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Abstract

The following essay attempts to prove that Jamesdhéa Barrie’'s main character
in Peter and WendyPeter Pan, can be seen as a kidnapper. Sinbedke=xplains
the adventures of the Darlings’ siblings, the andiedo not see that Peter Pan
takes the children out of their homes with the ideaot returning there ever again.
In order to argue this, children’s literature issciébed and characterised socially
and historically. This is achieved through Brunctt8éeim’s controversial and
revolutionary book:The Use of Enchantment. The Meaning and Importarice
Fairy Tales



Introduction

In our current society, children’s literature istesf viewed as simple
entertainment; it is not one of the main concernswlization. People care more about
politics, economy and sports rather than literatitewever, part of our history is
created by the masterpieces that create this githip.genre is known by every adult
and children; it goes from generation to generatind helps the readers develop into
mature adults. Those books have brought differeysvof thinking and different values
to mankind, as well as a place to hide and disatinfilem the real world. Although
reading traditional books makes one’s mind andnatity grow, some people do not

consider reading as a first option when they hpagestime.

Children’s literature not only covers books foranfs, but for adults too. The
latter group is the one in charge of transmittimg message to the former. This is a way
to assure that the advice is being transmitted.ddbt are grown-ups always needed to
explain the story as children are also capablendetstanding what is being told. These
aspects will be discussed in the first part of plager, as well as the position of the
reader, the definition of the genre and the pasitbchildhood in society. This part is
more likely to be a more material and tangible dbates, definitions, acts, books,
writers, etc. are named and described. This patehgecond section which covers
spiritual, mental and psychological concepts, whaedefinition of children’s mind and
rationality is found. Through this separation, aacldistinction between the external

and internal world of the characters in books cauutderstood.

The paper then focuses on James Matthew Barriel$ater Pan’s world. Some
of the concepts argued in the first part will appagplied toPeter and Wendyit is
followed by brief biography of Barrie, by his workend a mental and physical

description of Peter Pan.



J. M. Barrie’s story about the boy who would natwgrup is one of the favourite
stories of children. Despite nearly all parentBriglit to their sons and daughtePster
and Wendy story not only has one interpretation, but saverews can be discussed.
In this essay | intend to argue a different visodithe story, a dark one where Peter Pan

is not the hero and friendly boy that everyonekkithey know.



Analysis of Children’s Literature

A good question to open this project would be: wdeds children’s books? Not
only are children the target readers of these tedslts tend to read them too. As a
consequence, this genre can be divided into ‘siagliressed’, ‘double addressed’ and
‘dual addressed’, depending on how the author a@gmes the reader. When a book is
‘single addressed’, it is only dedicated to childréhey are the ones who have to read
the story.Alice’s Adventures in Wonderlarnaly Lewis Carrol (1865) was one of the
firsts books fully addressed to the child readdre Tdouble address’ appeared in those
books when adults expected a text to be appropoate child. That would be the case
of James Matthew BarrieReter and Wend§1911). The last group is the one which the
author expects both readers, infants and grownagsarget readers: ‘dual addressed'.
From the texts they can get the same experiencegxample, anecdotes and jokes.

Beatrix Potter'sPeter Rabbibooks (1902) fulfil these characteristics.

Some of the main characteristics of this categang plots full of love and
kindness, happy endings are frequent and, simgliBsues can be found, as well as
plain vocabulary. The protagonists are infants whomally suffer from lack of parental
figures. This style also contains elements of efiloicalt is used as a vehicle for moral
and spiritual instruction. It is less experimerttzn adult literature and it deals with
experiences suitable for a child. The storiesiieedhildren: sincere, innocent, carefree,
playful, curious and imaginative. These tales dse &ll of friendships by whom the

main character learns some values through mistake.

The oldest children’s text is th€olloquy of the Occupation§998). In its
preface, the author claims that it is for infarAsother book dedicated to children is

Aesop’s Fableq1484). It was translated into English by Willia@axton. The first



picture book appeared in 1658 and it was cabekis Pictus written by Comenius. It
was a work with the images of animals and it ttddaudience the sound of each being.
Despite all these works, the ‘Golden Age’ of thenge was developed between 1860
and 1940. It was when education took an importaart pf the English society.

Actually, it wasAlice’s Adventures in Wonderlamehich opened the ‘Golden Age’.

Children’s literature is a complex, ambivalent, leac and questionable
composition, as Peter Hunt’s definition (2001) skow

The definition of children’s literature is an imnssty complex and variable one,
and generally rests upon authorial intention (hevesteduced), or the reader
implied in the text (however deduced), rather thdactual examination of which
books were or are marketed for, adopted by, or segaipon children.

No one knows where its boundaries are, which arelé@ar origins or definition.
Clive Staples Lewis is one of the many writers wjave a description to this genre
which allowed people to see what this style wasiabdhe printed story grows out of a
story told to a particular child with the living e and perhapex tempore(Grenby,
2009: 3). Frederick Joseph Harvey Darton, a hatgrdefined children’s literature ‘as
printed works produced ostensibility to give chéddrspontaneous pleasure, and not
primarily to teach them, nor solely to make thenodjonor to keep them profitably
quiet.” (Holmes, 2008: 133) Despite having thesind®ns, neither Lewis nor Darton
talked about its origins. Three different kinds afgins are attributed to children’s

literature: the domestic, the specific and symbeaa the historical.

The ‘domestic origin’ is the one that exists in gvBome: parents making up
stories for their sons and daughters before gairgleep or to enjoy a lovely evening in
family. By the eighteenth century, the role of mestitood became important over

Britain. Mothers were the ones ‘to personalise icula according to the individual



needs of their children.” (Grenby: 10). Accordimgiohn Locke, when children are born
their minds are like empty sheets, he describes tabula rasa Depending on what
they will be taught, their minds will develop inveeal ways. Mary Wollstonecraft did
not agree with Locke, she thought that each boygndeeded a different treatment
when being taughtThis meant that mothers had to conceive their edurcational and
pedagogical methodology. What mothers did was ¢atera domestic nursery-culture
which was transmitted from generation to generati@mildren’s literature was not
intended to supplant, but to supplement, the par@itenby: 14). Those books had to

help the parents to raise their sons and daugint@rpolite and intelligent way.

The ‘specific and symbolic origin’ covers thoserss that were dedicated to
real boys or girls in particular. This is the casfeCarroll's Alice’s Adventures in
Wonderlandand J. M. Barrie’sPeter and WendyThese stories were based on real
children with whom the author had a close relatigmsThey were first written for them

and then they were published.

The ‘historical origin’ is the most conventional eonChildren’s literature
appeared by mid-eighteenth century in Britain witie® concept of ‘childhood’ was
introduced. Before the eighteenth-century, childveare seen as little adults: no one
saw the need of attributing a literary genre taorth®nce the term ‘childhood’ appeared,

books dedicated to children started to be writtemas first considered that “proper”
children’s books are only those which include raeohahild characters, not mythical
heroes or fairy tale figures.’” (Grenby: 6). Howewéis definition did not last due to the

fact that soon fairy figures became an importapeasof this style.

! Grenby, M. O. “The Origins of Children’s Literature”. In M. O. Grenby and Andrea Immel (eds.), The
Cambridge Companion to Children’s Literature. Cambridge University Press, 2009. 3 —18.



When the term ‘childhood’ was coined, children hedhew place in society.
They went from being an unknown and mistreated gitoubeing important. Different
scholars talked about this new collective. Purit@mg evangelicals claimed that religion
education was needed for the process of going fthid to adult. Locke made some
simple games and books to encourage children w @aed develop their personality
over their tabula rasa as he considered kids to be rational creaturé® most
influential figure was Jean-Jacques Rousseau, vew that children had natural
goodness and an intimate connection with the enment. He meant that the way they
would learn was by interacting with the world arature. He believed children were
infants before being men or women. The socio-econaiuation of that period was
significant to change and create new laws concgrohildren’s rights. By 1833, the
Factory Act banned infants under nine from workindgactories. In 1870, the Royal
Commission on the Factory Acts established a naltisgstem of education and ten
years later the age of consent was raised fromveved sixteen. In 1880, school
attendance became compulsory for every Englishamalygirl. All these laws allowed
the development of children’s literature. Whattfisppeared in homes then became a
commercial product. All these different origins danmed in such strong ways that
nowadays are impossible to separate. Despite ‘pduoldren being seen as part of a
lower and worker class, at the beginning of theet@anth century, their position
changed and they were seen as a different groppagle, different to adults, important

for the future and the economy of the country.

Children’s literature is a genre with lots of détions; it is not an easy term to
describe. Compared to adult’s literature, child@m not write their own books.

‘Children’s literature emerged from perceived diffieces between adult and child that
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developed over time in conjunction with changingnstouctions of childhood.’
(Vallone, 2009: 181) Youngsters and grown-ups hdependably been distinctive:
naturally, mentally and physicalfyAn adult book is written by adults, read by adult
judged by adults and passed on to adults.’ (Steverz009: 108). Children’s literature
is constituted by different categories: professibelds of education, proficient status,
and ag€. Although infants take an important part in childeeliterature, as the name
indicates, adults are the ones in charge of writivegstories, choosing the title, drawing
the characters, and buying them for their sonsdmghters. Katherine Jones described
this literature as ‘a literature written almostiggly by adults that assumes various
conceptions of the child, childhood, and the chill with child readers usually being
the target of the book.” (Holmes: 134) Thus, kide assential to this genre as they
choose and read the works along with their parénte child’s perceived difference
from adults requires unique responses within legabnomic, educational and family
systems. Within the marketplace, too, the chilccfioms both as a separate audience for
sellers and as a significant consumer of goodsallvie, 2009: 175) That is why there

is a need to have this genre.

What children’s literature covers is a collectidnseveral masterpieces that go
from generation to generation. These classics igiaats true values and that is why we
find them today. They are the basis of the gefieey are classics because they are still
here, just as much as they are still here becdwesedre classics.” (Stevenson: 115).

These works get this term as they are old storl@shwover the years they have entered

2 Vallone, Lynne. “Ideas of Difference in Children’s Literature”. ”. In M. O. Grenby and Andrea Immel
(eds.), The Cambridge Companion to Children’s Literature. Cambridge University Press, 2009. 175.

* Stevenson, Deborah. “Classics and Canons”. In M. O. Grenby and Andrea Immel (eds.), The Cambridge
Companion to Children’s Literature. Cambridge University Press, 2009. 108.



societies and families. They have brought diffesgays of thinking, as well as a world
of freedom and refuge. A classic is a classic beeai its age and its significance, but
what makes masterpieces too is that the authors wiote them were white and
heterosexudl. Nowadays, this genre has been reconsidered andtitiesvhave been

added to Children’s Literature.

A way to attract kids to certain books for a goaslelopment of children’s
maturity is difference: difference in colour, clagender, abilities, etc. ‘An ‘ethics of
resistance’ argues that difference should (...) becoamventionally gender-normed, or
that black characters will be successful only ijeeeng or ignoring their racial and
cultural heritage, or that disabled characters ban miraculously cured of their
disability.” (Vallone, 2009: 183) Seeing and undansling all these aspects are crucial
for the infants’ development. Childhood and adulith@re different periods of one’s
life. Children need to find out about various indivals and diverse circumstances on
the off chance that these people and situatioriso@ibeneficial or not to them. Even if
they are positive or negative actions, they withalthem to develop as adults. ‘We are
always individuals, alone together. The child fimes as a unique Other to the adult —
each adult carries the memory of childhood withif\/allone: 188) Despite being
different stages of life, they are linked thanksrental capacities. The ability to grow
up and develop one’s personality can be achievezugh the reading of fairy tales,

among others.

This part of the paper will be based on Bruno Ble¢ien's The Uses of

Enchantment, The Meaning and Importance of Fairle§aVith the help of classical

* Stevenson, Deborah. “Classics and Canons”. In M. O. Grenby and Andrea Immel (eds.), The Cambridge
Companion to Children’s Literature. Cambridge University Press, 2009. 116.



tales, Bettelheim claims how important stories aemtimentally and representatively.
He makes a distinction between the material andreat world, and the internal and
spiritual world.

‘Fairy tales, unlike any other form of literaturdirect the child to discover his
identity and calling, and they also suggest whateeiences are needed to develop his
character further.” (Bettelheim, 1989: 24) Storigke part in children’s development.
Terrible circumstances show up in individuals' $vas well as in books. By reading
them, children are able to find themselves guedsavg they should feel, why and what
to do. It is like a therapeutic way of finding oe#s ‘A child trusts what the fairy story
tells, because its world view accords with his oWBettelheim: 45) The fact of having
children as main characters makes the reader $eeha of them. All the experiences,
objects, friends, etc. are described from a childéwvpoint. They all have anecdotes
and situations where children could find themselNegs easy to believe that you are
part of the tale. The infant does not see the Ilthas separate the real and the fantasy
world. In the same way they cannot see the bousslasometimes they cannot see
when a determined action or decision might be demge

‘The fairy tale leaves no doubt in the child’s mitigat the pain must be endured
and the risky chances taken, since one must acbie®’s personal identity; and,
despite all anxieties, there is no question aboaithappy ending. While not every
child can or will inherit a kingdom, the child whmderstands and makes his own
the message of the fairy tale will find the truemeoof his inner self; he will
become master over its vast realm by knowing hredmso it will serve him well.’
(Bettelheim: 79)

The need for new experiences comes to childrem apportunity to create their
own identities. They have to face threatening sibna to comprehend and discover

‘the true home of his inner self.’ (Bettelheim: 7Byerything is done in order to

> Bettelheim, Bruno. The Uses of Enchantment, The Meaning and Importance of Fairy Tales. New York:
Vintage Books, 1989. 25.
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understand the mind. Once a person takes contrtdhesf own minds, they can live

happily ever aftef.It means the achievement of maturity as a humargbe

Once the story is read, children go to play aroontb listen to another story so
they do not have the chance to gather how dangerdasely the story has been. They
cannot get any constructive experiences. Howelveame is given to kids to go back to
the story, emotional and intellectual opinions ape he story finishes with the return
of the protagonists and the audience to the realdwdhis journey through different
pieces of literature gives clues on how the infamist behave to reach his/her own

mental maturity.

An important aspect, despite the maturity of #eder, is geography. It does not
matter if the book is dedicated to adults or kMsstly, in children’s books, the story is
mixed with fantasy. This means that the locationthef story is a far away fairy land.
There are three groups into which stories dividerbelves. ‘Domestic disturbances’ is
the first group we find. They are the ones wherepfee or beings from exotic places
appear in the real world. They can cause problemhd protagonists’ lives. In this
type, we find Carroll'sAlice’s Adventures in Wonderlanand Barrie’sPeter and
Wendy ‘Worlds upside down’ is the second group of fagta alternative geography
where children create their own world and fantdsys a way for them to avoid and
hide their reality. An example of this group woulé Alan Alexander Milne’sThe
House at Pooh Cornef1928) or Charles DickensA Holiday Romancg1868). The

last group is ‘wayfarers in strange lands’. Irthie protagonists travel to a parallel world

6 Bettelheim, Bruno. The Uses of Enchantment, The Meaning and Importance of Fairy Tales. New York:
Vintage Books, 1989. 128.

” Bettelheim, Bruno. The Uses of Enchantment, The Meaning and Importance of Fairy Tales. New York:
Vintage Books, 1989. 59.

11



where they fight and defeat wicked beings. This ldae the case of Jonathan Swift's

Gulliver's Travels(1726).
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Analysis of James Matthew Barrie’sPeter and Wendy

James Matthew Barrie was born in 1860 in Kirriem@&cotland, and died in
1937 in London. When he was six, he lost his bmptbavid, in a skating accident. His
mother was truly affected, and J. M. Barrie triedstubstitute him wearing his clothes
and trying to make his mother forget him. On act¢oninher depression, he started
telling her stories. After his years of school,dmeolled at the University of Edinburgh
where he studied literature. After this, he stamenking as a journalist, and he wrote
series of stories, which were the basis of hid fiverks: Auld Licht Idylls (1888),A

Window in Thrumg¢1890) andThe Little Minister(1891).

Thanks to this, he became a prolific author, netelnd dramatist. He married
Mary Ansell. They met as Barrie needed a pretty tadact in his playvalker, London
They began their relation as friends and becamseclwhen Barrie fell ill for a year.
After his recovery, they married in his hometowhey did not have children and some
sources report that they were an unhappy couple didonot consummate their
marriage. In 1909 a legal divorce was allowed te tlouple as Ansell had been
unfaithful to the writer. However, after the wedglinhey moved to South Kensington,
in a house near Kensington Gardens where he woakt Bylvia Llewelyn Davis and
her sons. The idea of Peter Pan came with the Cfamdly. They all had a close
relationship and Barrie spent lots of time withrthexplaining different stories. He
became a family friend and in 1901, Barrie wrdtee Boy Castaways of Black Lake
Island It was a made-up adventure story that the thr@e@<Dboys had: George, Jack
and Peter, who represented the narrator. He ordyewiwo copies of it, one was given

to the father of the children, and the other one fea him, and he left it in a train.
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Peter Pan, or The Boy Who Would Not Grow Wgs first a play. It was first
performed in London at the Duke of York's Theatre December 27, 1904, with a
female character in Peter’s role, Nina Boucicawhip was 37 years old. For the next
fifty years, this play was performed around the ld8rActually, Peter Pan has a long
life, Barrie spent part of the twentieth centuryiting about him. He started in 1902
with The Little White Birdor, Adventure in Kensington Garderend two years later,
PeterPanwas staged. In 1906, he wrdteter Pan in Kensington Gardeasad in 1908,
When Wendy Grew Up-An Afterthought was in 1911 when he wroteeter and
Wendy Ten years later he wrofeter Pan and Wendyhe last thing he wrote about
Peter was in 192@eter Pan or, The Boy Who Would Not Grow Upeter Pan was
considered to be thalter ego of the storyteller’'s own childhood because althoug
Barrie grew up, inside himself a part remaineddibii due to the loss of his brother.
Peter is also considered to be Barrie, as it ismeld that his marriage was not
consummated, so he and Peter share the charactefiseing asexual. Peter Pan is also

seen as David, Barrie’s dead brother, as he bet@ar®oy who did not grow up.

Barrie left all the Peter Pan’s rights and worksGreat Ormond Street Hospital
for Children in London in 1929, but it was only ¢éiomed after his death in 1937. The
hospital has received money every time a moviep@k tor another product has been

made, following Barrie’s wishes. Nowadays, thell stwvn Peter Pan’s rights.

This project, however, is based éteter and Wendy1911), which is the
novelisation of the play. It is part of a domedantasy, which means that the story

happens in a primary world, reality, and a seconearld, fantastic world. The story,

¥ Billone, Amy. “The Boy Who Lived: from Carroll’s Alice and Barrie’s Peter Pan to Rowling’s Harry
Potter.” Children’s Literature, 32, 2004: 188.
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then, departs from a primary world, London, goesht® secondary world, Neverland,
and then returns to the primary world. The narrafmaks to two readerships: kids and
adults. By doing this, the narrator sometimes agi#re children, and, at others, the adult

reader. Wetoo have been there [Neverland].’ (Barrie, 2015: 6

Peter Pan is an ambiguous figure. He is seer@asen Man as he enters reality
dressed up in green leaves from Neverland. The Remare the first ones to believe
in the Green Man. It showed the relationship bebwa@anhood and nature. They also
used it to describe the god Pan. From a pagamatigiirned to be part of Christian art.
He can also be related to fairy cults and as adj@iaiangel. ‘Some fairy and folk stories
evolved out of myths.” (Bettelheim: 26) Part of tiespiration of Peter Pan was
produced by the mythological figure of the Greekityde‘Barrie exploited the
mythological tradition to develop his characteKagey, 2008: 76) The main similarity
between the god and our character is the name:HPgsically, the god is half-man and
half-goat. Our protagonist’s body also has aninialsspects: he is half-child and half-
bird. In figure 1, it can be seen that Peter cgnafbne, whereas Wendy, John and
Michael fly with the help of several birds. Botledruman beings but at the same time
they share natural qualities. In relation to tlegimbols, ‘the god’s body symbolizes his
sexuality, perhaps his best-known characteristid, lanks him to the animals for whom
he has responsibility.” (Kavey: 77) Peter is actlilat at the same time can be charming
and anxious. ‘Peter knows he is not a vegetabieinaral, a man or an ordinary boy.’
(Billone: 190) He is accepted by fairies, birds amermaids which make him asexual.
This creates the first difference between the gudl Reter. As a boy, Peter misses his
home. However, he does not claim it. It is throdmd unconscious that the truth is
expressed. The unconscious tells you the truthtablbat you fear in a manner in which

you can manage it. The unconscious tells the tiwttne conscious. As a result, Peter

15



has nightmares. ‘Sometimes, though, not often, d dreams, and they were more
painful than the dreams of other boys. For hoursdwéd not be separated from these
dreams, though he wailed piteously in them. They toado, | think, with the riddle of
his existence.’” (Barrie: 114) He does not wanadoept that he misses his home and
family. It is his mind which knows that he missegemrything he had in London.

Nevertheless, he has no memory to be fully conscdduvhat he wants.

Fig. 1 Peter, Wendy, John and Michael flying to Neverland

16



Both the man-goat and the child-bird are relatedugh two symbols: the goat
and the pipes. While the former does not appedPdter and Wendythe latter is
visible, but both of them are crucial to understagdthe relation between the two
beings. For what concerns the mythological deibhge goat is part of his physical
appearance, and the pipes are the musical insttumgplayed to seduce women. Peter
also had a goat. He got it from a girl who stayedKensington Gardens at night,
breaking the rules. She decided to return home,leitbcher imaginary goat with the
Kensington fairies for Peter. This was the firetdithat Peter was not successful with a
female. She preferred her mother rather than hine pipes appear several times in
Peter and Wendgnd ‘they function as his ticket to acceptance ragntine birds and
fairies, and they also serve as an excellent méanseducing women and girls.’
(Kavey: 80) He also uses it to warn lost youngstétsis presence. As he is half-human
and half-bird, the pipes allow them to enter thvel vorld, to be one of them. The pipes
also work as a bridge between Kensington Gardedstla@ world of the nursery.
However, for Peter this bridge was broken as hé& tadong time to return to his
window. The fact is that in the gardens time moddferently. So the pipes are a
representation of the frustrated nature of histere. He uses the pipes to attract girls
but he cannot keep them, neither the ones in Naverinor the ones of the real world.
The same happens to the God Pan, he can attrasednde women, but then he has to
let them go. Wendy was sure about Peter playingipiss on the foot of her bed. In the
same way Peter used them to attract Wendy, hetbheedto make her, her siblings and
the Lost Boys feel that he did not care about theawing his island. He uses them in a
way to protect himself from being damaged. Nevdedwe he feels sad at their

departure.
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Tootles, Nibs, Slightly, Curly and the Twins are ttost Boys. When Wendy, in
chapter three, asks Peter who they are, he salgsy‘are the children who fall out of
their perambulators when the nurse is looking tireroway. If they are not claimed in
seven days they are sent far away to the Nevetiamtefray expenses. I'm captain.’
(Barrie: 27) These boys live in Neverland. They énao option to go back to their
homes because they no longer remember who theliersare and where their homes

are. Nevertheless, they live with Peter, expermgéinny adventures.

Peter Pan, as seen, has a complex personalitys Hewve but childish, bossy
and mean, but at the same time innocent, configletitcocky. He is reckless as he lives
for the now and, carefree, because he has no regidies. He has no regular ego to
act properly. He has no memory. He is asexual;des ¢hot know what kisses are. So
there is ambivalence in Peter Pan’s personalityh&ketwo sides: life and death. He is
considered to be the symbol of eternal youth buth@ same time, he is dressed with
skeleton leaves. Peter Pan can be seen as a likwifigure that stands against death
and brings children away to a heavenly place og pagan symbol who steals children
from their beds and disposes of them when theyogetld for Neverland. ‘The boys on
the island vary, of course, in numbers, accordmthay get killed and so on; and when
they seem to be growing up, which is against thesrPeter thins them out, but at this

time there were six of them, counting the twinsves.’ (Barrie: 44 — 45)

According to Sarah Gilead (199Beter and Wendis ‘a morbid book rich in
themes of guilt, revenge, obsession and murder’ &ko claims that ‘Peter is death
itself [and] Neverland is the realm of the deacktd?, as said before, has a complex

personality and a part of having positive qualjties has lots of negative ones. He is
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mean and selfish because he does not want chitdrgnow up. By bringing them to
Neverland, they forget their families and theirebvin the real world. Peter keeps them
and makes them hunt and fight against pirates amohe of them die. Tinker Bell,
Peter’s fairy, is the image of ire, envy, fury asfda liar. She is so full of jealousy that
when she sees Peter arriving to Neverland with Weih@ orders the Lost Boys to Kill
her. She also plans, with some other fairies, tmieate Wendy from the island by

floating her away on the lagoon. Hence, it is dasglate Peter Pan with darkness.

Peter and Wendyike all fairy tales, deals with concepts of hurealives such
as the process of growing up and death. Some ehikistories do not cope with those
aspects so as not to damage childhood. Even iEtkgperiences appear or not in a
book, children from both real and fiction world leato know how to behave and cope

with them.

When Peter arrives at the nursery window of thelibgis house, Wendy is
offered to fly to Neverland. This proposal, with ié implication (mermaids, children,
etc.), requires the Darling siblings to start arj@y without their parents to a foreign

land, which is only known by dreams.

WhenPeter and Wendig told to infants, they do not see how Peter maates
Wendy to go to his land: ‘mermaids, tuck childrenait night, darn kid’s clothes and
make them pockets.” (Barrie: 29) The readershigeaduced by the idea of seeing
mermaids. Peter, in a certain way, persuades Wehedymage of the Victorian girl, to
go with him so she will help him and the Lost Baysthe domestic life. In this way,
Wendy will able to develop her Victorian femininkls. ‘Everyone wants Wendy for a

mother, the pirates as well as the Lost Boys, dmdvgants more than anything to be
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one.’ (Billone: 185) It can be seen in Wendy's wdyspeaking: she seems an adult or
she takes her role as mother very deeply. The reaae influenced by Peter’s
description of what he is about to offer to ourtpgonists and, they see him as his
friend, despite not knowing anything about him. |@t&n love Peter. What they want is
to feel extreme feelings (danger, love, fear, etihgy want to enjoy a good story
without thinking about their background. The fastthat when Wendy, John and
Michael arrive in Neverland what they first face death. Hook starts shooting
cannonballs at them. ‘The children’s imaginationught them to the island, but when
they left their nursery they had no expectatiorthef dangers that awaited them there.’
(Kavey: 98) When they arrive at the island, Hookngathem of what they will find in
Neverland, anyone can see that the island is aedlang place and that they were safer
in their homes. They can feel as if now they did mave anyone whom they can trust
and, at the same time, protect them. Children shbel scared of being in a strange

island far away from their homes.

J. M. Barrie saw that children had three fantaskids that adults did not have:
they could enter their own dreams and make thesans come true; they could play
fantasy games in which the imaginary world took fh&ce of concrete reality; they
could fly (with the help of Pixie Dust and happyotights)® Barrie reflects this on
Neverland. Before Barrie introduced Peter PafPéter and Wendywe first find the
description of Neverland. This makes the readersdafise the difference between kids

and grown-ups. It places kids' mental scenes atsid ken of grown-up experts such

° Billone, Amy. “The Boy Who Lived: from Carroll’s Alice and Barrie’s Peter Pan to Rowling’s Harry
Potter” Children’s Literature, 32, 2004. 191.
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as doctors® The island is used as a metaphor of what childrerihds would look like.
All of them are different as all infants are difet: ‘Of course the Neverlands vary a
good deal. John’s for instance, had a lagoon vaimihgos flying over it at which John
was shooting, while Michael, whom was very smadll la flamingo with lagoons flying
over it’ (Barrie: 6) Neverlands will change its pleaaccording to the new interests and
opinions a boy or a girl develops. It can be seetha step between the material world
and its events. Thus, when a child grows up, h&herhas no more access to the island.
It is as if they entered another island separaboth of them by a huge sea. This
metaphor, which can be seen as Peter’s island, waya to show that adults and
children’s rationality are different. The latterogp does not have enough maturity to
understand and take decisions in an adequate wagdAlt would not dare to leave his
house to go with a stranger to a different worldtelP Pan encourages the kids to go
with him to Neverland and they accept it as paraofadventure. The fact that they
disappear from their home worries Mr. and Mrs. Dgrl The mother leaves the nursery
window open so her children can return home. Threrga are the real victims of the
story, as they suffer from the absence of theigt&er and two sons. They see they are
missing and they do not know if they will see thagain. What Wendy and her brothers
feel is joy, bravery, anxiety for new experienced &or fighting against pirates, among
others. They can see no risk because they do net dia adults’ mind. They are not
mature enough to realise what is going on througtarrie’s narrative. Whereas
children are immature because they lack knowleBgggr is childish due to his refusal
to become an adult. He flies to the real world #reh tells stories about it to the Lost
Boys. He has knowledge of life. However, his refusdace society, his own fears, and

life prevent him from growing up. He has no agedwse he lives and relies on

10 Kavey, B. Alison. “I do believe in fairies, | do, | do”. In Alison B. Kavey and Lester D. Friedman (eds.),
Second Star to the Right: Peter Pan in the Popular Imagination. New Brunswick: Rutgers University Press,
2008. 75 — 104.
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imaginary and fantastic elements. He is unpredietabd lacks continuity, he cannot
celebrate his birthday because it is not relevarttiin, he knows he will always be a
kid. His life does not rely on time. He is only edgte of living the moment. This lack of
time can be related to the lack of family, as vaslithe lack of hope. It is as if he had no

one to count on.

Bettelheim (1989) claims that we need our parémtsistil hope in us. That is
the important role Mr. and Mrs. Darling have. Thegch Wendy, Michael, and John
how to have faith. However, Peter does not havemar They closed the nursery
window, so he could not return home. He does nla¢\eein parents, so he has no hope.
‘A young child not only loves his parents with antriedible intensity of feelings, but at
times also hates them.” (Bettelheim: 120) Thisasvichildren feel when facing their
parents. They love them so much because they lgéra tll they want, they make them
laugh and they teach them how to behave in evaugtgin. As well as they are next to
them to help them grow up, they make children ltiaen for not sharing similar points
of views. When they disagree on a topic or wheremarmake them behave in a certain
way or when do not let them do a particular acttbrg is when children hate them. This
is the situation which Peter lives. He does notehlave for their parents: to his father,
because he wanted him to work as a grown-up martaahi mother, because he sees
her as the one who closed the window. The lackopkEhand the hate accumulate in his
dark actions.

‘[...] he [Peter] was so full of wrath against growps, who, as usual, were
spoiling everything, that as soon as he got inbidd@ree he breathed intentionally
quick short breaths at the rate of about five $e@nd. He did this because there is
a saying in Neverland that every time you breatghgrown-up dies; and Peter was
killing them off vindictively as fast as possibl¢Barrie: 100)

In this passage it can be seen that Peter doesametif by breathing he Kkills

adults or other infants’ parents. Peter hates sdtlé is selfish and mean; he is only
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interested in his feelings. Neverland is full ofst.doys who no longer have a home in
London. His mind and rationality are not as thesoakany current kid. ‘There is no
greater threat in life than that we will be desgrtieft all alone. Psychoanalysis has
named this — man’s great fear — separation anki@gttelheim: 145) The problem
Peter suffers from is being left alone. He feelelmess. He is afraid because no one is
by his side. Due to his solitude, he has no anmmsti@and he gives up hope. This means
that he does not trust the future, so he doesetpton himself:* As said above, the
ones in charge of instilling goals in children #neir parents. Peter is trapped by his
dark side; he cannot life in a peaceful way. Hencauisee the wonder and charm of life.
The only way he can have a mother is through pdisgaNendy to go with him and,
for the same reason, he does not want her to regucondon with her family: “Quick,
Tink,” he whispered, “close the window; bar it! Tisaright. Now you and | must get
away by the door; and when Wendy comes she witkthier mother has barred her out;
and she will have to go back with me.” (Barrie: 1#& wants and needs Wendy with
all his strength, it seems he cares a lot abouytthdrat the same time, he hates her for

being able to return to London.

Wendy is the actual hero of our story. She daregdw up and she succeeds. She
is able to be in both worlds. She is the her®efer and Wendpecause she takes the
Lost Boys back to London. She grows up and develofosa Victorian woman. She
decides to leave Neverland and to return from etePcannot do that, but she almost
tempts him to return through her stories. ‘[...] thappy ending”, the final consolation,
consists of both the integration of the personalitg the establishment of a permanent
relation.” (Bettelheim: 146) Thus, the happy endiagonly for Wendy, the bravest

character in the novel. The only one who can maintae relation between the two

' Bettelheim, Bruno. The Uses of Enchantment, The Meaning and Importance of Fairy Tales. New York:
Vintage Books, 1989. 150.
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worlds is her. She has the feeling that she hgse tmack home for their parents. She and

her siblings need them.
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Conclusions

My conclusions are that Peter Pan takes the chiltivea place of death and
danger. Death becomes an attribute and a qualityealand. It is more present than in
the real world. Peter is selfish and mean. He dmgsallow children to grow up. He
makes them forget their families. He obliges therfight and face death in Neverland.
Peter introduces it to children, who are not supdds deal with such pain and danger,

when he brings them to the island.

As | have shown, from a pagan point of view, Pé&eseen as someone who
steals children from their beds and kills them whey are too old for Neverland. In a
certain way he steals them because they nevenrbtume. Parents are the real victims
of this story. They see that their children aresimig and do not know if they will come

back or if they will see them again.

| would argue that Peter only cares about histigsli he does not face life. He
acts like this because he has no one on his sdidvems afraid of this loneliness. As a
consequence he manipulates Wendy to fly with hira toagic place where she will be
able to tell stories to the Lost Boys and help huith the domestic aspects. | have
shown that if she had been an adult, she would h&em more intelligent and she

would not have accepted Peter’s proposal.

[...] Peter kidnaps the child to escape the nursgrgyity and other limitations
and burdens of ordinary reality; but he takes usatevorld infused with morbid
reminders of that reality.’ (Gilead, 2016: 142) @any to many sources, | agree with
Gilead on the idea of Peter kidnapping the childis manipulates reality and both the
Lost Boys and the Darling’s siblings. He decidesatto tell them and what is accepted

and what is not. | think that the boys live in Neaad without knowledge of what is
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going on in the real world. Actually, they live side it. They do not have any notion of
time and, what’s more, they are not allowed to grgwbecause they will be killed. |
consider that they cannot see all these aspedtseasminds and rationalities are not
mature enough to understand what is going on irethEheir only option is to trust

Peter as he considers himself the captain, butdefiaitely acts as a kidnapper.

Despite all the myth that goes around Peter Paould propose that what Peter
Pan does is kidnap the children bringing them sophice where they live next to death,
making them forget about their families and denytimgm the ability of growing up and
knowing the reality of the world. If they try toegpe and go back to London, he makes
some tricks in order they cannot return and feat they need him. | believe that the
boy who would never grow up is a manipulative chemafull of envy and jealousy that

will never care about children’s rights and willlpact to fulfil his feelings.
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