for a lost past,

articulated in different, and even selcontradictory ways. On the one hand, in

the Looking' 1 AOO x1 Ol Ah OOEET CO ¢i OEA 1T OEAO «x
,,,,,, OF &

OAI ET EOAAT AAO 1T £ O3DAT OAOAAT O1 1 AT AA AT A

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 seveyear-old child

again, in order to go back to the summery golden days of childhood and

Wonderland. On the other hand, the revsal 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 dsatisfying and

absurd experience. While Carroll tries to defeat the cold winter days of the

other side of the Looking' 1 AOO j xEAOA 11 EAA OAAO OOEA «

xET AT xbAT AOGho ptoeq AU OAAOAAOETI ¢ OEA ZEEO

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 &pping one of the most common plots in the

world. Children grow up. They move on(193)

Therefore, the mirror-like architecture of the secondAlicebook permeates
the conceptual tissue of the story at different levels, philosophical, existentialist,
and psychologicalt® and also offers a metaeflection on the essence of
narrative itself. The story is a dream, as was Wonderland, but with a difference:
ET 711 AAOI ATA OEA AOAAI xAO '1 EAAG6Oh AT A
suggesting the idea of @ontinuity of re-dreaming and retelling. 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
PDIETO 10606 O '1EAA O&ABI CGEBAOC2EDOOGEDAEGS OI |
while Alice is dreaming her adventures in the lookingglass, dreaming of herself
and of the Red King dreaming abouth& ) 8 OA NOI OAA A)Y OAAAU j .
what Martin'* AOAT A0 OAUO AAT OO OEE Gite BHBOACA]G OA
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
Oxi [ EOOI 06 EAAETI ¢ AAAE 1 OEAOG | powqs

What | would like to add here is that tle 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
AEAOAAOAOGO 1T ET AOh AOOARADDD ixEIOAapied O AR/
2,86-88). Alice jumps through the mirror and finds a parallel world that
A£O0T ACEITO A0 A OAOGAI AGETT AT A A DPAOT AEA |
AOAI AxT OE T EOOT OO0 OAAAAOOGG EIi I AOOGETT ET
mirror it holds up to their 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 rain character.

10 This aspect will be further developed irthe next section
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Fig. 28Dagmar Berkova,
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
Berkova the two knights
look almost identical
(although the White Knight
is holding a mousetrap: 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.

The representation through the mirror metaphor of the complex relationship
between Grroll 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

s N oA N N N

AEAOAAOAOO I EOOI OET ¢ EEO Oi Il REAAGAOOET O
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Adventures in Wonderlandhe appears at the beginning, durinthe CaucusRace,
disguised as the Dod@! one of the first encounters Alice has in Wonderland. His
self-representation as a Dodo was motivated by his stammer, which made him
PDOT 1101 AR EEO-DO®IOA @ ON Gaddbgr, O83. The Dodo is a
funny looking bird with a terrible story behind it (Dodos were extinct because
they were exterminated by humansM. Gardner, 28); it is a tragicomic figure
that anticipates somehow the other literary doubles who would appear in the
second of theAlicebooks.
Nevertheless,int | EAA8 O | AOAT O éhédegaratioh betivéeh thed O1 AT A
author and his main character is much less pronounced than ifhrough the
Looking-Glassin Wonderland Carroll actually often identifies himself with his
heroine. His actual proxmity with the real Alice, his being still a young man, his
ATTE AAET ¢ EEO EEOOO AEEI AOAT 60 ATTER Al
only a surrogate of Alice Liddell, but of the author himself. Morton Cohen argues
OEAO O!1l EAA Aiwduld Boh@ave mnAt®idlised @dtheboy Charles
$TAcOil 110 AAOI EAO 1 EOGAA OEOI OCE OET OA
experience of the little girl trying to understand a world of weird and aggressive
creatures, using her sense of humour and her su®AT OEEI 1 Oh | AOAEAC
own personal history, the history of a delicate little boy who had always been
more similar to (and more at easewith) little girls than athletic and bullying
boys (18-22) and who had used his wit and cleverness to find his gain the
world. Morton Cohen writesOEAO OEA EAOT ET A T &£ 711 AAOI A
EEi OAl £ ET AEOCOEOASd jc¢puvuqh AT A ET OEEO
a mirror of him; the formula! 1 EAA AAROOOI PEOI U AAEET A #A
relationshib OT EEO AEAOAAOAO8 4EA AOOET 080 1 x1
EOOAT £ ET ' 1 EAAGO xAT AAOET ¢ ET A 1 AT A 1T £
Freudian lapsus, madness, dreams and meme A1 AOAA EOOOAOG OT 1
identified more intimately with OEA BT ET O 1T £/ OEAx 1T £ EEO EA
Inthe LookingCl1 AOO x1T Ol A OEA OEOOAOEIT EO NOEC
OAOGAOAT OI1 1 AMdCdidn, 26k Eh@ mikdr mutipliesjhis identity

11 Among the Caucu2 AAAG O DAOOEAEDPAT OO #AOOi11 ET OAOOO OEA
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 hira (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 Carrolis the White Knight, beause of the
several resemblances between the two (212216); Martin Gardner observes
OEAO OI ATU #AOOT11EAT OAET 1 AOO EAOA O0OI |
#AOOIl 11 ET OAT AAA OEA 7EEOA +1TECEO O1 AA |,
enumerate the manycharacteristics Carroll shares with this character (249
250); and Taylor named his biography of CarrollThe White Knight The
comparison with the Red Knight is less popular, thougMorton Cohen mentions
EO j¢cpuvgh AOO ) AOCOA OEAO EZA£ xA AAAADPO ;
Knight, we are led to admit that then he is also the Red Knight, because the
I AOOAO EO OEA T ATEZEAOGO AT O1 OAOPAOOh OEA
mechanism becomes almost obsessive: Carroll, who is already Charles
$1T AcOiT 1680 Al 6A1l Ah AOAAOAOG OEA 7EEOA +1 EC
turn his own double in the Red Knight, as well as in the Wasp of the suppressed
AEADPOAO O4EA ThddrRo bE foundinTheEAGNDtat¢dMlice293-
315).
We are thus left with the impression of a neveending duplication process, a
perpetual projection and re-projection of the self, as if desperately trying to
catch an ultimate meaning, which is ahays 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 imd that tries
to analyse itself. The problematic of objectivity in any kind of aut@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 justmentioned 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, hastily, from the White Knight. Several similarities
between the Wasp and the Knight are identified and listed bylartin Gardner:
1T EAA O x-By@ik e \ghitd Khight with a handkerchief; the Wasp has a



handkerchief around his face. The White Knightalks about bees and honey; the

7A0D OEETEO 'l EAA EO A AAA AT A AOEO EAO
+T ECEO OET CO A TAITATAETT U OI1 garkaddOO OAT
ACAA TAT8 )T A OOl | KGErdnér, 304 bedEsfEtedche OAAT |
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

AR AOO ET DPAOO EO8 O!'l EAASO AT AT O1 OAO xE
transparent exaggeration of what had happeed in real life to Charles and his

AAOT OOEOA NEBNeM\21EOEAT Ad
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1.5 Language Is Not a Mirror: Lookingslass Insects

Fig. 29John Vernon Lord,
illustration for Through the
Looking-Glass 2011.1t is
represented here one of

the insects Carroll
describes in this chapter,
xEAOA OT 11 OAI
etymology and nonsense
AT OTiTi1Tcu i1}
(Haughton, 337).

Moreover, the
simultaneous presence of
the newspaper highlights
the connection between
insects and language.

The problematic essence of the Lookinglass 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 reelaborate it;

nonetheless, realitych 6 O AA A @b OA O OAldboratianO Ene O O

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 highlight the

limits of language.

OOAE



Carroll makes these theoretical considerations explicit in the chapter
O, TTEERAQO )1 pAAGIBo !'jIpExA G O AT AT O1T OAO xEOE
creatures is accompanied by continuous linguistic games, paradoxes ameta-
linguistic references, with the Gnat making silly jokes playing on a supposed
OEI El AOEOGU AAOGxAAT xi1 OAO AT A OOAAl OEET C
ET OAAOO AO All AOGO Al i B 0thidddapterEarroll OAOO6 | !
OOAOO OnkeAl hamésisidle bPside, and creates imaginary insects by
adding a second adjective or substantive to a name that is already compounded
I &£ A OOAOOAT OEOGA AT A Al AAEAAOGEOA j10 0O0.
melancholy Gnat enumerates to Alice several@AAOOS6 1T Ai Adh OET xEI
weird physical appearance mimics the paradoxical features expressed in their
names. So, the Rockingorse-fly is a wooden insect which looks like a
miniature of arockingET OOAh OOxET CET ¢ EOOAI MheEOT I Al
Snapdragon-fly12is made of plumpudding, lives in a Christmagbox and has a
raisin burning in brandy as its head; the Breaeand-butter -fly has thin slices of
AOAAA AT A AOOOAO AOG xET cOh OEOO AT AU EO .
(184).

1T EAA OAUO O1 OEA 'TAO OEAO OEM)ETTxO O
ABO OEA '"TAO TAOGAOOLAOG OxEAOBO OEA OOA 1T E
AT OxAO O OEAi ed | puyc @memh! IABDOA ENODS DI OOIACGEOD
people that name them, OODP DT OA8 ) £ 11 Oh xEU Al OEET C(

(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 betw@ename and thing. Alice assumes

that names are conceived for a purpose, that they are (arbitrarily) chosen for
DOAAOEAAI OOA j OEEO AT 1 AAPOEIT xEIlT AA O.
tyrannical and solipsistic naming practice). The Gnat points oub Alice the

existing connection between the names of the Lookin@lass 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 correspb AAT AAh AOO OEAEO AAZZAAO EO O i

12 Snapdragon was a game which Victorian children used to play during the Christmas season:
for a longer explanation, sed. Gardner, 184.
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(185): firstly , because jokes in the Lookingslass worldhave the opposite effect

totheoneOEAU x1T O1 A O1T T Of AlT1 U6 EAOAR 1 AEET C B

laughter; secondly, because it is precisely in this mirrored world on the other

side of the LookingGlass that words are showmot to be mirrors. In fact, the

fragile lives of the insectsshow the precariousness of a theoretical conception

of language as the mirror of the external world. The Snagragon-fly has a head

burning in flames, while the Breadand-butter-£1 U AAT AAO 111U OxA,

AOAAI ET EO6 1 purt Qlificuhtd #hd, its@ital dédsfiny ©BEO EO O.

OOAOOA O1 AAAOE j OEO Al xAUO EADPDPAT G6h OA
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 itsature. 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
I T01T OAEAOAT OA j Ai 0y ATiT A EI Oicil OA
tuttelepril POEAOU AAT 161 CCAOOT A AOE 1 OE A&/

sorta di nostalgia catrottica. (Eco,Sugli Specchi21)13

This nostalgia is consuming the Gnat, which, while yearning for a world of
OPAAOI AO AT OOAODPI T AAT ARAOh BobE psedselyE OOAT £
mirroring the words NarcissusA | A Sdedk @ her, dissolves in the air,

consuming herself with an impossible desiré

B3O04EARA OAIEI OEA AOAAI 1T &£ pOI PAO TAIAOG Eiil AAEAOGAT U
semiotic dream of an image holding all the proprieties of its referred object) has its roots in a
sort of catoptric nostalgiad 8

uwAET h AT TAAITAA AU OEA T AAAGO ( TAAT
last words, keeps repeating Narciss's O x 1T OAOh x1T OAO | AA
Metamorphosesbk. 3, vv. 40510.

OA O1 AA
I o

Ao
AAT O O OA
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Fig. 30lllustration for Episodes of Insect Lifé\cheta Domestica (pseudonym of Louise Budgen).

4EEO AITE EO 11TA T £ OEA OAOGAOAIT AgAi Pl AO OET xET C
AT A OEA xAuUu OEA 1T £ZO0A1T 1 EQAA Op ZAEOU OAI A AOAAOO
appearances in Victoran entomology, as fanciful works played on the supposed similarities
AAOxAAT ET OAAOO AT A EAEOEAOh &EOiI 1T OEUA O xET CO
# AOOT 1 1 8Gass, irfsdctE, Erlaghary 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 blaand

forth at the same time; places (like the location of the Mad Tea Party, and

4xAAAT AAOT AT A 4xAAAI AAADDEGAEIAOOLK[ OAGA T A1
is fragmented into different selfprojections; language is slippery and ineffable.

4 EA | Et1ske itdel pedectly 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 othis concept in the next section.
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I 1 E A A 6 €ushBs@28 42015), 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 coincidenzg tra significato e significante, tra il
soggetto e la sua memoria, tra il desiderio e la realiache chiamiamo

appunto nonsense(290) 16

#AOOT 1160 111 OAT OA xOEOET Ch xEO®EIassO0 Al A

insects, represents this ineffability and this discrepancy.

Fig.313 AOAAT OET O MOl EARIG® ¥F ®1DEp@ tbd nAnierbus
changes the Disney movie fores upon the Carrollian books, a particularly visually striking
representation, which the original book lacks, is the one of the breaaind-butterflies.

%3 AOEOOT OE cwng O4EA OADPAOAOEIT AAOxAAT OEA 1 ET G
in a sort of paradigm of norcorrespondencez between signified and signifier, betweenthe .
subject and his memory, between desire and reality a paradigmwhice  x A AAT 1T 111 OA1T OA:
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Fig. 32David Hall,Alice and the Bottledrawing for the first unreleased version
I £ $ ERiteAnWodlerlanth p wow8 4EA EOOOA 1 £ (
EAAT OEOU ET #AOOI 1180 1AOOAQEIT EO
different perspectives seen simultaneously providelifferent Alices all together
in the same space, anticipating the continuous changes of the self she is goinc

to experience after having drunk from the bottle.

To the LookingGlass world it was Alice that said

0) 80A A OAAPOOA BhmyheadEAT A ) 8§ OA A
Let the LookingGlass creatures, whatever they be

Come and dine with the Red Queen, the White

10AATh AT A 1 AAG

(TTLG 273)
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In this section | show how the mirror mechanisms of duplication and inversion

function as essential elements in shapingieAliceAT | EO6 AEAOAAOAOO A
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

~ S s s o~ oA

doubleness inherentinalll £ # AOOT 1160 AEAMABDOAOO8 4EA
ET OAOOECAOEIT 1T 1T &£ OEA AEAOAAOAOOS ET OAOAA
mirror -related mechanisms of the mind reading process in Wonderland and in

the Looking-Glass world. Accordingly, | first present the different

transformations Alice hasto 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, | expand the perspective to include the
ubiquitous duplication of characters in the Carollian worlds, especially in the
Looking-Glass one, and the reflections on identity and alterity that this

duplication inspires. Thirdly, | further extend the topic of doubleness in

#AOOT 1160 T AOOAOEOA OAAT AOET O Alacte AOOET «
AT A 117 OEA OiI1T A OEA Ai1AAPO 1T £ OAI OAI U

in this interplay, that is, how fictional minds are reflected (or not reflected, in

this case) in other fictional minds, and the peculiarity of thé\licebooks in this

respect.
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2.1 Queen Alice

Fig. 33
Lostfish
(Elodie
Vermeulen),
illustration for
A Travers le
Miroir, 2011.
Lostfish
portrays Alice
as similar to
#AOOT 1 1.
photographs
of Alice
Liddell, but
positions her
ina
surrealistic
postmodern
scenario. Alice
becomes a
mixture of
Alice Liddell,
fictional Alice,
gueen Alice
and
postmodern
Alice.

When Humpty Dumpty points out to Alice that the best thing for her would be

O Ol AAOA singeAeveh Qear® dldishal kiadhof perfect irreplaceable

AcAnh AT A OEA OAPIEAO OITA AAT60O EAI P CcOI:
DPAOEAPO8 AOO OxI1 -Faikirst highligigscth@ 8npddtanéeofi A O

this dialogue in order to grasp the relatimship between Alice and her creator:

fictional girls, he observes, have the power of remaining forever young (185).

4EEO EO xEU EO EO EI bl OOEAI A £ 0 06006 O A]

AOT I OEA 1 EOGAOAOU AEAOAaktGshkandthe® ke | AOCAA
forever merged in our own imagination, even though Alice Hargreaves (Alice
, EAAAT 160 1 AOOEAA TAI Aq xAO EAOOAI £ 11 OA,

ET 711 AAOI AtFAirwst, §)$The@ialdbgAeluith Humpty Dumpty
seemsOl AAOAT U AT 1T AAAT A EETA 1T &£ 1 OOAAOI 60O
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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 thé\liceAT T E O 8
AT1T OOOOAOGETTh EO OEA POT EAAOCEIT T &£ 1 EAA
an image of themmortal little Alice. It is not the first time this kind of literary
transformation has happened: Borges emphasizes how Dante, because he
AT 01 AT60 EAOA "AAOOEAAR Al T OAA BWa ODP EI
Commediatrapping her in the sublimity of the Pure White Rose, repeating in
his literary dream his unfulfilled love (Nove Saggi Danteschiln a similar sense,
' T EAA AAAT T AO O!'1 EAAGh A 1T EOGOI A "AAOOEAA
Wonderland and of the LookingGlass world. Camwll wrote about Alice, after

meeting her as a grownup woman,

txAO 116 o017 AAOGu Oi ITETE ET 1T1TA80 1EI
i AiTTouh OEA OOOAT CAO xEOE OEA O1 EIT OE
whom | shall always remember as an entirely fagnating sevenyear-

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
i AAEAT EOI AAAT T AO 11 OA OOAOI A AT A Al i bl A
different mental attitudes, which themselves representifferent fragments of
her identity. My claim is that inAlice in Wonderland 1 EAA8 O EAAT OEOU O
merges with that of the Queen of Hearts, finding in her a secret counterpart
(whereas in the LookingGlass land the process of becoming a Queen wié b
Aopl EAEOh AT A OOAOAA &£O01T i1 OEA AACETTEIC .
encapsulate the multiple and inexhaustible meanings @&lice in Wonderlandn a
progressive identification between Alice and the Queen of Hearts; éss well
known, and as my anajsis aims to reaffirm, any attempt to attribute an
ultimate, definitive significance to theAlicebooks is destined to fail. However, it
EO xi OOE PIETOEI ¢ 1 OO OEAO '1 EAAGO EI OOT .
demystification process, in which she gradually loseall the ingrained habits

and restrictions of her normal life, and manifests more and more instinctive



impulses and aggressive, predatory behaviours. This transformation is
i EOOI OAA ET OEA AEZAZZAOAT O AEAOAAOAOO OEA
personaggibsAEA OE T BPBPTT A AA 11 EAA xiAlaREA O A
she finds her final and most comprehensive reflection in the figure of the Queen
i £ (AAOOO8 | O HEADADOT AAODKROBOAOOET 711 AA«
child-adult conflictof Alicel T EAO ET T AO NOAOO & O EAAT OE
4EA 10AAT T &£ (AAOOO EO AOAAOAA AU #AOOI
ungovernable passiokA Al ET A AT A AEIi 1 AOO &O0OUS6 j #AO
and in her Alice finds her own alterego: her whole dreamjourney down the
rabbit-ET 1T A EO A AOAOAAT AT 1T &£ Al1 OOCEIT O O A,
aggressive side, and culiT AOET ¢ ET OE AncdntiollaBié rage. £ ( AAO O
References to eating and being eaten, and to creatures killing each other, start
toADPPAAO Ei i AAEAOAT Uh AOAT xEEIT A ''1 EAA EO
AAOOGe $1 AAOO AAO AAOOGe $1 AAOO AAO AAOQO
approaches the Mouse and continuously talks about her cat Dinah and her habit
of catching mice, unal# to stop herself from touching upon the topic (2628).
As the story unfolds the incidents of violence turn more and more explicit: Alice
EEAEET C OEA 1 EOOIA 1 EUAOA jttqn OEA AOI A
AAAU OOET1 AT Ol UOEHA ATEAOOk#EORI EA@DAKX 06 Al A
OCOAAO T ATU OAAOCEG j ooQqn OEA-103xHAAOA OOI
suppression of the guinea pigs in canvas bags (119). This escalating violence
OAAAEAO EOO Al Ei A@ xEOE OBRlke Horeef dedcts AT A I T |
violently against her own dream.
1 EAAGO EAAEO 1T £# OEOOOAI T U Al OAT ET ¢ EAO
Alicebooks. Immediately after her fall into the rabbit hole Carroll says of her
OEAO OEA EO OOAOU &#EITA 1T &£ POAOAT AET ¢ O .
CiETC OEOI OCE OEA [ EOOI O xA 1 AAOI Eix OE.
imagining being someone A8 )1 DAOOEAOI AOh OEA EAA O
EOT cOU EUAAT Aho AOEET C EAO 1T OOOA O1 AA A
(247). There is from the beginning a hinted connection between the doubled

Alice and the revelation of a predatory and ggressive self. In Wonderland

TOBAAE AEAOAAOAO OEAO Al il £O1T1 60 '1 EAA EO Al O A 1
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' EAA6O EAAT OEEAEAAOQOEI T xEOE OEA 10AAT EO
Looking-Glass worldshe will actually become a Queen. Thus, both journegan

be viewed as long and bizarrelreamy paths which finally lead Ali@ 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
7TEEOA 10AAT 8 #1171 OEAAOET ,@sednsdnit bdingsa ! 1 EAA

Queen in theAlicesis somehow metaphorically connected to something

0

Qu

dangerous, with negative connotations; to the loss of someone (the White
Knight in Through the LookingGlas$, and to the unstoppable explosion of

passions.

Fig. 34Miharu Yokota,
1 0AAT 6 Q2015A OA AT
In this picture Alice is
portrayed as a miniature
10AAT T &£ (AAOOOgG !
final identification, in
g Alice in Wonderland
g L, - Wi with the Queen of Hearts
- - is one of the claims |
make in order to better
O1 AAOOOGAT A 1 EAARBO
fictional duplications.

'een‘s qarden] M20
4AEAOAI EAOO CAOAAT 6 jpeq OEAO '1 EAA EAO

of her adventures in Wonderland, and which reveals itself to be the triumph of



Chaos, first welcomes her with the awkward scene of the gardeneards

painting white roses red (83). Theyare 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

EEIi OAl £ Pl AUO xEOE EOMaadintEA OAPADOAD O#E A
"AOAAT T &£ , EGCAx &Q8 xADOA EpoOEA 10AAT 80 C/
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 CardQueen becoming as aggressive and violent as hekAIW, 129
130).

Fig. 35Benjamin Lacombe,
illustration for Alice au Pays
des Merveilles2015. 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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' 1 EARABO xAEET C EAAT OEOU [EEI1 carhontafo® A£ET Al
with her dream-counterpart. Tiresias, in the Greek myth of Narcissus, had
DOAAEAOAA OEAO . AOAEOOOO ATl Ol As(@id,0A 0000
Metamorphoses, bk. 3, vv. 344348), so when Narcissus looks in the water and
sees his mirored 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

OEA 1171 AT O xEAT OEA E£O611 U OAAI EOGAO EO AU
guiding the final trial (129). She agressively reacts against Wonderland,
OAOAAI ET ¢ OUI O60A 11 OEET ¢ AOO A PAAE 1T E

(AAOOO EAA DPOAOET 601 U OAEA O1T OEA 10AAT
her hallucinatory journey of initiation she has learnt the ¢her half of her
EAAT OEOU AT Ah O &1 OCAO OEEO -Bi bt IARDAAD
(Marcus, 184), she has to wake up. The Gryphon has previously said to Alice,
AAT OO OEA 10AATh OEOB8O0 Al1l EAO EABAUR OE,
(99. EO06 0 Al AAEADO MAAIAIU AA OOAA O1 Agpbl AEI
Wonderland; or at least it is the necessary explanation Alice gives to herself
jponmq O Al PA xEOE OEA Al AOIi ET ¢ OAAI EOEA
AOAAI 6 jpomQs

There isone last duplication Alice experiences, in the Lookinlass
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 LookingGlass land. Apparently, he addressed

EAO OAUET ¢ O31 Ui O AOA AT T OEAO '1EAA8 )&
front of a mirror with an orange in her right hand, asking her in which hand the
girl in the mirror was holdingthe cOAT CA8 4EEO 1T OEAO !'1 EAA O,

I OEAO OEAA 1T &£ OEA CiI AOGOh x1 Ol AP&eniOEA 1 O,
this episode was clearly not the only inspiration behind the second of thelice

books, it is nonetheless significant, in theense 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 Alicel would like to

80) £ EA EAA 110 ETTx1 EEI OAl £638

19 Episode recounted by Haughton, xxxviii and Cohemmterviews and Recollectionsl96-7.
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conclude by showing how he turmoil and violence latent in Aiddd © A@DAOEAT A

of doubled identity is well expressed in these lines from Allen Tate:

04 001 A A-miAdadbi ihfidity

She cannot move unless her double move,

TheAll! 1 EAA T £ OEA x1 O1 A6O Al OEOU

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

4EA EEOOO OEA AOT EAh bl O1 qédstiDa@BOT OCE
Alice, vv. 1320).

2.2 Two Sides of the Same Coin? Mirrored Characters

Fig. 36Lostfish, 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 he 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 charaders as well. The kind
of disclosure Alice experiences through duplication is a general effect for the
AEAOAAOAOO ET #AOOiI1160 x1 Ol AOS8 4EA AT O,
first alluded to in Wonderland, where the characters are constructedcaording
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
EECEI ECE OO e®h dade which reqlirkd ofposition between two
forces, not the reconciliation of the two nor the complete suppression of one or
I OEAOG6 | pAdicesthid existtnceEo opposites (different pairs of
opposites, as we shall see) permeates the stes, 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 theother direction there
will be a March Hare. Actually, Alice finds both of them in the direction she
chooses, which, indeed, is not an unequivocal choiceAIW, 69x ¢ 48 #AOOT 11 8
paradoxical narrative worlds are characterised by he coexistence of the two
senses (or sense and nesense) 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 a
timeless tea party. If the LookingGlass worldin itself can be conceived as a
AOPI EAAQGETT T &£ 711 AAOI AT Ah xEAOA O!'1 EAA
through a mirror into Looking-' 1 AOO , AT Aairhurst 188) @rid ivitere
other characters from the first book reappear (189), all the characters
presented in the second of thélicebooks 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 onthe White Knight and the Red
+T ECEO8QNn AT A OEAT OEAOA AOA 4xAAAI AAOI

and the Lion and the Unicorn.
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The topic of bidirectional places, introduced with the Mad Hatter and the
March Hare in Wonderland, is taken up agaiin the LookingGlass world with
4xAAAT AAOI AT A 4xAAAT AAAASGO ET OOA8 ' 1 EAA
47 %%$, %$5-83 (/53% AT A 04/ 4(% (/53% /&
assumes that they point to different destinations, but then finds out that they
lead to the same buse(TTLG 188). The two inscriptions are leftright
ET OAOOGET T Oh OET EAAPEI ¢ xEOE OEA Z£AAO OE,
AA 1 EOOI O EIi Ac MGBartnar, 188). Rackir ubderAn@sthow
|1 EAABO OAE AAOGET T O fubtione At O &G HTAR OB A O
T AOGAO OET OCEO 1 Ashanws hadAlidehddi beyhsto yngedstang
how the different sides of herself are ascribable to the doubleness inherent in
one single person Nonsense, Sens&). Tweedledum and Tweedledee are
OxET Oh AT A OOxET O AGAI AMOODARIAEGAI ETAG GA8 @ A
A1 O O#11 OOAOEXxEOAS AT 1 OAOOGAOEI T OAPOAOGAT
ET OAOOET 16 j (AOCEOI T h ocow(q8od#fidicht OxT OxET
persons, and they fight against each other, but actually they are only two
AEOAOOA AOPAAOCO T &£ ITA ETAEOGEAOCAT 110 AT
likethe seltAT AT T OOAA . AOAEOOOO IiNansehéeASensd O | UOE
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 autecontemplation. The mirror
effects created by Carroll in this cas 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,
A OAT OAIl A ohArk & thé sAmeltimextito 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
OEi A OEA 5T EAT O1 80 OKOAOQGEANO AALT OICEAAEAAT >
AAT 6O EEI jO1TTA T £ OEA-CITA® 6M0A A0 AMSDE 1T A
(AOGCEOITh otxqd xEA] OEA 51 EAI O EEOOO O.
ITTEETC AO EAO xEOE Al AEO 1T &£ OEARAGAAADPAO

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
O1 EAT O1 6h EA OAIT1 O EAO OEAZ Ui 0611 AAI EAO.
Nevertheless, a short whi¢ after this agreement between Alice and the Unicorn,
the absurd existence of one reciprocated by the absurd existence of the other,
OEA 571 EAT O AAOAOEAAO EAO ACAET AO A 1AcC.
OET OCEO AEOAO OEA Uav®bkéh@redinidg abddiihk Gion@ilA 1 OO
OEA 5T EATOT 6 jctuvqgs !'I EAA AT A OEA 51 EAT O
OEl xET ¢ OEA EOACEI EOU AT A APEAI AOAI EOU 1.
more unreal? The norexistent entity par excellence or the foreveyoung 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 tle boundaries between
appearance and reality, alterity and identity, dreamed and dreamer are
constantly blurred and interchangeable. The ildefined dividing line between
the two opposites in each pair does not provide for either a rigid opposition or a
complete conciliation (see the abovejuote by Sewell); but alsothe nature of
the opposition between these pairs is itself unstable. By this | 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 aconceptual device to create complex
oppositions and problematic doubles, Carroll is able to explore the

EAOAOT CAT AT OO0 i AATET CO AT A OAI EAZEAAOQOEITO

201 OEIi EI AO ARAOEAA EO 3xEAOGO0I REOEADEGT 1 OAREALEA (1 «

16<



Fig. 37Mervyn Peake,
illustration for Through the
Looking-Glass 1954. Alie
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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| have mentioned already (see chapte?2,92q ! | AT 0AIT 1 A0O6O APDPOI A
applying discourses on real minds to the understanding of fictional ones (86

170). An aspect of this processis EAO 0A1 1 A0 AAZET AO AO OOE
T AOOAOEOAGS jcomqh xEEAE EIT O 1 OAO OEA AOD]
Al 1T OAET AA xEOEET AT 1T OEAO AEAOAAQADGO I ET.
AEAOET T EO OAAA AU 1 AAT O 1T ¥amwil OAT U Al AAA.

subsequently outlines different ways in which these doubly embedded
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T AOOAOEOGAO 1 Au xi1 OEq AO Al ET AEOEAOAI 80
AO Al ET AEOEAOAI 60 OEI OCEOO AAT 6O A coOil O
individual (233). On the other hand, Uri Margolin proposes a fundamental

AEOOET AGETT AAOxAAT DOAOGAT OAGEITT O 1T &£ A A
AT A APEOOAI EA OAOOEIT O j O# AR.OhehodiOO AT A
OAEAOO O1 A AEAOAAOA Otérgvorld Bffa third pebsor® OA OAT OA.
narrative, while the latter consists in the ideas another character has of it.

~

0OAT T A0O6O APPOI AAE NOAOOETT O -AOCIiTEI B8O A
i ECEO AA ApbPI EAAAT A O 1 AT U HlichaAdeOs ET T
I AOO OAAI OEAT OEA APEOOAITI 1T CEAAIl OAOOE]
OEOO 11 OA &I AGEAI Ah AT A 1T BPAT O OEI x OEA

embedded narratives interweave, merge, conflict, become reconciled, and so on.
Richandcd 1 A@ DPAOOAOT O OAOOI 06 jcoo(Qs

In relation to the AliceAT T EOh - AOCiI 1 ET 60 AEOOET AOGEIT 1
since our main frame of referenceisiol U ' 1 EAA8 O | EdeAdq AO OAA
dealing with the narrative mechanism of internal focalization. Cesequently,
iTO00 1T £ 1060 A1 OOOOAOEIT O AAI OO OEA 1T OEA
impressions, the ontological and the epistemic coinciding. Moreover, these
Ei POAOOETT O AOA OAOEAO OOAEAAOCEOAR OET AA
world inwhichshehasnoAAAOO O1 AT UT To@oudlasBakiandt, OET OCE
149).21) £ OT i AOETI A0 xA AAT 860 AAAARAOO !'1 EAAGO
I DAAEOU 1T £ A OAAT DPAOOIToh xEAOAAO OAOAO!
Wonderland (and in the LookingGla®® 1 AT AQ E O-FaEhuisQOI9)jins I OCI1 A
AT 1T OANGAT AAh "1 EAA AAT 60 OAAA OEA 1T OEAO .
encounters are completely indecipherable. With characters modelled on real
i ET A0 OOEA OAAAAO ET £AOOanddeds thesk OikdEih C T /£

AAOGET 1T &AOT i 1T AOAOOVGAOEIT 1T &£# AEAOAAOBADOS A.
AT A OEEO EO Ei x OAAAAOO COAOD ! |AicBASO 1 E]
EAOAT 6O AT U A Oi 1T &£ Al i DOAEAT OEAIthA AAEAO]

21 As | explain in the next paragraph, the minds of Wonderland and Lookir@lass creatures are

not even partly readable. Realife minds and realistic characters have behavioursspeeches,

and attitudes thatsuggest what they ® A OEET EET ¢cNn #AO0O0I 1180 AOAAOOOAO
recognizable logic of behaving or talking.



her the readers) to undeistand what isgoing on in their minds, or if they have
minds at all.
As DouglasFairhurst highlights, in the worlds of theAliceAT T EO OAAlI EAOA/

psychology is replaced by obscure or absent motivation, and conversati®mre

A~

Al xAUO i1 OEA OAOCA i &£ AEOE!I OACOAOEI ¢ ET
i ETAO0 T £# OEA AEAOAAOAOO 1 EOOI OAA ET 1T OEAY
the Wonderland and LookingGlass creatures are inaccessible by any means,

and the only thing Alice can often detect is their aggressive attitude towards her

i Al OET1 OCE OEA OAAOI1T AAEET A EO EO 110 Al,

think about her, or if they have any internal representation of her own mind. On

OEA 1 OEAO EAN AhOAIN EAABOOOBAOETI T O AAT OO 1 (
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 Terteally saddened by his

soup destiny? What are the Red Queen and the White Queen thinking? All of

OEAOA NOAOOGEIT O EAOA OEA OAI A AT OxAO AO
x OEQOET CAAMAOKe&8} )T #AO0O0OT 118680 x1 01 AOG ATT10O
theyATT 60 A& 11Tx ATU AT T DPAOAOEOA DPGET AEDPI A
pptqh AT A AT1680 CEOA AT U OOAOOAT AA O1 OE,
personalities remain flatand nonA 3E OOAT 08 O4EA OAOGOI O EO C

mimetic genre, does not constrat characters, but rather presents eccentricities,

iTOoA T £#O0AT OEAT 110 NOEOEO 1T £ 1 AT COACAG |
4EAOA EOh OET OGCERh TTA AgAAPOEIT OI OEA
mind in the Alicebooks, even if in a unilateral direction. Thee is one character

xEIl EAO AEOAAO AAAARAOO O ! dnEashktheywereel Ah x

his own: | am referring to the Blue Caterpillar, a strange and enigmatic creature
who gives Alice some good advice (although obviously in a rude manner)icg
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
caterpillar to a butterfly. However, the Blue Caterpillar looks at her coldly and

A > s -

EOOO OAPI EAO O11 6 A AEOGSG jtwqg8 #1171 OOAOEx |
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'TEAAGO O1 APbOAOOAA AT OAOO OAO EA OEA EA,

mysterious access tder thoughts.

Fig. 38David Delamare,
illustrationfor ! 1T EAAS ¢
Adventures in Wonderland
2015. Delamare intriguingly
OO0CCAOOO OEA
AAEI EOU 1T £ OA
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 Wonderland16).

Thus, in the nonsense worlds where totally opaque unnatural mindare

OADPOAOGAT OAAnh AT A xEOE OEAI OEA AT 1 OOAT O |
minds and thus understanding each other, Carroll also introduces a character

with psychic mind-reading powers. As already mentioned in thérst chapter

(33-37), Carroll believed in psychic phenomena, ESP and psychokined#artin

Gardner, regarding this specific passageini EAA8 O | AOAT O6O0AO EI
quotes a letter Carrollix OT OA ET pywch xEAOA EA OAEA OA
existence of a natural force, allied to electricity and nerworce, by which brain

AAT AAO 11 AOAET 6 juvuvQgs8 (EO "1 OA #AOAODPE]
theoretical speculations: in Wonderland, tle world where minds are

unreadable, Carroll portrays also the utopian possibility of direct mental



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 tdhe ethereal, almost immaterial natureof the

butterfly.

Fig.39& OAT A - AGAO AT A (111U (ATT1TTh EI1 OOOIOADAS O
in Wonderland 1995.In the Disney movie the Caterpillar actually experiences the B
i AGAi T OPEI OEO ET 01 A Al OA AOOOAOA&I Uh xEEAE EO
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3) OhichDoYou4 EETE )OO 7A0edd 4EA 2AAAAQO

Fig. 40Elena KalisLooking Glass O! 1 EAA 51 AAOxAOAO6 OAOEAOS
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 ieractive
metaphorical interconnection between mirror and mirrored that | am describing.

And the moral of thatiszO" A xEAO Ul & xgoHl A OAAI
EA Ui O8A 1 EEA zBO0ADAOeolurBIBBIET D1 U
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 apeared to them to be otherwise.
(AAIW, 96-7)
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In this section | address the concept of the imror as connected with mirror
neurons and mindreading 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 age

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 inThrough the LookingGlass by jumping through the mirror, she
takes an actve role in creating the mirrored reality. Such a conceptual
perspective orients this section, from the way | propose to utilize the notion of

i EOOT O TAGOITTO ET 1TAOOAOEOA OOOAEAOK OIl
with the text. | 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 | develop this conceptual apprazh by

applying it to the Alicesin progressively more complex ways: | start by showing
the different ways in which readers reflect the minds they encounter in thélice
books, and their own experience of these minds, using their Theory of Mind
capabilities; and | conclude by describing the peculiar ways in which th&lice
books deconstruct the mirror-illusion of many of our representations, revealing

their origin as metarepresentations.

31- EOOI O . AOOi10d #AOAAOO AT A #AOOi11160

| 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 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 Marleaure Ryan

DI ET OO0 1 00 ET obdyéand AqydtEeiScidnceOA Phobi€naid
8

2A1 AOET 186
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Mirror neurons (see also chapter one43) are neurons which are activated
when we just witness someone performing an action, without theneed of any
personal practical involvement. They are inhis sense significantly interrelated
with the conceptual scenarios of virtuality, imitation, empathy, mindreading,
imagination. If neuroscientists like Ramachandran (se€hantoms in the Brain
andThe EmergingMind, AT A ' Al 1 AOA AT A ' Tahdhdhe AT | O- E
3EIi O1 ACEIT 4EATOU T £ -ET A 2AJKEd cgedFgi: AT A
Il Cervello che Agisce e | Neuroni Spectgimave highlighted the possible
implications of this neurological finding for the understanding of the
behavioural processa of imitation and mind-reading, narrative theorists like
Luca Berta have made a further step linking the work of mirror neurons with the
mental construdion of virtual realities. Berta emphasizes how important the
discovery of mirror neurons could be fornarrative studies, stressing the fact
OEAO OEAOA TAOOITO OFEOAS AOAT ET OEA bpO.
OEOOAOET T h OAEAT OEZEAAI T U ObPOI OET Cco EIT Ol

is the immersion in a literary world (428). He contirues:

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 order to achieve a firstperson
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 mght not take root in facticity. (428)

. AOAOOEAT AOOh AT CT EOGEOA AT 1 AADOO 1 EEA 1| E«
to the field of narratology without theoretical precautions and without the
introduction of a conceptual metaphorical level.

2UAT 60 O. AOOAOGTTTCcU AT A #iCcl EOE®@B 3AEAI

to clarify some points. Shebserves that the discoveries of cognitive science,

OOAE AO 1 EOOTO 1AGOITOh EAOA O EAO EOOO
for narratologists interested in possible worlds the relevance of notions such as
OEOOOAI OAAI EOUR T 0O OEA AOAAOQCEIT 1T &£ 1 A1 O,
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ET OOOOAOCEADOAATE®S GOAd8E 2 UAT AEOOET COEOEAC
cognitive narratology can take, oneelated to the theoretical dialogue with
T AOOT 1T CEAAIl OAOAAOAE j xEAO OEA AAI 1 O OE,.
other connected to the more speculative branches of cognitive studies, such as
philosophy of mind. She dismisses the first approach bause 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 tajpwn
approach and a convergence method (8), 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 narratologyA OCAT OET A AHAAAAAAAE 111pP6 1T £ EOO
T AOOAOT 1 T CEOOO OET OI A AAOGAI TP A OAO T &£ O
OOEA 1T A@0OO0 T £ 1 AOOAGEOGA AT A TETAG j pmQs
OEAT OAOEAAT A1 OEOOEAOI &A1 O T EOOI O 1TAGOI T
AT T AADOOh xEEI A OE Aelaie® apgeanoh hdsilackedE OE OA OAE,
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 typ 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 theafe
guestions Ryan suggests, waiting for further advancements in practical
research.
In my theoretical position, Iwouldi EEA O AAT PO OEA 0OOI1 £06
more metaphorical sense. The use of cognitive science concepts likeror
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 nethodical scientific empiricism about itz
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what a narratological outlook can do is to offer reflections upomow we think
about the mind and its intricacies. Using again the mirror metaphor, cognitive
narratology can reflect upon reflection about the humammind, 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 nmd, | 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 metaepresentational skills can be useful in
O1 AROOOAT AET ¢ T £ OA A AhcexOdks. Regandh@riikor AAO x E
T AGOTI 1T Oh 2EAEAOA 7A1 OE OOOAOGOAO OEAOh xEI
O1 AROOOAT A OEA 1 AOAPEIT O ET OAOI O T &£ OEA
metaphor was originally used to characterise thaction] £ OEAOA 1T AOOIT T O«
&EAOEOA 2AZ£I Aghd pmngqs )1 OEEO OAT 6Ah OEA
narratological contexts would shift from the written representation to the
OAEI AAOEOGA OADPOAOGAT OAGET T Al AAO in&E OEA b,
a representation n 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 independentT £ OEA AAO T £ OEAxEI C EOO6 jopm
Through the LookingGlass and What Alice Found Tharey 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. Aligpes
through the mirror, the idea of action that the exploration of the mirrored
reality entails is made clar already in the title, with its emphasis upon
OOEOT OGCEo AT A OEA AAOEIT OAOA AOOOEAOOAA
proposed by the second of thé\ice books thus conveys both the idea that
mirror mechanisms are revealing and powerful and the fact that these
i AAEAT EOI O AOA AAAPI U AT OAT Ccl AA xEOE AAO
through the mirror and her active interaction with the Looking-Gass world is
xEAO | AEAO EO DI OOEAI A £ 0 OEAO xI Ol A OI
OEOT OCE OEA OAOECEO OEI OAOU 1 EOOG jptwq |
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ET OAOPI AU xEOE OEA OAgOOAl OAAI EOUR xEEA]

interpretati ve acts.

Fig. 41 Mary Kline
Misol, Garden of Live
Flowers from the Alice
Cycle2004. This
fascinating artwork
seems to highlight

T EAA8O AAC
navigation through the
mirror, and the
surprising power of
the reflection, which
gives her back
something completely
new and unexpected
(the flowers).

YBenuunTb (614x874) 100.49Kb

o8¢ -ETA "AiAOG AT A 471- E1T '1 EAA8O 7101 A0

In chapter one | outlined the concepts of ToM and of met@presentational

capabilities, as well as the existence of different approaches to(#imulation
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theory and theory-theory) and what Lisa Zunshine points out about their
OA1T AGAT AA O OEA 1T AOOAOI 1T CEAAI OOOAU 1 £
(23-25). | would like here to focus on the specific implications these concepts
may havein relation to the Alicebooks as reading experiences. The mirror
metaphor of Alice jumping through the LookingGlass is a conceptual framework
£l O OAAAAOOE AoPAOEAT ARG xEOE ndedh OA@Oh .
abyme an interpretative one thistime, metaphorically picturing how readers
approach the narrative.

4EAOA AOA OAOGAOAIT 1 AAOdaedskilsiare shElEngd OA A A A
and on which they arereflecting2?OEA [ ET AO OEAU AT AT 01 OAO E
First, it is worth consi AOET ¢ OAAAAOOG6 Al ECi i AT O xEOE
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: AR A 6 O-related-capabilities prove to
be totally useless there, and the same happens for readers, since they share
' 1 EAA8O PAOOPAAOEOA8 2AAAARO0O0 AEOAAOI U A&l |
AT OAOOh AAAAOOA O4EA OT 1T A 1T AABCANETTIOBDT IO 6

(De La Mare, 55). If Carroll has identified with his heroine, he has also managed

O0i T AEA EEO OAAAAOO Al OEA OAi Ad !'1 EAAGO
mind, constitute the pervasive point of view of the stories.
Seconduh ' 1 EAAGO I ETA AAT AAAT I A EOOAI £ OE

the one hand, the Wonderland and Looking | AOO 1 AT A AOAAOOOAOGS
been created by Carroll in a normimetic way that leaves us, like Alice, in a

constant state of mental puzament (the applicability of reatminds discourse

IT OEAI 110 AAET C A OEAAIT A TPOEITTQ8 /1 Ol
xEOE ' 1 EAAGO PAOOPAAOEOA [ AAT O OEAO xA A
i ETA8 *ATTU +AO0I 0011 Ivédbikdiesiare ta®EAO ! 1 EAA

AAOAT T PAA AO AT AAOI 680qd ET DPAOOEAOI AOh

AAOGAT T PAA AAPAAEOU A1 O EUDPI OEAOEAAT OEET |
EUDPI OEAOEAAI OEETEET C AEEAAOO OeA AEE] AG
DAOOPAAOCEOA T £ 1T OEA0OOS j1Qq8 4EEO I ECEO E¢

2262,§/EIAAOE'I'T6 ET OAT AAA EAOA ET OEA AAOGEOA xAU 1 O¢
I 1 E A Aainid intArattion with the mirrored world.



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 ofthe Carrollian creatures. Maybe we are facing the depiction of
unnatural and unpredictable minds, or maybe we are constrained by a little
CEOI 60 I ETAnh AT A POAOGAT OAA 111U xEOE EAO
mental frame becomes an object ofeflection and doubt: in other words, is the
Alice who encounters these creatures a reliable focalizer? We are able to
NOAOOEITT '!''1 EAA8O OAI EAAEI EOU OET AA 1060 O.
complete and blind alignment: the internal focalization preupposes 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 ovn 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
' 1 EAAGO xAU T &£ ITTEET ¢ AO OEA x1 OI A AOI O]
1T EAABO | AOAT O OwW Kaddpéirit shiftsi fronf\Adic@ koAdr dister,
and the dream begins again: a dream about Alice and thieasge creatures of
EAO 711 AAOI ATA AOAAI8 'O AEAEOOO 1 00 AAOAA
Ei 1 OO0l Oug EAO OEOOAOGO PAOODPAAOEOA EO EI
11 EAABO AOAAI h AO AT ET AOAAPAAT A EOAI A 1.,
I £#/ OEA OA@Oh OEA OEOEIT T &£ "I EAAGO OEOOA
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 OEA A OI T OPEAOA OEAO '1 EAA8O AOAA
OAAAAOOS 1T AEAAO T &£ AOOAT OET 1T OEEAEOO O1 ']
POl i POET ¢ OEAI O DPAU AOOAT OEiIT OiF OEAEO
perspectives, and consequently questiobothsistetO0O8 A OAAI O8

4EA OAATTA AITTESO Ai1T Al OOEI 1T EO AEAEZAOA
AAAE Oi OEA ET EOEAI OAAT AOET h OEA 1 EOEIC
OEA AT AOT 60 AEOI EOO OEA OAO@miedO AOAAI &

repetiti on of it (both in her own actions, hurrying to teatime like the Mad Hatter
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AT A OEA - AOAE (AOAh AT A ET EAO OEOOAOBO |
trying first to figure out the roles her kittens play in it, and then posing a

metaphysical quesion about the essence of dreaming itself. The shifting of

perspective comes more abruptly this time, with a sudden and unexpected

NOAOOGEIT 1T O OEA OAAARGE EG EA IEGA 1xVO&® 60 x<EEEE
marked by the use of italics. We suddenly losaur mental identification with

Alice, and the brusque change to the second person makes us all at once clearly
AxAOA T £ OEEO DPOAOEI OO0 EAAT Gdnahdels®ET T h Al
OAAAQ 1T OEAO T ETAOh AT A ET OAOPOAO OEOOAOQE]
always noticing it; but at the end Carroll troubles this almost unconsous

mental attitude with that abrupt NOAOOET 18 4EA AOOEI 060 DPOA
made more gominent, and we are also led to question our own identity as
OAAAAOO8 7EAO AT AO EO i1 AAT O1 AA OUil Ode
read through the chapters ofThrough the LookingGlassDOADDPAA ET OA A0/
b A x tefie@iew of a lookingglass gamd £ AEAOOO6 j (AOCEOI T h oc¢
OAAT EOA EO xAO OiTT1U6 OEA 1 AET AEAOAAOAO;
consider whether this dream might be contained within another dream, and

even that our own reading perspective might be included. In additionAlice is

talking to her kittens while questioning the nature of her own, or someone

Al OA6O6h AOAAIinh AT A PTETOEIC 1 OO OEAOh EE
important part of the dream; secondly, in the dream there was a strange

recurrence of fishy reerences. Another question might be: are the readers

supposed to becats? Have we just been led unconsciously into a eperspective,
continuously oriented towards food, and fish in particular, and not at all

interested in mind-reading? Our ToMrelated capailities having been

repeatedly challenged in our active interactonwiE OEA [ EOOT @ T £ OEA
AOA 1AEO xEOE A EAATEIC T &£ A | AT OA1 OAOO]



Fig. 42Vladislav Erko, illustration for Alica v Krajine Zazrakoy2014. The presence ofats in the

AlicesOET O1 A 110 AA O1 AAOAOOEI AOGAAdg AAOO xAOA 11 EAA
(Haughton, 301), is mentioned immediately, at the very beginning @lice in Wonderland14),

CEOET ¢ AEOOE O1 'l EAA8O AOAAI U AEAET 1T &£ OEI OCEOO:
AAOO xAT AAO AT 1T OOATOI U ET OEA xT O1AO T &£ '1 EAARASO .

example, but we should not forget that the two black and/hite kittens of Through the Looking
Glassare actually meant to be the Red and White Queen, while Dinah comes back as Humpty
Dumpty (284).

3.3 Worlds Upside Down and MeteRepresentations in Trouble

TheAliceAT T EO Al O AEATI | -Adni@iing ddnilAdiced GeeOT OOAA
Zunshine,60p v @ OEOT OCE OEA AT 1T OE1 61 660 £FAEI O0OA
meta-representations of reality. Meta-representational capabilities are closely

linked to ToM-related skills: they are those mental tools that allow uso discern

the sources of opinions, sentences, thoughts. The representations that Alice has

ET OAOT A1l EUAA AAT 0O 1T OEAO PAI PI A6O OEI OCE!
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 metaOAD OAOAT OAOET T Oh T1T1 U xA EAOGA &l O
(Zunshine, 50). In other words, many rata-representations have actually
AAAT I A OOAI AT OEA 1 Ai 1T OEAOhd xEEAE AOA 0O,
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xEOET 60 OEA Oi OOAA OAco j: O1 OEET Ah vuvpaQgn .
recognize them once again as met@presentations23 The mirror metaphor in
this case emphasizes the instability of metaepresentations: when we forget
OEAEO-00IODADHOO xA O1 OEETEEIT CI U AOOOI A OEA
OEA xT Ol A AOT OT A OOh xEAT othd diodshakAOOAIT I U
mirrored it. In the Looking-Glassworld 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! 1T EAAGO ! AOAT O ONichdecidEsto falldwith& YWhite Rabbit
because he is a curious and funny creature, with unexpected attitudes; we
anticipate he will be a nice little speaking peg what else can a little cute white
bunny be?- so, when Alice actually talks to him, we are quitdisconcerted to
AEOAT OAO OEAO xEOE OEA BIEAAOMAEI CHA ARG OF
j #AOa@lcéiilTh GEA 30AcAoqh AOO EA EO EOAOAEAI
charactersz 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 thinksi EO OOEA 11 OAT EAOO CAOAAT Uil &6 AO
get out of that dark hall and wander about among those beds of bright flowers
AT A OEIT OA AlTT1 & O1 OAET 06 jpeQgs8 " OO OEEO

which she will arrive only after countless vcissitudes, 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 generaflypposed tobg OB&y EO O
Ocl uoh OEA EO OAOU OOAAR AT Anh 11 OAT OAOh |
violently up and down,ald  OET CET ¢ EEI OEEO 1 011 AAug O

/ | 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 meta-OA D OA OAT OAOEI T xEOE OEA O1 O0OAA
OEET E OEAOG 8 jupQs
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EA Dl Ac¥)OMeénividile the cook contaminates the air with pepper, and

throws dishes, pots and plates at everyone.HE 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
representedoy the socialconstructed mind as sublime and noble, and slwing

its hidden impulses of violence and selfishness. Met&presentations, 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,

o1 AAT AAOAOAA AT A AgAl OAA ET -baby dpBdd® E AT
humorously dramatizes the arbitrary nature of conventional attitudes toward

ET AA RabkihNonsense, Sensg?)24 Alice humorously adapts herself to
OEAOA POUUIETC 1TAx AEOAOI OOAT AAOh AT A
would have made a dreadfully ugly child: but it makes rather a handsome pig, |
OEET E6 j o@Qs8

24 See also chapter two, note 19.
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Fig. 43Arthur Rackham,

Pig and Peppeiillustration
forl' 1 EAA8O ! AO
Wonderland 1907. This
image vividly and
dynamically shows the
reversal of the normal
expectations of a typical
Victorian interior.
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On her Wonderland trip, Alice finds that familiar things arecontinually being
transformed and parodied: cats, her favourite animals, have as their
representative theOAT ET A1 A O1 O A I &Skrittori AdB)] 25 the king@fA T O A
paradoxes whose ineffable grin is the subversion of sense. The Cheshire Cat's
smile twinkles alone like an erratic hafmoon, in the sky of norsense, persisting
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sense, enacting the insubstantialities of language and logic: Rackin points out the
OOPOAT A AAT CAO OEAO OEA COET xEOEI OO0 OE
seemingly indestructible bond between subject and attribute, a crucial element
ET OEA 11T CGCEA AU xEEAE Nenfensk, Bénde cidB0O ! 0 AARIG
AAOT OOEOA DPAO AAAT I AO OEA Ai AT AEI AT O T &
symbol of the arbitrariness of language andogic. Even teaime, an occasion that
Victorian readers in particular, and English readers in generalrecognise 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 partifere, in the setting of
OEA OOOAI 6EAOQOT OEAT AAOCAITTTU T &£ ¢ ToAIT?}
AT 1T OEOOAT AU 1T &£ AEAT Oh EO AT TEEEI AOAAG AU
and the March Hare (RackinNonsense, Senszb).

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 nonsense of her progress towards it. Yet even this garden demolishes
common ideas about enchanted fey tale gardens: the wonderful garden with
OAOECE@ AAIG ARG AT T dctuallgth® Quedn i Heabtstréglet-
ground, where the roses are fake and where Alice experiences the definitive
collapse of her mental categories. Representations ar¢hus 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 croqueground 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
OO0OAAT 6 x1 Ol Aiybs ardipdaddnasOlividglarinials 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 Pigeb h x EAOA OOEA Ci 1 AAT AEEI
OEA OAOPAT O ET AEEI BET EAAOAWAAMpAiPAOR AR A,
climax she discovers her alterego, the Queen of Hearts, who is no more than a
playing card. What Rackin calls the destruction of MA8 O OAl £ ET 711
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(Nonsense, Sensé8) is also the destruction of our own representational
categories.
We likewise discover that the objective world can be completely reversed in
Through the LookingGlass and What Alice Found Thereut in aneven 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 revda
that our representations do notsimply mirror an objective world. The mirror
itself is ameans of inverting and modifying: a perfectly arrespondent reflection
does notexist. Common beliefs about reality turn out to be almost unconsciously
acquired metarepresentations, the sources of which (parents or social
environments perhaps) are no longr identifiable; as Lisa Zunshine puts it,
OAl OET OCE OEA AEOOET AGEIT AAOxAAT OAI Al Ol
representations and metaOAD OAOAT OAQOETT1 6q EO OOAAEDI
always contextA ADAT AAT O AT A bi OAT OEAIT T U &I OEA6 |
In Through the LookingGlase x A AET A OEAO OEET ¢cO AAT
OEA TTA xA AOA AAAOOOI I AA Oi8 'O ET '] EA
OEA OAAO AT A OEA TTA OEA 111¢cO OI OAAA
flower-bed, with a border of daisies, and a willowDOAA C Ol xET ¢ ET OE

166), but again it proves quite hard to get there. Basic conceptions of spatial

E
E

reality are totally overturned: she walks straight ahead, towards the garden, and

she finds herself at her pint of departure, in the house. Alice is upset until, by

trying to move in the oppositedirection 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 raher 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

EO O1TO0 A Al AOGAO 11T Ahd OEAOCAKAOADABIOAA OOH
iTOAhd OEAO OEA O1 AOGAO OEETEO AO Al 1l hd OE
0) TAOGAO OAx AT UAT AU GE95 Blowers, wkodelsec®tO O D E A £
language was regarded as metaphorically resonant and poetical Mictorian

times, speak here aggressively and impertinently; the picture of flowers as kind

creatures is foregrounded as another metaepresentation, in the product of a

specific cultural context.
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unpleasantness of the flowers is here quite evident, their fdures shown as aggressive and
frightening.

"TET C OA&I Ox AOA Gyass Borld, e Bome o frehligel tithe
known world can be completely upended; what is considered as common
knowledge turns out to be onlyonepossible perspective. By crossing to the other
side of the lookingglass, Alice discovers that growingup is an illusion of
happiness; thatis, bec | ET ¢ A 10AAT h xEEAE EO !l EAA
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 (wherbottles 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 metarepresentations 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

meAT ET C1 AOGOn 1T AiTou AT TAAOT O AGPAAOAQEIT C
this sense, theAlice 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 dliefs. The mirror metaphor, which has helped

Al OAAAU EECEI ECEOEI C #AOOT 1160 1 x1 x OE
OAPOAOAT OAOCEIT 1T &£ OEA AEAOAAOAOOGG 1 ETAO
OA A A A OO tefledt EpbnAtiie text, finally reveals to be seful also in this

demystification process aml relativizing of perspective.



CHAPTER FOUREMOTIONAL ALICE

Fig. 45 Trevor Brown,The Pool of Teargrom Alice, 2010. The emotional impact of this image
000iTciU ATTOOAOOO xEOE 4ATTEAI 60 1TOEGCET Al AAPEA:
explicitly shows intense emotions, | argue in this chapter that emotions are there indeed.

Moreover, the act of cryingn the Alicesis quite an important, recurrent one, which | would like

to emphasize through this initial illustration.



O3EA80O EI OEAO OOAOA 1T &£ T ET ARS8 OAE.
wants to denysomethingzT T 1 U OEA AT AOT1 60 ETT x x
0! T AOOWH PGBl GEAD 2AA 10AAT OAT AO
(TTLG 265)

A recent shift in cognitive studies has begun to give more andore attention to

the role that emotions play in our cognitive system. Theorists such as Damasio

j xET xOEOAO OEAO OZAAT ET CO AOA EOOO AO A
$ AOA A OO ABBH Savk® antl Ramachandran have contributed to the idea of

the centrality of the emotional mental apparatus. The focus on emotions is also
ATT1TAAOAA O1 OEA EAAA 1T &£ OEA OAI AT AEAA 1
DOOAT U AT ¢l EOEOA 1 ET Ah O1 AAOOGOITA 11 OEA
(Wojciehowski and Gallesel): emotions offer a good ground for establishing

the deep interrelation of bodily reactions, perceptual sensations and physical

AAAT ET CO xEOE OEA T ETA8O0 £O1 ACETTET Ch Al
than abstract cognitive processes. Literary scHars 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 bodilysensations 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 omeotion, it seems clear that any
theory of narrative would benefit from a more fully elaborated
treatment of emotion based on this research. Indeed, | would go
further, and argue that narrative is fundamentally shaped andreented

by our emotion systems(Hogan, 65)

As emphasized in the previous section about mirrors and mirrorelated
images of the mind, the concept of mirror neurons actually has its roots in an
embodied, actonrAAOAA AT 1T AAPOEIT 1T &£ OEA [ ET Ad OIE
foomofacti T O1T AAOOOAT AET ¢ OEOI OCE A [ AAEAT EOI

writes Gallese (14). Theory of Minerelated narrative studies have thus been



recently combined with what Wojciehowski and Gallese call Feeling of Body

(FoB), making it possible to develop an unerstanding of literary texts,

cognitive creative processes and readeresponses that encompasses actions,

affections, and bodily feelings. As Clark underlines, th@R OANOEOAO 60O O1 A
the idea (common since Descartes) of the mental as a realm distirficdm the

realm of the body; to abandon the idea of neat dividing lines between

PAOAADOET T h Al CT EOEihihi&chaplerd ankydir@ kol 1 6 | GEEE
address the implications of both theory of empathy andsé A1 1 AA OA ££AAOE
T AOOAOIT 11T ¢WAA OBIOAT QEA AdeAEI EABDOAT RGBAOOT 11

exploration of the embodiment of emotions.

1) 0) 0O 4EEO Al %gOAiI i OAOU 211 ATAA T &£ 9106060

Fig. 46, AxEO #AOOT i1 h O/ PAT Ui OO i1 066 AT A OEOO Ui 60
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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: shepsrmanently fixed in a

OOODPAT AAA 111 AT Oh OOAAAEET C A O Oi i AOEEL-C OEAO x|
Fairhurst, 139).

And, though the shadow of a sigh / May tremble through the

001 ouh 7 &1 O OEAPPU OOIi i AO AAUOS C
summer glory z / It shall not touch, with breath of bale / The

pleasance of our fairytale.

(TTLG 140)

How does an approach through feeling inform our comprehension of the

AOOET 08 O eniparEsoutOAOOLT 006 AiI PAOEU AAAOO T
x| Ol Al AEET ¢ AT A AEAOAAOAO AOAAOQEIT & jO. A
authorial section of the chapter | describe the emotional components behind

the creation of theAlicebooks. First, | considerCad1 1 1 8 O x1 OE AT A EOC
issues of emotion and bodily sensation in the broader context of Victorian

literature. As a second step, | explore the peculiar rhetorical contrast between

nonsense and emotions that Carroll manages to create in dicebooks, and

AgAi ET A OEAEO Al i bl EAAOCAA OAI AOGET 1 OEEDPS8
O O ¢ ¢ A O O khé adult@divitydmosd closely aligned with having imaginary

AOEAT A0 EO OEA AOAAOQCEIT 1T A&# AEEAOEITAI AEA
the contOT OAOOEAI AT A EOCA OI PEA T £ #A0OOiI11860C
character, Alice. My theoretical path in this section goes from the more general

cultural context of Victorian literature, referring to texts such aswilliam

# 1 E AHmbodied: Victorian lierature and the SensedT A $ AThéd 08 O

Physiology of the Novel: Reading, Neural Science and the Form of Victorian

Ficionh OT OEA DPAAOI EAOEOU 1T &£ 111 0AT OA AT A
nonsense words, leading into a focus upon authorial feelingspecially
AT T AAOTET ¢ #AOOiI 1160 OAI AO&pldre0&ED xEOE ! |

interesting relationships between an author and his main character.
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1.1TEA O$EOAT OAOUG T & %i 1 OET 10 EIT 6EAOI OEA

Nonsense Vs Victorian étimentality

Rachel Ablow highlights in a 2008 issue ofictorian Studiedocused on

O6 EAOI OEAT  %dmbtidrs Eontidued to fOrtibrdas ©central

epistemological tool throughout the er@ a way of defining not just male and

female, public and private, but also subject and object, human and nonhuman,
AAOGAOI ET AA AT A EOAAG | oxv GdtheeldialOE AT x O
world, building an idea ofsubjecthood where feelings and sensations were a

dominant element in the construction of the characters and the plot. Among

scholars pursuing embodied approaches to literaturéNilliam Cohen shows the

use of sensry 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 Sensg¢sYdDT ¢ AT AT UOAO ' AT OCA %l EI

representations of sounds as essential boosters of emotional connections

AAOxAAT T ETAON (AOAUBO 4A00 AOG OAT Al AT A
AOAT A T £ 4A0080 11 0O00Ed jpopoq AO A OOAOOE]
the male characters; and Sue Bridehead frodude The Obscure© OAT

AT AT AET AT O T £ EAATET Coh xEAOA AiITOEIT O Al
AT T OAET OOT AGOGG jptpQ8 4EA 0OO0OITC ATTTAAOI

depiction of feelings has also been addressedb $ A | TAeCPhySiology of the
Noveh xEEAE AQDEMEI6CEAEHACEAD 1T AOOAT OAEAT AAO
collaboration with literary criticism, for which a range of cognitive and
physiological activities involved in the reading act seemed suddenly capablé o
OO0OO0AU AT A AAEETEOEITO6 jxqQ8 )1 OEEO OAl OA
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 theiranalysis 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
conseguence of the Victorian focus on emotions the cultural phenomenon of

s oA N~ o

O6 EAOT OEAT OAT OEi AT OA1 EOUhS6 xEEAE [ ECEO .
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nonsense representations of emotion. | 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 Victian imagination,
and as a rhetoric encouraging an affective and empathetic reaction in readers
(see for instance the special issue of the journdOA A1 1 AA 02 AOEET EEIT C
3A1T OEi A1 OA1 EOQU6h AAEOAA AU . EATTA "1 x1Qs8
in Victorian culture (in literature, poetry and visual arts alike) were associated
x EQOE OE A ménim directedtby Giscoveries in physiology and
psychology, which in the nineteenth century increasingly saw body and mind,
thought, feelingand sensatii AO ET A@OOEzmtdoreticall ET EAAG | 1
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: accordingto Sewefi 11 1 OAT OA OEO A
Oi xEEAE AiTOEIT EO Al EAT 6 jpcwqgs8 3EA OA
#AOOT 11680 111 O0AT OA x1 OEO BiMelandBE®AE Al 1T Ol

xEOE EOO OET OEPEAEOU AhefMuriingbf@hg SnarkrOAT EOQUOG

xEEAE OAOAAIh AAI EOEOI K | AATAGOS jpowq A

without the formal constraints of the Nonsense game which characterize the

Alices(163-182). Yet Victorian sentimentality is always somehow present in

#AOOT 11680 11 hedlkésahSewehr@rddif adinits (181); this is not

a case of poetical failure, but both another way of exploring a cultural product of

EEO OEIi A6O EIi ACETAOETTh AT A A DPOT Al Al AOCE,
6 EAOT OEAT 111 OAT OAh A Oéndshé Adfine liselfinA OOT 1 1 6

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 eraging

with sentiments, often involving parodies and awkward juxtapositions (such as

the rather sentimental prefatory poems of theAlicesversus the humorous and

1y8i EAOA T AOET OOI U A AOGOET C 11 #AOOI1180 111 OAT
sentimentality in his own complex way (see Sewell, 14962).
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caustic narrative content), but with a complexity comparable to the tonal shifts
ET S$EA&Ad 060 1

Fig. 47Ralph
Steadman, illustration
for Through the
LookingGlass1972.
The moment inwhich
Alice is waving
goodbye tothe White
Knight, the most
sentimental scene in
the Alicebooks, is
here effectively
rendered by
Steadman black and
white image.
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The numberless parodies Carroll inserted in thélicesare often directly
addressed to Victorian morality and sentimentality. Parodies are widespread in
the Alicebooks, especially in the first one, covering weknown and revered
AEAAAOGEA DT AT O jO(T x tA) GO TGEMIAE GQIAL AR
5.0t N O4EA 3PEAAO AT A OEA &l U6h pmen O4EA
¢ceyqgn I T AEET C OAOOETTO T &£ 1011 AAEAO AT A
4xETEIA ,EOO0I A 30A06h xon O30A0 T &£ OEA %
eminent Victorian authors, E E A 4 A T Nlaudof whighGCarroll gives an
EEI AOET OO DPAOI AEA OAOOEIT 1T TEG16BW®A ' AOAAI
#AOOT 1160 EOITOI OO AOOEOOAA O xAOAO x1 OE«
Victorians should not, however, be regarded as just an irreveremritique. It is
true that the programmatic exclusion of moral messages from thalice 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,
O1 11 O0AT OA OA@OO AOA OEA 11T AOO &I O-A PI 1 U
ground for the concurrence of different, even contrasting, significances. In this
OAT OAh Atidekb6ks dah HEGth a parody of Victorian sentimentality and
Al A@DOAOGOETT 1T &£ EOG8 #AOOI 11 EEI OAl £ OxA
AAROO PI Ai Oh TO AT UxAU OEAO PAOI AU OET xAA
¢copod8 4EAOAE OAh #iAdalyilife, hi§r@igidus beliéflandA T T AAOT
his later sentimental works, are not to be viewed as incompatible with the
Alices Only, in theAliceshe managed to achieve a delicate and complex balance
of different antithetical components. If nonsense is a souf pastiche (Lecercle,
pxpgqh EO EO A PAOOEAEA ET xEEAE OEA AEEAE
OAOEI OO AEOAI OOOAO OEAO 1 AAA OP 6EAOQOT OEA
upon the meaning and role of these discourses. If in thdice 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 | EAA3 O | AOAT OODOAO ET 7
seems almos deprived of authorial emotional involvement, but the prefatory
and conclusive poems tell a different story. Here we find melancholy
OAAT 11 AAGETT O 1T &£ OA Ccil AAT AEOAOTTT16 xE
xEAOA O#EEI AET T A80 AOAAIU®OGEBRA AGN EAT6GA ATET x.
OOEA -AGERRG6 j xqh OEA OAEEI A T &£ OEA DPOOA
OEOI OCE A TATA T &£ xi11TAAOGOS6 jywyqgq ATA EO Al
i AEET ¢ EEI 1T AOAOGOGEOAIT U OAI Ai AAO OET OA Ol
gowEl C6 j powah AOAT 1 AOAOh xEAT O! 0001 T &
andhisdreamrAEET A OAOA EAI £ A 11EEA2RR OA O OV OGN a0 G AxX
Wonderlandthese explicit sentimental tones are almost limited to the beginning
and the conclusionofth AT T E j xEOE OEA [ Al ATAETT U AO
OEOOAO AOAATETC !''1 EAAGO A-Gpiaice), bAtinA OEET EE
Through the LookingGlasghe irruption of emotions is much more pervasive in
the rhetorical tissue of the text. Apart from the intoductory and conclusive
poems, it 5 worth recalling the melancholic Gnat who always sighs (185), the
almost enchanting tender encounter between Alice and the Fawi(186-187),
the romantic description of the dreamO O OEAO ET OEA O771 11 AT A
(204-cpx Qh xEEAEABBAAKREOAOBEAOI OEAI OAOOA O
(Haughton, 343), the widespread troubling question about who is dreaming the
dream of the story (with poetical references to Shakespeare, Shelley, Tennyson,
and Wordsworth z see Haighton, 355) and the chapter on the White Knight
(245-262).

4EEO 1 AOO AgAi I A ET DPAOOEAOI AO j OEA AE
most explicitly sentimental chapter in theAlicebooks. As I have outlined in my
third chapter (145-146), Carrdl more or less explicitly identifies himself with
OEA 7EEOA +TECEO j OAA Al 01 30AO0T h O#AOOI |
ET AEAAQGETT O T £/ OEEO EAAT OEEZEAAOQETT AOAR .

P - T N

I 1 EAA3Oh EEO AOAAOQE ie@d of fheskiadhgedt Belticed, +1 ECE |

2This encounter is reminiscent of the encounter with the puppy in the firsAlicebook: in both

caseghe rhetorical atmosphere is different from the nonsensical comedy of the surroundings,

and both scenes involve animals whose tenderness and graciousness Carroll later compared to

' EAA EAOOAI £/ OOEA xAO 11 O0EITC AQ8A Aics CAT O1 A |
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248-255) and his clumsy and sweet attachment to Alice. Adartin Gardner

OAUOh OEO EO 11 6AxiI OOEU OEAOHh 1T & Ail
adventures, only the White Knight seems to be genuinely fond of hand to

I £#£AO0 EAO ODPAAEAI AOOEOOAT AAd jcumngs

contains some passages which are almost elegiac, and very different from

#AOOT 1180 OaokedsiThembstitbnally iriking@derfe depicts Alice
listening to the White Knight reciting a long poem of his own invention (based
IT A PIT Al #AOOil1l EEI OAI £ xOI OA GJ 1A

seeM. Gardner 257). It is worth quoting the entire passage:

Of all the strange things that Alice saw iher 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 behine 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 halfeam,

to the melancholy music of the song256)

The slow rhythm of the description and the poetichtones offer a strong

contrast with the nonsense surroundings.As Haughton remarks

this sudden time-shift to a mood of anticipated retrospection indicates

UAA

OEAO OEEO ET AEAAT O EAO Al AgAADPOEIT T Al
closetothatoftheE1 OOT AOADI OU pPi Ai AT A OEA ODPE.

Victorian, even PreRaphaelite, medievalism.(349)

34 EA 7EEOA +TEGCEO8O0 AAI T AA EO Al O MGodhadi AU
256-261, and Gregory, 170.
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7TEAO0 OOAE AgAi bl A0 Al AAOI U OETI x EO OEAO
literary manifestation alien to the Victorian culture of emotions wihin which
OEAU xAOA DPOI ACAAA8 #AOOiI 11680 OADPOAOGAT OA
insurgence of sentiments, it plays with it and ridicules it, but also sometimes
succumbs to it, allowing sentimental tones to invade the stories. | would say
further that sentimentality is alwaysD OAOAT Oh AOAT xEAT #AOOT I
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, literatd AEOAT OOOA EO OAT ET OACOAI PA
exploration of itself. Fictionality is the inaugurating move of a specific rhetoric,
xEEAE AT AAT A0 A DPOI AAOO 1T &£ Ei ACET AOEOGA A
#AOOT 11680 ODPAAE A£BE procesa af imhgiatiie @plordtiondET ¢ OE
values was mainly through the rhetorical means of parody, but also through the

occasional insurgence of emotional landscapes in his nonsense writings.

p880BI 1 3EA (AOT OO - Ab

The character of Alice was, notoriosly, modelled on the real person of Alice

Liddell, one of the daughters of the Dean of Christ Church, OxfdriVhatever

the muchrspeculated upon actual relationship between Carroll and Alice Liddell

had beenthere seems to emerge in his writings a certaidifficulty 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

awa0O AAAT OEEOEEBAAAI ARBEEEA xO1 OA ET EEO

her as a growrup woman,

EO xAO 1106 AAOGU O1 T ETE ET T1TA80 1 ETA
z the stranger with the oncesoET OET AOAT U ET 1T x1 AT A 171¢

“4EAOA AOA 1T AT U EEOOT OEAAI AAAI (N)TAQO lewis 00 OEA OOA
Carroll: A Biography especially chaph O OEOAA O4EA s$i1Th OEA $AAT AT A (
Douglas& A E O E the SxiéhydotAlice ! O1T I AxEAO AEZAEAOAT O PAROODPAADE

the Shadow of the Dream Child
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whom | shal always remember best as an entirely fascating little 7-

year-old maiden.(Wakeling, 465)

This creature, half real and half fictional, half idealized and half frozen in
AEOOAT O 1T Ai 1T OEAOh AT 1T OET OAA OI EAOT O #AO
kept coming back to theAlices creating new versions of them (like theNursery
Alicefor young children, orAlice on the Stagea theatrical adaptationof 1 EAA & O
Adventures in Wonderlanyg and searching for Alice in all the innumerable little

~ - P

CEOI O EA xAO A£EOEATAO xEOEh AOO xET h AO E.

A AEEEAOAT @' GERAIABSO !jl EARQAT A AT FOEAO '1 EA
coloured roses. Great conjurer, masteereator, lonely landscapist, Dodgson was
i AEET ¢ ITOA "I EAAO AT A TECEO 1T AOAD OOI Pd

her novel about Carroll and Alice, significantly entitledstill She Haunts Me

Fig. 48Somefield, illustration

from his series of dawings

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
EAOA AOA 11 EAAGC
OAGOAI EOUR 1 EA}
reinterpretations through

AT 1T OAl T OAOU AU/
identity (the caterpillar, symbol

of metamorphosis, is the
character most evidently
obsessed with it).



