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中文摘要 

如今，每當我們提起《艾莉絲夢遊仙境》，大部分的讀者可能立刻想到故事

的作者路易斯．卡洛 (1832–98)，而不是它的插畫者約翰．坦尼爾 (1820–1914)。

然而，在 1865 年這本書初次出版發行的時候，情況正好相反。那會兒，正是拜

這位在當時已經相當知名的卡通畫家——約翰．坦尼爾所賜，才得以為這本書招

來眾多書評家們幾近一致的好評，連帶地也提昇了作者名聲。 

在過去一百五十多年裡。為數眾多的插畫家為這本書所創作的各種不同版本

的插畫，冒出來後又消失，只有約翰．坦尼爾的版本未曾從市場中絕跡。如果我

們說《艾莉絲夢遊仙境》的故事本身是個經典，事實上它也早已經是了，那麼，

約翰．坦尼爾為它所做的插畫便是個傳奇。 

為了揭露坦尼爾的插畫傳奇，我將著重關注它們的敘事層面。那是一個在約

翰．坦尼爾的插畫研究方面，即便稱不上完全被人遺忘，也算是素來遭到冷落的

面向。考慮到坦尼爾的插畫長期在該領域所擁有的知名度，這個研究面向的缺失

不免讓人驚訝。我的分析將從三個相互關連且能反應書籍插畫敘事性的面向著

手，包括：版面構成（版面設計）、場景建構、以及敘事視角。  

這篇論文的目標可以概括為下面幾點：首先，在於展示「敘事方法研究」在

分析約翰．坦尼爾的插畫，以獲取一個更為精當與深入解讀方面，發揮其莫大的

用處；其次，在於呈現約翰．坦尼爾如何地為故事正文建構圖像敘事，亦即，他

對故事的個人闡釋，以及對圖文的精采整合；最後，揭示約翰．坦尼爾插畫對於

全書故事敘說發揮了何種程度的貢獻。 

 

關鍵字：約翰．坦尼爾、路易斯．卡洛、艾莉絲夢遊仙境、敘事方法、書本插畫 
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English Abstract 

When mentioning the book Alice’s Adventures in Wonderland today, most readers 

might immediately have in mind the story’s author, Lewis Carroll (1832–98), but not 

the illustrator John Tenniel (1820–1914). Yet, the situation at the time, when the book 

was first published in 1865, was quite the opposite. It was John Tenniel, a well-known 

cartoonist then, who invited almost all the positive comments from the critics on the 

book, and hence brought also fame to its author. 

In the past 150 years, countless new illustrated versions of Alice’s Adventures in 

Wonderland, to which various draftsmen contributed, have appeared and then 

disappeared. Tenniel’s version, however, has never been out of the print. If the story 

of Alice’s Adventures in Wonderland is itself a classic, which it has long since been 

accepted to be, the fame of Tenniel’s illustrations to the book has also assumed mythic 

proportions. 

In order to unravel Tenniel’s legendary feats, I shall focus on various aspects of 

the narrative, which the studies on Tenniel’s illustrations to Alice’s Adventures in 

Wonderland have, up to now, scarcely addressed, if not totally neglected. Considering 

the drawings’ popularity over the time, this comes as a surprise. As far as the book 

illustration is concerned with narrative, my analysis will be concentrated on three 

interrelated aspects that are unique to the visual narrative of book illustration: the 

page layout, the construction of the scenes, and the point of view. 

The goals of the present thesis can be summarized in the following way: first, the 

usefulness of the narrative theory for the analysis of Tenniel’s illustrations will be 

demonstrated; the objective is to get a more in-depth understanding of the pictures in 

their context; second, it will be shown how Tenniel related his visual narrative to the 

text with regard to his personal interpretation of Carroll’s verbal narrative as well as 
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his integration between text and image; and finally, it will be discussed how Tenniel’s 

illustrations contribute to the overall narrative of Alice’s Adventures in Wonderland. 

 

Keywords: John Tenniel, Lewis Carroll, Alice’s Adventures in Wonderland, narrative, 

book illustration 
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1. Introduction 

Alice’s Adventures in Wonderland by Lewis Carroll
1
 (fig. 1) is considered today ―a 

book of major and permanent importance in the tradition of English fiction.‖
2
 This 

evaluation by Donald Rackin can also be attested by the fact that there have been an 

extraordinarily high number of illustrators of different countries at different times, 

who contributed illustrations to the text since the first publication of Alice’s 

Adventures.
3
 No wonder that this extraordinary work has long since been cherished 

as a classic among literature not only for children, but also for adults. 

The manuscript version, then titled Alice’s Adventures Under Ground (fig. 2),
4
 

was illustrated by Lewis Carroll himself, although he was only an amateur in the 

practice of book illustration.
5
 It was John Tenniel, a renowned cartoonist at that time, 

who was to be the illustrator for the first printed edition of Alice’s Adventures.
6
 After 

Carroll‘s death, more and more illustrated versions of the book by various illustrators 

appeared on the market.
7
 While the text of Alice’s Adventures remained unchanged, 

its illustrators as well as the book‘s formats were constantly changing. This 

                                                 
1
 Lewis Carroll was the pseudonym of the author Reverend Charles Lutwidge Dodgson, who lived 

from 1832 to 1898. See Stuart Dodgson Collingwood, The Life and Letters of Lewis Carroll, London: T. 

Fisher, 1898, p. 9. 
2
 Donald Rackin, ―Alice‘s Journey to the end of night,‖ in: PMLA 81, No. 5, 1966, p. 313. 

3
 For the sake of convenience and brevity, the original book title ―Alice‘s Adventures in Wonderland‖ 

will be shortened in the following to ―Alice‘s Adventures.‖ 
4
 Lewis Carroll, Alice’s Adventures Under Ground, original manuscript, 1862–64, British Library, 

London, Add MS 46700. This manuscript was later published in facsimile in 1886. 
5
 Ruskin told Carroll that ―he had not enough talent to make it worth his while to devote much time to 

sketching, but every one who saw his photographs admired them.‖ See Collingwood (as note 1), p. 102; 

Rodney Engen rightly says of Carroll that ―Dodgson (Carroll) was not without some artistic talent 

although it was of a decidedly amateurish nature.‖ See Rodney Engen, Sir John Tenniel Alice’s White 

Knight, England: Scolar Press, 1991, p. 68. 
6
 See Morton N. Cohen and Edward Wakeling (eds.), Lewis Carroll and His Illustrators, Ithaca, New 

York: Cornell University, 2003, p. 3. See also Engen (as note 5), p. 69; and Frankie Morris, Artist of 

Wonderland: The Life, Political Cartoons, and Illustrations of Tenniel, Charlottesville: University of 

Virginia, 2005, p. 142. 
7
 According to John Davis‘s introduction to Graham Ovenden‘s Illustrators of Alice in Wonderland in 

1972, there had been ―well over a hundred artists‖ venturing to illustrate this book. See Graham 

Ovenden and John Davis, The Illustrators of Alice in Wonderland and Through the Looking-Glass, 

New York: St Martin‘s Press, 1972, p. 5. The above mentioned fact is quoted from Will Brooker, Alice’s 

adventures: Lewis Carroll and Alice in popular culture, New York: Continuum, 2004, p. 104. 
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phenomenon is shared by most of the classical works, partly due to the pursuit of 

business profits and partly due to an attempt to meet the change of artistic taste in 

different eras. 

Now, after over 150 years have passed, countless illustrated versions of Alice’s 

Adventures have been published and most of them have soon been forgotten. Yet, the 

version illustrated by John Tenniel survived until today. As Otto F. Ege put it:  

―How fortunate we should be if the publishers would realize that there is 

such a thing as a final illustration to a great text. Sir John Tenniel‘s Alice in 

Wonderland is a classic example of final illustration, yet this story reappears 

every year with a new series of unsympathetic pictures.‖
8
 

Compared to all the other illustrators of Alice’s Adventures, Tenniel obviously 

had an invaluable advantage in his close proximity to everything related to the book in 

question. He could converse with the author in person; he lived in the same space and 

time as the real Alice; he breathed the same air with the characters of Alice‘s 

Wonderland; and he sympathized with them. 

Of course, for a long time Tenniel‘s version is no longer the most popular among 

children readers. Today, the features of children‘s books have changed quite much in 

comparison to Tenniel‘s version. This applies above all to the richness in typefaces, a 

larger book size, the double-spread layout, and the modernized figural modeling, let 

alone the full color printing. All these factors affect the readers‘ preferences in 

choosing a certain book edition, even though the text remains the same.
9
 

Fortunately, the value of Tenniel‘s illustrations to Alice’s Adventures would not 

be solely determined by the number of its readers at a certain period, but rather by the 

degree of its originality and impact in the context of the history of book illustration. 

                                                 
8
 Otto F. Ege, ―Illustration as a Fine Art,‖ in: College Art Journal 9, No. 1, 1949, p. 8. 

9
 According to the study on children‘s preferences in illustrations conducted by Richard H. Bloomer, 

one of the major findings suggests that ―Color pictures were preferred by more children than were line 

or shaded drawings.‖ See Richard H. Bloomer, ―Children‘s preferences and Responses as Related to 

Styles and Themes of Illustration‖, in: The Elementary School Journal 60, No. 6, 1960, p. 339. 
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To be more precise, any interpretation or valuation of book illustrations should be 

based on the fundamental role the book illustrations play in an illustrated book, that is, 

on their function as an agent in narrative. 

Unfortunately, among studies on Tenniel‘s illustrations to Alice’s Adventures, the 

narrative dimension is the very part that has been scarcely addressed, if not totally 

neglected. Even when certain aspects of the narrative performance of Tenniel‘s 

illustrations to Alice’s Adventures have been touched, most of them have been done in 

a piecemeal fashion. Evidently, narrative aspects have not been in the focus of these 

studies. The focus of an analysis determines what and how one would see or read in a 

given context. To consider John Tenniel‘s illustrations to Alice’s Adventures from the 

point of view of their narrative structure is the only possible way to perceive and to 

understand them properly. 

The practice of the narrative has a long history. While narratology as a scientific 

field was born in the early 20
th

 century, the narrative was born at the very beginning 

of storytelling.
10

 In the storytelling of Alice’s Adventures, Carroll‘s verbal narrative 

together with Tenniel‘s visual narrative demonstrate to us how many possible ways of 

narrating are there, and how well it can be, when these two types of narrative work 

together. For instance, Carroll put a seemingly casual but actually intentional message 

in the Mock Turtle episode, in which the bracketed sentence ―If you don‘t know what 

a Gryphon is, look at the picture‖ clearly indicates the role the illustration plays in the 

narrative context rather than just being a decorative attachment;
11

 with this trick, a 

lengthy and redundant description of the visual impact of ―what a Gryphon is like‖ 

that would have bored children readers, was avoided. 

The book Alice’s Adventures is a pictured book containing both text and 

                                                 
10

 Whenever there is a story to tell, there would be some kind of narrative. Before the inventions of 

writing systems, the narrative took the oral form. 
11

 Lewis Carroll, Alice’s Adventures In Wonderland, London, 1866, p. 138. 
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illustrations, with two parallel types of narratives: verbal and visual, which are closely 

related in telling the story of Alice’s adventures in wonderland. It is therefore 

impossible to read Tenniel‘s illustrations without reference to Carroll‘s verbal 

narrative. The above-mentioned example of the Gryphon episode clearly demonstrates, 

how strongly intertwined the two spheres are.  

The process of illustrating a book involves certain choices, concerning, for 

instance, the page-layout with regard to size, shape and placement of an image. 

Moreover, the characters, setting, action and timing of a scene have to be chosen. 

Finally, the point of view, which integrates everything in an illustration, has to be 

selected as well.
12

 In order to explore the visual narrative of Tenniel‘s illustrations to 

Alice’s Adventures in a systematic way, my approach is to describe and interpret them 

from the three interrelated aspects unique to the narrative of book illustration, the 

page-layout, the scene constructing, and the point of view; and to discuss the various 

visual cases in groups. 

Considering that the book Through the Looking-Glass, and What Alice Found 

There (1872),
13

 Carroll‘s second work in Alice series and also illustrated by Tenniel, 

has been always treated as a twin book to Alice’s Adventures, it might have seemed 

reasonable to include it in the present survey. It is, though, for several reasons that I 

decided not to proceed in that way. First, from the point of view of book illustration, 

almost all the visual elements of the stories between the two works are totally 

different, except for the heroine Alice. Therefore, it can be said that Alice’s Adventures 

is a self-contained entity;
14

 it is, hence, not necessary to connect this book with its 

                                                 
12

 This statement is based on my personal experiences in cooperating with numerous illustrators to 

make illustrations for children‘s magazines for over 15 years. 
13

 Lewis Carroll, Through the Looking-Glass, and What Alice Found There, London: Macmillan, 1872. 
14

 In 1966, Donald Rackin emphasized that most of the critical studies ―fail to view Alice as a complete 

and organic work of art. Hardly a single important critique has been written of Alice as a self-contained 

fiction, distinct from Through the Looking-Glass and all other imaginative pieces by Carroll.‖ Donald 

Rackin, ―Alice‘s Journey to the end of Night,‖ in: PMLA 81, No. 5, 1966, p. 313. 
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sequel in order to conduct a meaningful study. Second, in the case of Alice’s 

Adventures, Lewis Carroll provided Tenniel with his own exemplary drawings for 

reference, whereas there is no evidence that Carroll had ever made drawings for 

Through the Looking-Glass. This means that in both cases the working conditions for 

Tenniel were very different. The different points of departure must have profoundly 

influenced the creative process. Moreover, the two stories represent different 

challenges for the illustrator, in terms of their characters, settings, and plots. Third, to 

deal with the two books together would be a unique choice; only that it is a very 

different approach from that of the present thesis. 

The goals of this thesis are, first, to demonstrate the usefulness of the narrative 

inquiry to Tenniel‘s illustrations with the objective to get a more precise and in-depth 

understanding of them; second, to show how Tenniel constructed his visual narrative 

with regard to the text, to his personal interpretation of Carroll‘s verbal narrative as 

well as to his integration between text and image 
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2. State of Research 

In their recent monograph Lewis Carroll’s Alice’s Adventures and Through the 

Looking-Glass: A Publishing History (2016), American specialists of children‘s 

literature Zoe Jaques and Eugene Giddens offer a detailed and comprehensive 

documentation on the publishing history of Alice‘s books. The two authors pointed 

out correctly that the largest lacuna in the studies on Alice ―is the surprising neglect of 

the visual and illustration history surrounding these texts.‖
15

 The main reason for this 

―surprising neglect‖ might be the fact that the studies on ―the visual and illustration‖ 

aspects of Carroll‘s books have long since been relatively lacking. Hence, there have 

been really little to say about ―the visual and illustration history surrounding these 

texts.‖ 

The basic monograph on the books‘ visual aspects, The Illustrators of Alice in 

Wonderland and Through the Looking Glass of 1972 by Graham Ovenden and John 

Davis, is a publication with the great ambition to gather and analyze 138 illustrations 

in total by about forty illustrators.
16

 The authors did not seize the opportunity to 

conduct a profound comparative analysis in order to underline the differences 

between the illustrators‘ approaches, but merely juxtaposed a huge number of 

illustrations. John Davis‘s 16-pages-introduction, thus, left most of the interpretation 

to the readers themselves. In a comparable way, author Stephanie Lovett Stoffel chose 

the illustrations for Carroll‘s book by 20 illustrators for The Art of Alice in 

Wonderland, thus neglecting an in-depth discussion about the images and their 

illustrators. Even John Tenniel is mentioned only by the way.
17

 

                                                 
15

 Zoe Jaques and Eugene Giddens, Lewis Carroll’s Alice’s Adventures and Through the Looking-Glass: 

A Publishing History, New York: Routledge, 2016, p. 3. 
16

 Graham Ovenden and John Davis, The Illustrators of Alice in Wonderland and Through the 

Looking-Glass, New York: St Martin‘s Press, 1972. 
17

 Stephanie Lovett Stoffel, The Art of Alice in Wonderland, New York: Smithmark, 1998. 
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In his monograph The Tenniel Illustrations to the “Alice” Books, Michael 

Hancher presents an outstanding scholarly visual analysis of Tenniel‘s images.
18

 This 

book covers both Alice’s Adventures and its sequel, Through the Looking-Glass and 

what Alice Found There. The author focuses on a great variety of topics, such as on 

the myth about the model for the protagonist Alice, the visual source of the Ugly 

Duchess, the borrowing and adaptation of the images for Alice‘s books from those 

drawn for Punch by Tenniel himself, a comparison between Tenniel‘s and Carroll‘s 

illustrations and those of other contemporaries, as well as the collaboration between 

Tenniel and Carroll in the making of the Alice‘s Books. The author also discusses 

extensively the narrative aspects of selected illustrations, though the analysis often 

remains on the surface. When concerning the aspect of time, for example, the author 

limits himself to the identification of the timing depicted in the given scene rather 

than advancing further to an analysis of the reasons why that timing is selected.
19

 The 

issue of the visual narrative is not the focus of Hancher‘s book. 

―Narrative is the most vital element in literature for children, […]. Yet critical 

theory dealing with the narrative function of illustrations, as distinct from narrative 

elements in the text, is sadly lacking,‖ Stephen Roxburgh said in the mid-1980s.
20

 

This observation rightly points out to the fact that specialists of illustrated books 

obviously put a clear focus on the text and neglected the illustrations. And, sadly 

enough, the situation hardly ever changed since then till today.
21

 This might explain 

why the narrative aspects of Tenniel‘s illustrations to Alice’s Adventures were often 

                                                 
18

 Michael Hancher, The Tenniel Illustrations to the Alice Books, Columbus, Ohio: Ohio State 

University Press, 1985. 
19

 See, for example, Hancher‘s discussion of the scene showing Alice and the Mouse in the pool of 

tears; Hancher (as note 18), p. 31. 
20

 Steven Roxburgh, ―A Picture Equals How Many Words: Narrative Theory and Picture Books for 

Children,‖ in: Lion and the Unicorn 7–8, 1983–84, pp. 20–33, here p. 20; see also Perry Nodelman, 

Words about Pictures: The Narrative Art of Children’s Picture Books, Athens, GA: The University of 

Georgia Press, 1988, p. ix. 
21

 See Jaques (as note 15), p. 3. 
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touched, but have never been systematically explored. And, sometimes, a 

misjudgment of Tenniel‘s illustrations happened when neglecting the narrative context. 

For instance, Michael Hancher noted that Carroll‘s illustration of the scene Alice 

Stucked in the White Rabbit’s House ―has been praised, as compared to Tenniel‘s 

version […] for more powerfully evoking fetal claustrophobia.‖ (figs. 3–4).
22

 

Hancher uncritically adopted this observation from William Empson and Donald 

Rackin.
23

 This supposition could be accepted, if only the illustration of Alice Stuck in 

the White Rabbit’s House were an independent drawing, isolated from the story‘s 

narrative context. According to the development of the plot, Alice ―went on growing, 

and as a last resource, she put one arm out of the window, and one foot up the 

chimney, and said to herself, ‗Now I can do no more, whatever happens.‘‖
24

 

Checking with Carroll‘s illustration, in which there is no way for Alice to make any 

further move, for she ―has completely exhausted the available space.‖
25

 Then, how 

could this kind of representation correspond to the text about the immediate actions 

that Alice is going to perform, such as, to ―put one arm out of the window, and one 

foot up the chimney?‖ As I have already said that a book illustration, as in this case, 

has primarily a narrative function. The scene depicted not only has to represent a 

selected moment as vividly as possible, but the illustrator must also consider what 

would happen next in the consecutive scenes, so that the actions in one scene could 

shift smoothly into another. This is exactly the point neglected in Carroll‘s edition. 

For this reason, Tenniel chose an approach different from Carroll‘s to represent the 

scene, or more precisely speaking, to choose a different moment. Hancher seems to 

have been aware of the advantage of Tenniel‘s rendering from the narrative view point 
                                                 
22

 Hancher (as note 18), p. 31. 
23

 Ibid. William Empson, Some Versions of Pastoral, London: Chatto & Windus, 1935, p. 271; Donald 

Rackin, ―Laughing and Grief: What‘s so Funny About Alice in Wonderland?,‖ in: Edward Guiliano 

(ed.), Lewis Carroll Observed, New York: Clarkson N. Potter, 1976, p. 12. 
24

 Carroll (as note 11), p. 45. 
25

 Ibid. 
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and accordingly pointed out that ―by showing the actual room, Tenniel has occasion to 

show the window through which Alice thrusts her arm, in a first effort to escape her 

confinement.‖
26

 However, the author did not use this fact to doubt or correct his 

former evaluation. The most possible explanation might again be that the analysis of 

the illustration‘s narrative was not Hancher‘s primary interest. What he is concerned 

with, in this case, is how much and in what way Carroll‘s drawings for Alice’s 

Adventures under Ground influenced Tenniel‘s illustrations to Alice’s Adventures in 

Wonderland.
27

 

Wallace Martin said: ―By changing the definition of what is being studied, we 

change what we see; and when different definitions are used to chart the same 

territory, the result will differ…, each revealing one aspect of reality by virtue of 

disregarding all others.‖
28

 The point of Martin‘s statement to which we should pay 

attention is the critical connection between the definition and its result. A false 

definition would more likely than not create a distorted vision of the subject studied 

and, hence, lead to a false understanding of it. The above-mentioned example of the 

comparison between Carroll‘s and Tenniel‘s representations of the Alice Stuck in the 

White Rabbit’s House scene should be considered in this way. 

Two seminal works on narratology are Narrative Discourse (French original title: 

Discours du récit) by the French literary theorist Gérard Genette, first published in 

1972, and Story and Discourse by the American film and literary critic Seymour 

Chatman, which appeared in the same year.
29

 Both of them are based on the 

                                                 
26

 Hancher (as note 18), p. 31. 
27

 In this case, Hancher concludes that ―Tenniel altered Carroll‘s drawing considerably, but he did not 

ignore it; ibid. In this case, Hancher concludes that ―Tenniel altered Carroll‘s drawing considerably, but 

he did not ignore it; ibid. 
28

 Wallace Martin, Recent Theories of Narrative, Peking: Peking University Press, 2006, p. 15. 
29

 Gérard Genette, Narrative Discourse, New York: Cornell University Press, 1980 (The original is 

―Discours du récit,‖ a portion of Figures III, Paris: Éditions du Seuil, 1972); Seymour Chatman, Story 

and Discourse, New York: Cornell University Press, 1972. 
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structuralist tradition.
30

 In the works cited here, the authors deal primarily with issues 

of form rather than content.
31

  

The most valuable achievement of Genette‘s work is that he not only clarified the 

confusion embedded in some of the concepts previously proposed by other 

narratologists, but that he also arranged the various related concepts in a systematic 

way.
32

 For instance, he removed the ambiguity of the term ―narrative‖ by making a 

distinction between the three levels of meaning contained in it, which could have 

referred to discourse (the narrative statement, the oral or written discourse) and story 

(the succession of events, real or fictitious, that are the subjects of this discourse; 

narrating (the narrative act of the narrator).
33

 The first and third levels of narrative 

establish the part of narrative discourse. Another major example concerns the concept 

of ―point of view.‖ According to Genette, ―most of the theoretical works on this 

subject (which are mainly classifications) suffer from a regrettable confusion between 

what I call here mood and voice,‖
34

 that is, between ―the question who sees? and the 

question who speaks?‖
35

 To clarify the terminology poses a considerable challenge to 

a specialist due to the fact that one cannot properly describe anything without the aid 

of a vocabulary with precise definition. Most of the definitions to the concepts of 

narrative theory proposed by Genette have been recognized by most experts.
36

 Just as 

                                                 
30

 Genette and Chatman are thought of as the most influential exponents of structural analysis. See 

Wallace Martin, (as note 28), p. 11. 
31

 Jonathan Culler rightly points out that ―the structuralist study of literature, associated with the names 

of Roland Barthes, Tzvetan Todorov, Genette, and others, sought not to interpret literature but to 

investigate its structure and devices.‖ Jonathan Culler, Foreword to Gérard Genette‘s Narrative 

Discourse; Genette (as note 29), p. 8; Chatman states very clearly that he is ―concerned with form, 

rather than content, or with content when it is expressible as a form.‖ Chatman (as note 29), p. 10. 
32

 According to Culler, ―there has been no comprehensive survey‖ on the basic concepts of narrative 

theory until Genette, whose invaluable book Narrative Discours ―fills this need for a systematic theory 

of narrative.‖ Culler, in: Genette (as note 29), p. 7. 
33

 Genette (as note 29), pp. 25–27. 
34

 Genette (as note 29), p. 186. 
35

 Ibid. 
36

 Such as the term focalization has been used by Mieke Bal and James Phelan, just naming a few. 

Mieke Bal, Narratology: Introduction to the Theory of Narrative, Toronto: University of Toronto, 1988; 

James Phelan, ―Why Narrators Can Be Focalizers,‖ in: Willie van Peer and Seymour Chatman (eds.), 
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importantly, the various key concepts pertaining to narratology such as story time, 

narrative time, ellipses, prolepses, scene, summary, distance, and focalizations are 

integrated into a comprehensive and coherent framework, under the categories of 

order, duration, frequency, mood, and voice. 

While the subject of Genette‘s work is limited to the purely verbal narrative,
37

 

Chatman‘s study Story and Discourse includes also visual narrative by investigating 

paintings, comics, and cinematic examples.
38

 From the book title, we already sense 

the connection between his study and that of Genette. Chatman reveals this stating: 

―Following such French structuralists as Roland Barthes, Tzvetan Todorov, and 

Gerard Genette, I posit a what and a way. The what of narrative I call its ‗story‘; the 

way I call its ‗discourse.‘‖
39

 It can be summarized that the resourceful results of 

structuralist studies on narrative theory have been further developed into a new level 

by Chatman‘s Story and Discourse.
40

 

My study on the narrative of Tenniel‘s illustrations to Alice’s Adventures benefits 

very much from the results of structuralist studies on narrative theory, and in 

particular of Genette‘s and Chatman‘s works. 

 

                                                                                                                                            

New Perspectives on Narrative Perspective, New York: State University, 2001, pp. 51–64. 
37

 To be more precisely, the book is at the same time a study on the narrative of Marcel Proust‘s A la 

recherché du temps perdu, which has been translated into English as Remembrance of Things Past as 

early as in 1934, published by Random House in New York. 
38

 Chatman is among those theorists ―who think that narrative and drama/movies are fundamentally 

similar, differing only in their methods of representation.‖ See Wallace Martin, (as note 28), p. 110. 
39

 Chatman (as note 29), p. 9. 
40

 Wallace Martin suggests that Chatman‘s Story and Discourse draws together ―the results of 

structuralist studies during the fifteen years preceding its publication in 1978.‖ See Wallace Martin, 

Recent Theories of Narrative, Peking: Peking University Press, 2006, p.10; Chatman writes in the book 

that his purpose ―is not to polemicize, but to synthesize the most powerful insights—Anglo-American, 

Russian, and French‖. Chatman (as note 29), p. 11. 
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3. John Tenniel and Lewis Carroll’s Alice’s Adventures 

Before illustrating his Alice books, John Tenniel was not only a well-established 

cartoonist already, but also an experienced illustrator,
41

 who had contributed five 

illustrations to Charles Dickens‘s The Haunted Man (1848);
42

 provided the Reverend 

Thomas James‘s version of Aesop’s Fables (1848) with one hundred and eight 

illustrations;
43

 and executed sixty-nine pictures for Thomas Moore‘s Lalla Rookh 

(1861),
44

 just to name a few. Yet, as Alice’s Adventures was Carroll‘s first work for 

young readers, the book was also Tenniel‘s first contribution to children‘s literature. 

According to Joyce Irene Whalley, this was ―perhaps for the first time an artist and a 

writer working together to produce a definitive form of an illustrated story.‖
45

  

Regarding their time commitment and the output, Tenniel was first a political 

cartoonist, then a book illustrator, and last a children‘s book illustrator. However, it 

was his outstanding contribution to the two Alice books—the only two children‘s 

books Tenniel had ever illustrated—that made his works widely known and 

memorable for more than 150 years.
46

 

3.1. Life and Career of John Tenniel 

John Tenniel Junior was born on 28 February 1820 in London. His father, John 

Baptist Tenniel was an instructor in arms, swordsmanship, fencing, boxing, rowing 

and ballroom dancing. Naturally, John Tenniel was given from his father those 

formative lessons for cultivating a gentleman. But, compared with fencing and riding, 

John Tenniel was more fascinated with drawing. According to the renowned biblical 

painter John Martin‘s recollection, when Tenniel was ―little more than a child,‖ he had 

joined the Martin children in their art studies at the British Museum ―receiving all the 

                                                 
41

 ―By the time of his first meeting with Lewis Carroll, Tenniel was an illustrator of some twenty 

years‘ standing,‖ said Frankie Morris. See Morris (as note 6), p. 119. 
42

 Charles Dickens, The Haunted Man and the Ghost’s Bargain, A Fancy for Christmas-Time, London: 

Bradbury & Evans, 1848. 
43

 Thomas James, Aesop’s Fables, a new version, chiefly from original sources, New York: Collins, 

1848. 
44

 Thomas Moore, Lalla Rook: An Oriental Romance, London: Longman, Green, Longman & Roberts, 

1861; the book was first published in 1817. 
45

 Joyce Irene Whalley, ―The Development of Illustrated Texts and Picture Books,‖ in: International 

Companion Encyclopedia of Children’s Literature, edited by Peter Hunt, London and New York: 

Routledge, 1996, P. 226. 
46

 As a cartoonist, ―Tenniel produced in excess of 2,000 full-page political cuts in his half-century on 

Punch.‖ See Roger Simpson, Sir John Tenniel: Aspects of His Work, London: Associated University 

Presses, 1994, p. 10; as a book illustrator, Tenniel had illustrated over thirty books. See Engen (as note 

5), p. 164; as a children‘s book illustrator, Tenniel contributed only to the two Alice books. 

 



 

 

 

13 

advantages of joint instruction and suggestions.‖
47

 The drawing brought him passion 

and joy, whereas the fencing cost Tenniel one eye. This terrible injury happened one 

day in 1840 when Tenniel joined his father for their fencing match, and according to 

Spielmann, ―his father‘s protective button fell off the tip of his foil, and the sharp 

blade flicked across his son‘s right eye, blinding it.‖
48

 

Tenniel was largely self-taught, and he used to underline this fact. ―I never 

learned drawing, except in so far as attending a school and being allowed to teach 

myself. I attended the Royal Academy Schools after becoming a probationer, soon left 

in utter disgust of there being no teaching. I had a great idea of High Art!‖
49

 While it 

is a well-known fact that Tenniel devoted most of his time to making political 

cartoons and book illustrations from 1850 onwards, high art had, nevertheless, been 

his lifelong pursuit.
50

 Tenniel began showing his work in the Society of British 

Artists in 1835; and only two years later in 1837, when he was sixteen, Tenniel‘s work 

surprisingly found a buyer, the popular Irish stage actor Tyrone Power (1795–1841).
51

 

In the same year, he made his debut at the Royal Academy‘s summer exhibition and 

became a regular exhibitor for the next seven years, from 1837 to 1843.
52

 For the 

most memorable feat, Tenniel would recall that ―in fact, in 1845, I sent in a 

sixteen-foot-high cartoon for Westminster Palace.‖
53

 Even after joining Punch and 

being heavily occupied by a full-time position and the additional commission of book 

illustrations, Tenniel still did watercolor occasionally.
54

 His earlier ambition in High 

Art never relinquished. 

Little needs to be said here about Tenniel‘s joining Punch, for it has already been 

fully reiterated.
55

 To accept the Punch offer marks a turning point in Tenniel‘s life 

and career. Just as Roger Simpson observed, ―Tenniel‘s career progressed slowly 

                                                 
47

 Leopold Charles Martin, ―Reminiscences of John Martin,‖ part 6, in: The Newcastle Weekly 

Chronicle, 9 February 1889; quoted from Frankie Morris, (as note 6), p. 22. 
48

 Engen (as note 5), p. 11; see also Marion Harry Spielmann, The History of Punch, New York: The 

Cassell Publishing Co., 1895, p. 472. 
49

 Spielmann (as note 48), p. 461. 
50

 Tenniel‘s occupational entries shown in successive censuses, such as ―Historical painter,‖ ―artist 

painter,‖ and the like, seemed to attest his lingering ambition in High Art. See Morris (as note 6), p. 77. 
51

 Morris (as note 6), p. 25. 
52

 Engen (as note 5), p. 9. 
53

 The title of Tenniel‘s design is ―Allegory of Justice.‖ Consequently, Tenniel became one of the five 

who were chosen to make a fresco, though a different design, in the Upper Waiting Hall, or ‗Hall of 

Poets,‘ of the House of Lords. Spielmann (as note 48), p. 461; see also Morris (as note 6), p. 39. 
54

 Morris (as note 6), p. 78. 
55

 For this respect, readers can refer to Tenniel‘s biographies, for example, ―Artist of Wonderland: The 

Life, Political Cartoons, and Illustrations of Tenniel‖ by Frankie Morris; or ―Sir John Tenniel: Alice’s 

White Knight‖ by Rodney Engen. 
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through what is certainly its most critical decade, the 1840s, until he started drawing 

for Punch in December 1850.‖
56

 Frankie Morris further claimed: ―Without Punch 

Tenniel might never have attained such prominence.‖
57

 Joining Punch was opening 

new possibilities for Tenniel‘s life. There is no doubt that Tenniel‘s becoming the 

illustrator of Carroll‘s Alice books has to do with his Punch career.
58

 Frankie Morris 

noticed that ―Carroll had been a Punch reader since his teens.‖
59

 The same author, 

furthermore, recalled Carroll‘s ―small collection of cuttings,‖
60

 taken from 1856 to 

1862 from Punch, which ―shows a preponderance of drawings by Tenniel.‖
61

 No 

wonder that when Carroll had to choose the illustrator for his Alice story, he would 

say: ―I want some figure-pictures done in pure outline, or nearly so, and of all artists 

on wood, I should prefer Mr. Tenniel‖
62

 

On 25 January 1864, when Carroll went to London to meet Tenniel, the former 

―was a little-known Oxford tutor with some small publication experience,‖
63

 while 

the latter ―was an illustrator of some twenty years‘ standing‖
64

 and the chief 

cartoonist of Punch. Considering Tenniel‘s previous commissions which were either 

for well-known works such as Aesop’s Fables and Lalla Rookah; or for a well-known 

writer such as Charles Dickens, his consent to illustrate Carroll‘s story was especially 

noteworthy. Although the collaboration between these two men was ―a trouble one,‖
65

 

the result has proved to be beyond any expectations. 

Tenniel was knighted in 1893, thereafter being known as Sir John Tenniel. In 

1901, at the age of eighty, Tenniel retired from Punch. Unlike most artists who 

became famous after death, Tenniel had received considerable public reputation 

throughout his life. Susan Meyer noticed in this regard: ―Punch cartoons and Alice 

books earned him a popularity seldom accorded an illustrator in England.‖
66

 John 
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57

 Morris (as note 6), p. 2. 
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the Great Children‘s Book Illustrators, New York: Harry N. Abrams, 1983, p. 66. 
59
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Tenniel died at the age of ninety-three on 25 February 1914. 

3.2. The First Illustrator of Alice’s Adventures 

Joyce Irene Whalley claimed that so many illustrators ―have since tried to interpret 

Carroll‘s Wonderland creatures, but surely no one has portrayed them so memorably 

as their first illustrator, Sir John Tenniel.‖
67

 Being the first illustrator of Alice’s 

Adventures after the author himself, John Tenniel with his drawings not only set the 

benchmark for the visual interpretation of the book, but also wielded significant 

influence on the subsequent illustrators of the story. This can be confirmed by Will 

Brooker‘s study on five twentieth-century versions, the result of which suggests that, 

as the author confirms, ―not one of the five illustrators discussed in this section fully 

escapes the visual stamp that Tenniel first imposed in the mid-1860s.‖
68

  

Among the illustrators of Alice’s Adventures, Tenniel was the only contemporary 

who was also befriended with the author Lewis Carroll. According to Otto F. Ege, ―[a] 

finely illustrated book is more likely to happen if both author and illustrator are 

contemporaries, each having the same ‗time spirit‘ experiences, sympathy with each 

other‘s points of view.‖
69

 The collaboration between Tenniel and Carroll met with all 

these conditions. There can be no doubt that Tenniel would understand the Alice story 

much better than other illustrators. With this unique advantage and his extensive 

experience in book illustration, Tenniel was able to make ―the first complete 

interpretation of a fantasy world, which has survived more than a century of change in 

children‘s books.‖
70

 The contemporary author of a review of Alice’s Adventures 

confirmed: ―Of Mr. Tenniel‘s illustrations we need only say that he has entered 

                                                 
67

 Whalley (as note 45), p. 226. 
68

 Will Brooker, Alice’s adventures: Lewis Carroll and Alice in popular culture, New York: Continuum, 
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69

 See Ege (as note 8), pp. 10–11. 
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 Whalley (as note 45), p. 226. 
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equally into the fun and graceful sentiment of his author.‖
71

 Tenniel‘s strong empathy 

regarding Carroll‘s text explains why the status of his version is irreplaceable and 

never out of date. 

                                                 
71

 Margaret Gatty, Aunt Judy’s Magazine for Young People, 1 June 1866, p.123; see also Virginia 

Haviland (ed.), Children and Literature: Views and Reviews, 1973, p. 20. 

 



 

 

 

17 

4. Alice’s Adventures and its Illustrations 

Alice‘s utterance, ―What is the use of a book without pictures or conversations?,‖ 

actually reflects Carroll‘s concept of what an ideal book for children should comprise: 

pictures or conversations. Accordingly, Carroll‘s texts, as Frankie Morris put it, ―are 

practically all conversations (Alice‘s with others and those she has with herself), with 

just sufficient narration to carry the story line and next to no description.‖
72

 In 

addition, the book also includes forty-two brilliant illustrations, to which the 

reviewers gave high praise.
73

 

It was Carroll‘s original plan to publish the book with his own illustrations. Only 

after the result of a trial engraving was unsatisfactory to him, he gave up this fancy 

idea and considered to ask for help from a professional.
74

 In a letter to his playwright 

friend and Punch writer Tom Taylor written on 20 December 1863, Carroll asked the 

latter to introduce him to Tenniel, who was then the chief cartoonist of Punch.
75

 On 

25 January 1864, Carroll noted in his diary that Tenniel consented to illustrate the 

book.
76

 

Although their collaboration was not always smooth, the result surpassed all 

expectations.
77

 The English painter Henrietta Ward, who knew Lewis Carroll very 

well, reported the author had once told her that ―the success Alice in Wonderland had 

achieved was due entirely to its beautiful illustrations.‖
78

 As will be shown in the 

following, the illustrations Tenniel contributed to the book are exceeding the level of 

mere beauty. 

 

                                                 
72

 Morris (as note 6), p. 149. 
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Wonderland, with extraordinary grace.‘ See Times, 26 December 1865, p. 5; The Publisher‘s Circular 
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77
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4.1. The Transformation of the Story Text 

The story of Alice’s Adventures in Wonderland developed from that of Alice’s 

Adventures Underground, which again originated from the stories told by Carroll to 

the three daughters of Dean Liddell of Christ Church. The name of the second Liddell 

girl is Alice Liddell (1852–1934), that is, the namesake of Alice in the book. 

Accordingly, the story had first been transformed from an oral into a written form, and, 

subsequently, the handwritten manuscript was transformed once more into the second, 

then expanded, version for publication; the result of this latter edition was the book 

Alice’s Adventures in Wonderland illustrated by John Tenniel. 

Very often, Carroll and the Liddell girls went rowing a boat on river expeditions. 

Telling stories had always been the most exciting part for them. Alice Liddell recalled 

that ―Tell us a story‖ had been ―the old petition‖ of the three Liddell sisters during 

these tours.
79

 ―I believe the beginning of ‗Alice‘ was told one summer afternoon 

when the sun was so burning that we had landed in the meadows down the river,‖ 

Alice recollected.
80

 The day was July 4, 1862. ―I made an expedition up the river to 

Godstow with the three Liddells; we had tea on the bank there,‖ Carroll wrote in his 

diary.
81

 A note dated February 10, 1863 was added on the opposite page: ―On which 

occasion I told them the fairy-tale of ‗Alice‘s Adventures Underground,‘ which I 

undertook to write out for Alice.‖
82

 So did Carroll. The result was the handwritten 

manuscript with his thirty-seven drawings. 

After being encouraged by his friends, Carroll decided to publish the story. To 

that end he set to rewrite and enlarge the original manuscript of about 18,000 words to 

about 35,000 words.
83

 As for the original illustrations, Carroll offered them to 

Tenniel ―to give him an idea of the sort of thing,‖ he wanted for the second version, 

which is nowadays known as Alice’s Adventures in Wonderland equipped with 

forty-two illustrations by John Tenniel. Actually, Tenniel did follow Carroll‘s 

representations in a few cases, such as in that of Alice with Long Neck, Bill the Lizard 
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Being Kicked out of the Chimney, Alice Swimming in the Pool of Tears (figs. 5–7).
84

 

Nevertheless, Tenniel had made his choice with professional sense, regarding 

Carroll‘s original drawings. This fact can be best attested by the case of Alice Stucked 

in the White Rabbit’s House, as already discussed previously. 

4.2. The Organization and Distribution of the Illustrations 

The number of illustrations in Alice’s Adventures was limited to forty-two in relation 

to the 192 text pages. Since the illustrations are not enough to go around for every 

page in the book, over three quarters of the text pages are filled with pure text without 

illustrations. Partly due to the same reason, if an illustration is assigned to a page, it 

stands alone with the text. 

The sizes of the forty-two illustrations vary from one to another. The largest 

illustration, a full-page, is The Court (fig. 8), which appears on the frontispiece, while 

the smallest picture, The Mad Hatter Singing a Song (fig. 9), is about one sixth of the 

former. Their shapes can also range from square, vertical oblong, horizontal oblong, 

L-shaped, and irregular. Some of them are framed with a black solid line, but most of 

them are left without a frame. Their placement in relation to the text can be headed, 

centered, let-in, marginal, or full-page. With so many possible combinations between 

different sizes, shapes, and placements of the illustrations, the page-layout is much 

diversified, and so is the reading experience when flipping from page to page. 

Generally, images appeal to the reader‘s attention more easily than does a plain text. 

No doubt that the illustration enhances the pleasure of reading in addition to its unique 

narrative function. 

As already mentioned, Tenniel‘s illustrations are strategically set close by its 

                                                 
84
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corresponding text on the same page.
85

 This strategy can be called ―the principle of 

immediacy‖ between picture and text. Thus, the distribution of the illustrations would 

correspond to the distribution of the episodes that are selected to be depicted. Yet, it is 

only natural to put the illustrations next to their textual references. Special attention 

has to be paid to those examples which do not follow this principle. Alice with the 

Queer-Looking Party of Animals (fig. 10), for example, is moved away from its 

corresponding text on page 30 to be used as an opening illustration, placed over the 

title of chapter III on page 29. An opening illustration, though, is not necessarily 

against the principle of immediacy. The Caterpillar and Alice (fig. 11) at the 

beginning of chapter V, for example, has the same function as opening illustration as 

the scene Alice with the Queer-Looking Party of Animals.
86

 Its textual reference at the 

very beginning of the chapter—―THE Caterpillar and Alice looked at each other for 

some time in silence: at last the Caterpillar took the hookah out of its 

mouth‖—directly follows the chapter headline set under the picture. 

Technical problems can also cause exceptions to the principle of immediacy. In 

the case of Alice and the Puppy (fig. 12),
87

 the illustration is on the recto while the 

reader has to turn to the next page, the verso, in order to find the entire episode it 

depicts. In this scene, the enormous puppy with large round eyes is exhibiting the 

typical body posture of playfulness, by lowering the front end to the ground with bent 

forepaws extending somewhat, staring sideways at Alice who is partially hiding 

herself behind a great thistle and with a little stick in one hand stretching toward the 

puppy in a defense posture. One might suggest that the lines right beneath the 

illustration on the same (recto) page contain the corresponding text to this illustration, 

which reads: ―Hardly knowing what she did, she picked up a little bit of stick, and 
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held it out to the puppy; whereupon the puppy jumped into the air off all its feet at 

once, with a yelp of […].‖
88

 The verbal description and Tenniel‘s visual 

representation seem to match very well as far as the part about Alice is concerned, but 

the part about the puppy is obviously incompatible. The puppy in Tenniel‘s illustration 

is standing steadily on the ground rather than acting as the text describes it: He 

―jumped into the air off all its feet at once […].‖ For this reason, the text quoted 

above does not correspond to Tenniel‘s illustration. In order to know how an 

illustration to the above quoted text could look like, the visual interpretation of the 

scene by the American illustrator Peter Newell can be compared. 

Peter Newell (1862–1924) was a native from Illinois. Already as a child, he 

showed not only passion but also talent for drawing. As a self-taught artist, he ―earned 

his earliest recognition as an illustrator from his amusing pen-and-ink sketches.‖
89

 

When American publisher Harper and Brothers decided to publish an updated version 

of Alice’s Adventures in Wonderland, Peter Newell was invited to illustrate the book, 

which was published in 1901.
90

 Unlike Tenniel‘s version, in which the illustrations 

are synchronized with the text on the same page or nearby, the illustrations in 

Newell‘s version are as a rule separated from the text and occupy the recto of an 

isolated page rendered full-page and provided with a quote from the text used as a 

caption underneath. 

The essential visual elements of Newell‘s illustration of the respective scene (fig. 

13) are almost similar to those in Tenniel‘s picture: the puppy, Alice, a small stick and 

the thistle.
91

 Yet, Newell depicts the puppy as jumping in the air. This is the opposite 

of what Tenniel shows; his puppy is playfully crouched on the ground. The caption 
                                                 
88
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under Newell‘s depiction of the scene writes, ―The Puppy jumped into the air,‖ which 

is taken directly from the text of the episode and exactly represented in the 

illustration. 

The moment rendered in Tenniel‘s Alice and the Puppy is in fact embedded in 

the episode on the following page, which reads, ―then Alice dodged behind a great 

thistle, to keep herself from being run over, and, the moment she appeared on the 

other side, the puppy made another rush at the stick.‖
92

 In this case, the separation of 

the corresponding text from its illustration results from a miscalculation of the size: 

either the size of the remaining space below the corresponding text was too small or 

the size of the illustration was too large. Therefore, it was unavoidable that one of the 

two is destined to be pushed over to the next page. 

When considering The White Rabbit Blowing a Trumpet (fig. 14), it becomes 

evident that the same problem can appear in the opposite sense.
93

 This time the 

illustration is placed on the verso, and the reader sees the text in advance on the 

previous page, the recto: ―On this the White Rabbit blew three blasts on the trumpet, 

and then unrolled the parchment scroll, and read as follows:—‖
94

 there are three 

actions described in this segment of text: he blew the trumpet, unrolled the parchment 

scroll, and read the accusation. Tenniel‘s illustration shows that the White Rabbit is 

blowing the miniature trumpet in his right hand, while holding the still rolled-up scroll 

in his left hand. The motif of ―the rolled-up scroll‖ is functioning as a temporal 

marker denoting that the scene stops at the first action, before unrolling the parchment 

scroll. As a consequence, only the first clause of the quoted text corresponds to the 

illustration. Since the line is already at the bottom section of the page, its 

corresponding illustration could not but be moved to the following page. Otherwise, 
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the respective text would have, instead, been moved to the next page. 

It is, in fact, the frontispiece (fig. 8) that corresponds to the third action, ―and 

read as follows:—,‖
95

 in which the White Rabbit, shown in profile on the upper left, 

is concentrated on the already unrolled scroll (that of the second action) he is holding 

in his hands and reads the accusation to the court. 

The lacking integration of the corresponding text and the illustration on the same 

page is obviously caused by the fact that the picture does not fit into the remaining 

space on the page, either above or below the corresponding text. The corresponding 

text is already too close to the page bottom thus leaving not enough space for the 

placement of any illustration. The only remedy for this dilemma is to extend or reduce 

the text above the corresponding text. 

The placement of the illustrations largely follows the principle of immediacy 

between text and image. Occasionally, when an illustration assumes a special function, 

such as to open a chapter, or due to technical problems, as discussed above, it was 

inevitable for Tenniel to find a compromise. 

4.3. The Functions of Tenniel’s Illustrations in Alice’s Adventures 

Until the middle of the nineteenth century, in the time Alice’s Adventures was 

produced, the most common technique of book illustrations was wood engraving.
96

 

Compared to the traditional forms of metal engraving, etching and lithography, wood 

engraving was the only illustration form that could be printed on the same page as the 

text; consequently, it was possible to compose in-text images,
97

 which not only 

reformed but also revived both the book format and content. Illustrators competed 

with writers for the predominance; in this contest, the illustration assumed, step by 
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step, a stronger role within the book.  

It took some time for the illustration to evolve from one form to another. ―As 

illustration evolved from a decorative to a narrative art form—from the early 

illuminated manuscripts of the Middle Ages to the classics of the eighteenth 

century—the images themselves took on greater significance.‖
98

 The evolution of the 

book illustration has been a history of discovering the capacity in an illustration. Otto 

F. Ege observed: ―Fine illustrations can assume many different roles. They can 

document a text, decorate the page, sell the story, create a mood, or interpret the 

story.‖
99

 Tenniel‘s illustrations assumed all these roles mentioned by the author 

except the documentary function. On the most intuitive level, the illustration enhances 

the visual perception of the illustrated page, let alone the decorative effect; With 

regard to the economic factor, the author of a review published in the children‘s 

journal Aunt Judy’s Magazine remarks: ―Forty-two illustrations by Tenniel! Why there 

needs nothing else to sell this book, one would think;‖
100

 As to the aspect of creating 

a mood and interpreting the story, they are exactly what Tenniel‘s illustrations are 

primarily about. 

Firstly, Tenniel created stunning images of the Wonderland characters according 

to Carroll‘s rather meager descriptions. Thomas E. Wartenberg emphasized the 

important role of Tenniel‘s figures that left their mark in the collective memory: 

―[O]ur imaginings of Alice and the Mad Hatter are as much the result of the 

illustrations that picture them as they are of the words that describe them.‖
101

 

Regarding the character image, Tenniel‘s visual representations contributed more to 

the reader‘s impression than Carroll‘s verbal description did; secondly, Tenniel‘s 
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illustrations built up the more concrete and detailed settings than the text suggests for 

the story; this is demonstrated by The Court, Frog-Footman and Fish-Footman, Alice 

in the Duchess’s Kitchen, The Queen of Hearts Pointing a Finger at Alice, and Alice 

Listening to the Mock Turtle and the Gryphon (figs. 8, 15–18); thirdly, Tenniel‘ 

illustrations construct various types of scenes to integrate with text to create various 

patterns of page layout, to guide the reader‘s perception of spatial relationship and 

emotional context within the illustration, to interplay with Carroll‘s verbal narrative. 

Occasionally, Tenniel‘s visual narrative went wrong. The illustration of Bill the 

Lizard Being Kicked out of the Chimney (fig. 6) may demonstrate how the visual 

narrative of an illustration could weaken the effect of the verbal narrative. In this 

scene, the protagonist is a lizard, most probably Bill, even though his identity is not 

revealed by the text. The lizard is rising up from the top opening of a chimney, of 

which he is kicked out. Theoretically, the identity of Bill the lizard should not be 

revealed at this point. As Alice is trapped in the Rabbit‘s house, she is able to find out 

what is happening outside the house only by what she can hear. On hearing someone 

says, ―Here, Bill! The master says you‘ve got to go down the chimney,‖
102

 Alice says 

to herself, ―Oh, so Bill‘s got to come down the chimney, has he?‖ Later, ― […] she 

heard a little animal (she couldn‘t guess of what sort it was) scratching and 

scrambling about in the chimney close above her: then, saying to herself, ‗This is 

Bill,‘ she gave one sharp kick, and waited to see what would happen next.‖
103

 Special 

attention has to be paid to the passage just quoted above: ―she couldn‘t guess of what 

sort it was.‖
104

 Alice is not supposed to know what Bill is by now. That is the reason 

why Carroll did not reveal Bill‘s identity for the time being. This was not only in 

accordance with the logic of the narrative; but the author also used a literary device, 
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called ―suspense,‖ with the clear objective to create a captivating plot. When kept in 

suspense, a reader would be more captivated by a puzzle with which he is directly 

confronted and he would be, as a consequence, more interested to know what would 

happen next to the respective characters.  

As both the illustrator and the first reader of the final draft, Tenniel had to wait 

for two more pages, according to the page layout of the book published in 1866, to 

know what kind of animal Bill really was. That is when Alice ―ran out of the house, 

and found quite a crowd of little animals and birds waiting outside. The poor little 

Lizard, Bill, was in the middle, being held up by two guinea-pigs, who were giving it 

something out of a bottle.‖
105

 As she has escaped from the confined house, Alice can 

now infer who Bill is, from the poor state of Bill. If Tenniel had chosen this later 

scene to depict instead of the Bill the Lizard Being Kicked out of the Chimney scene, 

the revealing of Bill‘s identity would not be a problem. However, the scene of Bill the 

Lizard Being Kicked out of the Chimney is too tempting to be skipped. It is no 

coincidence that this scene was chosen by both Carroll, in his manuscript (fig. 19), 

and by Tenniel, whose representation of the scene mostly followed Carroll‘s 

composition.  

Did Carroll mislead Tenniel in his interpretation of the scene representing Bill 

the Lizard Being Kicked out of the Chimney? It has to be asked, if Carroll ever aware 

of the potential contradictions between the original drawing he made and the literary 

device he built in the text. Did Carroll have any idea about the function and usage of 

―suspense‖ in storytelling? Since these questions were probably never discussed, 

either by Carroll himself or by Carroll‘s contemporaries, there might be no way to 

find out the truth.  

Peter Newell, too, depicted the scene of Bill the Lizard Being Kicked out of the 
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Chimney. The strategy Peter Newell adopted to keep the literary device of ―suspense,‖ 

immanent in the verbal narrative, is, in fact, to select a moment few seconds later than 

the moment Tenniel had chosen. This moment is contained in the following line, 

―Catch him, you by the hedge.‖ The scene (fig. 20) is composed from a long shot, 

which differed from the full shot used by Tenniel.
106

 Thus, the house of the White 

Rabbit, the White Rabbit himself, the crowd of animals and Bill are all included in the 

scene. Only that Bill is intentionally rendered flying high scarcely perceptible against 

the background of the dark sky so as not to reveal too apparently what Bill is. 

In Newell‘s version, the identity of Bill is formally disclosed in the following 

illustration, which appears two pages afterwards.
107

 In this picture (fig. 21), 

surrounded by animals, a lizard—obviously poor Bill—is rendered frontally in a full 

shot view. Leaning back exhaustedly, he is supported by two guinea pigs, one of them 

making Bill drink from a bottle. The illustration not only successfully visualizes the 

scene described in the text but also extends and enhances the narration of its 

corresponding text. 

Tenniel, instead, did not include this later scene in the whole program. The 

illustration of Bill the Lizard Being Kicked out of the Chimney was the only setting in 

the chapter, where Tenniel could stage Bill. Even though Tenniel‘s illustration fills the 

gap left by the text, it neglects the literary device of ―suspense,‖ which would 

otherwise create a more exciting reading experience for the reader. 

The special role of Tenniel‘s pictures in the text was commented by Thomas E. 

Wartenberg: ―John Tenniel‘s illustrations are more than simply ‗handy and popular 

illustrations‘ of the book, attempts to keep the attention of young readers or listeners. 

They were part of the book in its original publication and are now taken to be an 

                                                 
106

 Carroll 1901 (as note 90), page facing p. 52. 
107

 Carroll 1901 (as note 90), page facing p. 54. 

 



 

 

 

28 

integral part of it.‖
108

 Finally, Tenniel‘s occasional inaccurateness in illustrating 

Carroll‘s text did not obscure the great popularity of Alice’s Adventures. 
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5. Page layout and Narrative 

The issue of page-layout arises from the need to integrate the images with the text on 

the page. A book with pure text can, of course, have different types of layout by way 

of playing with the elements of letters, with regard to typeface, size, color, thickness, 

or concerning the proportion of the space that the text occupies on a page and the way 

it is displayed. But, this is not a usual practice to formulate the page-layout in a single 

book. The main body of a book with pure text usually displays the same type of 

page-layout throughout the whole text. When images appear, the visual patterns of the 

pages change consistently, while otherwise the surface of a text page would be plain.  

Whenever illustrations appear in Alice’s Adventures, they are displayed as single 

pictures that vary in size, shape, and position, in other words, the way how they are 

incorporated in the text. Apart from this pattern, no other coherent format can be 

observed. In many chapters, for instance, an opening illustration is put on top of the 

title, but not in every chapter. Obviously, the variety of page-layout is a prominent 

feature of Alice’s Adventures. An analysis of the way how verbal and visual elements 

are integrated into the page composition provides us with the skills to process 

narrative information in all its forms. 

Page-layout has not only an aesthetic purpose. It also plays a significant role in 

the narrative. When considering how people normally read a pictured book, it can be 

revealed how the page-layout helps to affect the reading experience or even the 

perceiving patterns of a reader towards the story. A reader would normally first 

observe the opening picture before proceeding to the text that follows.
109

 Whereas the 

representation of the opening picture usually reveals intriguing information, its 
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precise meaning remains uncertain, until the reader takes into account the respective 

text. This creates suspense in the reader‘s mind. As can be demonstrated on the 

example of page 29 (fig. 22), in which the illustration of Alice with the Queer-Looking 

Party of Animals (fig. 10) is removed from its corresponding text to the top over the 

chapter title and is used as an opening image. The moment this opening image depicts 

is the following: ―They all sat down at once, in a large ring, with the Mouse in the 

middle.‖
110

 It is this opening illustration that on the outset creates curiosity about the 

scene‘s content, and, automatically, propels the reader to search for the answer. 

Tenniel constructed in this opening illustration the whole picture of the scene by 

collecting the related information dispersed in the text. The reader would have, 

otherwise, to run through the whole chapter, so as to find out how many animals 

appear sitting ―in a large ring.‖
111

 Without the visual construction by this opening 

illustration, when following only the linear narrative of the text, the reader would not 

be able to obtain a complete scene. The example reveals the special role the layout 

plays in the narration of a story. 

5.1. From Illustration to Page Layout 

It has to be stated that Tenniel was widely responsible, if not totally in charge, of the 

page layout. This fact is attested by the following lines contained in his letter to 

Carroll on 8 March 1865: ―I cannot see your objection to the page as at present 

arranged, but if you think it would be better to place the picture further on in the text, 

do it by all means.‖
112

 

Working on book illustration is quite different from creating an isolated painting 

which is to be framed in a certain way and hung in a certain place to be watched when 
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it is finished. According to Ege, an illustrator ―must be willing to exploit a freedom of 

expression within the limitations laid down by author and book designer, just as a 

mural painter must accept the conditions imposed by the architect.‖
113

 In other words, 

an illustration always establishes itself within a special context, namely being part of 

the page-layout.  

When an illustration is to be born from the text, the issue of page-layout is being 

taken into consideration, too. Ege underlined that an illustrator is deplorable ―if he 

disregards the other phases of the art of the book such as type design, page 

composition and binding.‖
114

 That is why an illustration can be displayed in different 

shapes or sizes, and arranged as an opening illustration, a banner illustration, an 

in-text illustration, a final closing illustration, or a full-page. Even the illustration in a 

full-page is part of a page-layout in a greater visual unit, for example, a 

double-spread.
115

  

Seven patterns of page-layout, in which the illustration and the text are arranged, 

can be identified in Alice’s Adventures. In pattern 1 (fig. 23), an illustration is on top 

of the text with only one side of the two facing each other. The illustration of this 

pattern might be either an opening illustration or not. There are twenty-five cases in 

total that belong to this pattern of page-layout in the book. Three of them—in chapter 

1, 3 and 5—are provided with an opening illustration. The scene of The White Rabbit 

Looking at a Watch (fig. 24), the opening illustration of the chapter 1, is justified by 

the fact that the White Rabbit is the first character in Wonderland, which is introduced 

to the reader.
116

 It is in this instance, when catching sight of the White Rabbit, Alice‘s 

adventures in Wonderland begin; the scene of Alice with the Queer-Looking Party of 
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Animals (fig. 10) is qualified for the opening illustration of chapter 3 since it presents 

to the reader an entire picture of the scene, as already described above. In chapter 5, 

the scene of The Caterpillar and Alice (fig. 11) is of special interest by that it is both 

an opening illustration and also an intermediary illustration which functions as a 

transition from the end of the previous chapter to the beginning of the chapter it tops. 

The end paragraph of the previous chapter has to be closely considered; it reads, as 

follows: ―She stretched herself up on tiptoe, and peeped over the edge of the 

mushroom, and her eyes immediately met those of a large blue caterpillar, that was 

sitting on the top with its arms folded, quietly smoking a long hookah, and talking not 

the smallest notice of her or of anything else.‖
117

 The text already anticipates the 

imminent scene of The Caterpillar and Alice, in which ―Tenniel depicts a slightly 

later moment, the start of chapter 5 rather than the end of chapter 4,‖ as Hancher 

noted.
118

 The prove is that the Caterpillar is acting as what the text describes in the 

first paragraph of chapter 5, ―at last the Caterpillar took the hookah out of its mouth,‖ 

in relation to the moment of being still ―quietly smoking a long hookah,‖ described at 

the end of chapter 4.
119

 Hence, the scene of this illustration had already been 

anticipated by the text at the end of the previous chapter, and it simultaneously opens 

the narrative of the new chapter. Being a visual element, it connects two ends of 

narrative by way of establishing itself as a smooth transition from verbal to visual and 

once more from visual to verbal.  

In pattern 2 (fig. 25), the page is divided into two equal rectangular columns, the 

illustration on the left being running vertically side by side with the text on the right in 

full length of the page space. Pages 14 and 51 are displaying this pattern. The 

advantage of this pattern is to create the space to the largest extent for the 

                                                 
117

 Carroll (as note 11), pp. 57–58. 
118

 Hancher (as note 18), p. 31. 
119

 Carroll (as note 11), p. 

 



 

 

 

33 

representation of an act in vertical direction. In the case of page 14, the oblong shape 

of the picture plane suits well to represent Alice in a state of growing to a huge height; 

this is expressed in the scene Alice with Long Neck (fig. 5), in which, as Hancher put 

it, ―Alice‘s height is enhanced by her vertically filling the page;‖
120

 the shape is also 

appropriate to accommodate the elongated format of the scene Bill the Lizard Being 

Kicked out of the Chimney (fig. 6). 

In pattern 3 (fig. 26), the illustration is set in one corner of the page with two 

sides facing the text. This pattern was frequently used by Carroll in the manuscript 

edition, whereas it only appears once, on page 157 (fig. 27), in the final printed 

edition illustrated by Tenniel.
121

 This fact also suggests that Tenniel‘s authority over 

the designing of the page-layout must have been a fundamental factor that finally 

resulted in the difference between the two editions.  

In pattern 4 (fig. 28), the illustration is enclosed by the text on the top and bottom. 

Three cases of this pattern are to be found in the book: page 26 with the illustration of 

Alice Swimming with the Mouse in the Pool of Tears (fig. 7), page 110 with the 

illustration of Mad Hatter and March Hare Putting the Dormouse into the Teapot (fig. 

29), and page 173 with the illustration of The Mad Hatter Running Away (fig. 30). It 

is of special interest that in all these cases, the illustrations are quite distant from their 

corresponding text on purpose; otherwise, it is not difficult at all to set these 

illustrations close to their corresponding text. The illustration of The Mad Hatter 

Running Away on page 173, for example, could be freely moved down as much as 

five lines spacing in order to be arranged side by side with its corresponding text in 

the last three lines on the page that read: ―The Hatter hurriedly left the court, without 

even waiting to put his shoes on.‖
122

 The corresponding text of the illustration on 
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page 110 is accordingly at the page bottom. Tenniel could have moved the illustration 

down for a spacing of six lines, in order to place the illustration of the scene Mad 

Hatter and March Hare Putting the Dormouse into the Teapot near to its 

corresponding text, which reads: ―They were trying to put the dormouse into the 

teapot.‖
123

 Positioning the illustration alongside with its relevant text is the most 

prominent feature of the page layout in the Alice book. On this respect, Hancher 

observed: ―Rarely in the original settings does any illustration, large or small, seem to 

have been displaced from its proper location without some good typographical 

reason.‖
124

 It has to be asked, if the apparent displacement of the illustrations in the 

two cases just discussed was simply due to typographical errors? The displacements 

of the illustrations are too obvious as to be regarded as mistakes. Why would it have 

happened twice in the same type of page layout? It has to be assumed, instead, that 

these ―errors‖ were made on purpose, and primarily for aesthetical reasons. It is about 

the visual rhythm created by the proportion and distribution of the page space 

between image and text. It does therefore not come as a surprise that the three cases of 

this page layout pattern do look so much alike, in terms of the proportion and 

distribution of the page space between image and text, that is, the visual rhythm. 

In pattern 5 (fig. 31), an L-shaped illustration is put up-side down, standing with 

the vertical band over a couple lines of the text and circling a quadrant of the text with 

its two inner sides. Page 91 (fig. 32) is the only case of this pattern. When it is 

working together with the page layout on page 93 (fig. 33), the pairs would create a 

special device, or an optical trick which is admired by so many reviewers and scholars 

for its innovative way of narrative. In The Nursery Alice, Carroll reveals the optical 

trick intended to achieve for the same design and layout of this pair of pages: ―If you 
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turn up the corner of this leaf, you‘ll have Alice looking at the Grin: and she doesn‘t 

look a bit more frightened than she was looking at the Cat, does she?‖
125

 But the 

sophisticated reader found a more exciting way to play with this kind of ―page-turning 

mechanism,‖ as Mou-Lan Wong put it: ―The pictures of the disappearing Cheshire Cat 

are placed on the recto side of overlapping leaves. This results in the first image being 

placed on top of the other so that when the reader turns the page, the Cheshire Cat, 

who is visually present in the first page, disappears from the same location, thus 

reinforcing the process of vanishing described in the book: ‗It vanished quite slowly, 

beginning with the end of the tail and ending with the grin.‘‖
126

 Nodelman made a 

similar observation about other types of visual design: ―In picture books, the visual 

rhythms created by sequential images of similar shapes often have a strong effect on 

the meaning of stories: they use the action of turning a page and viewing a series of 

pictures to support the meaning of the actions in the pictures.‖
127

 Hence, the optical 

trick as such is in fact a way of narration. 

In pattern 6 (fig. 34), the illustration is also shaped like the letter ―L‖, standing 

on a few passages underneath and circling a quadrant of text with its two inner sides. 

It can be called the L-shaped let-in. Page 186 is the sole case of this pattern (fig. 35). 

The L-shaped illustration The King Pointing to the Tarts (fig. 36) on page 186 recalls 

the scene of the frontispiece, which is a full-page. After comparing the two, we know 

that the top right quarter of page 186 is where the Queen of Hearts is sitting, but this 

place is now occupied by the text. The first few lines in this quadrant of the 

text—―‗Why, there they are!‘ said the King triumphantly, pointing to the tarts on the 
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table‖
128

—correspond exactly to the scene positioned next to them. The King 

occupying the upper part of the vertical end of this L-shaped illustration is depicted as 

stretching downwards his left hand pointing to the tarts on the table depicted in the 

horizontal strip at the bottom of the picture plane. Given the way how the image and 

text mirror each other in this queer looking jigsaw pattern, it seems that the purpose of 

cutting off the upper right quarter of the illustration is for the placement of the 

above-quoted passages being set alongside with the counterpart in the illustration. 

One might argue that the Queen also plays an action described in the second 

paragraph: ―‗Never!‘ said the Queen furiously, throwing an inkstand at the Lizard as 

she spoke.‖
129

 Why, then, was the Queen, who originally occupies the cut-off part, 

not kept? The problem is that there would have been two actions that were obviously 

asynchronous, coexisting in one scene which is theoretically to be understood as 

being of one freezing moment. What is more important is that, if the cut-off section 

were restored, the passages about the Queen would have been pushed away from the 

original page space. Then, the result would have contradicted the original intention. 

In Pattern 7 (fig. 37), the illustration is a let-in surrounded by the text on three 

sides. There are eight cases of this pattern in the book. Unlike the conformity seen in 

Pattern 4, the placement of the illustration in Pattern 7 is very flexible. It can be 

placed on the left hand side of the content area, as shown on page 8 (fig. 38), or on the 

right hand side, as shown on page 10 (fig. 39). It can also be placed in the middle 

level as seen on page 121 (fig. 40), or to the upper level as seen on page 10. In all 

these cases, the way how the text encircles the illustration on three sides resembles a 

frame surrounding the illustration. 
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5.2. The Idea of the Visual Unit 

When viewing a single page or two facing pages as an entity of a visual unit, the text 

functions as a visual element as the illustration does.
130

 The passages arranged like 

the shape of a mouse tail on page 37 is a characteristic example, which displays very 

vividly the visual nature of the text. These passages contained in a typographically 

constituted tail-shaped area are undoubtedly meant to represent the image of ―a tail,‖ 

or more precisely, ―a Mouse tail.‖ It is not until the reader begins to read the words in 

the tail-shaped area that the text resumes its role of verbal narrative. 

One of the common features shared by the various patterns of page layout in 

Alice’s Adventures is that they all use only a single page as their visual unit, not yet 

develop into double-page pattern, or spreading page design. The use of double spread 

as a visual unit is a common practice in the page layout designing in books and 

magazines today. It was, though, still impossible to realize it at the time when Alice’s 

Adventures was created. Technical limitations were part of the reason. Nodelman 

remarked: ―If a picture-book artist chooses to extend his picture across facing pages, 

then the picture automatically breaks into two different parts—nothing of significance 

can appear in the middle, called the gutter, because it might be hidden or distorted in 

the binding process. Consequently, picture-book artists have the problem of joining 

the two parts so that they do indeed form one cohesive and unified picture.‖
131

 When 

the visual elements can appear in the gutter and will not be hidden or distorted in the 

binding process, the use of double spread as a visual unit in the design of page layout 

can be realized. 

The differences in the types of visual units will affect not only the size, but also 
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the shape of the page space available for the design of the page layout. But, a double 

spread page layout does not necessarily mean a larger page space, which is primarily 

determined by the book size. To move a visual element across the gutter seems like 

only a small step for the move, but it is a giant leap for the creative thinking in terms 

of page layout designing, as it makes a big difference. Once the visual element breaks 

through the shackles of traditional practice and spreads across the confinement of the 

single page boundary, originally separate elements on two facing pages can be 

combined in numerous ways. This means that the interplay between images and text 

ascends to a new level. 

For Tenniel, a single page space is a kind of battle field to be conquered. His 

battle formations are the seven patterns of page layout. The way how a page layout 

works in narration is all the more important than how original its shape is. The variety 

in the patterns of the page layout establishes various kinds of fields for the interplay 

between images and text. 

5.3. Interplay between Image and Word 

According to J. Hillis Miller, a picture is worth a thousand words perhaps ―because 

the picture presents something, makes it more present, than any words can, and does 

this more economically.‖
132

 Whereas Walter Ong replied: ―We have all heard it said 

that one picture is worth a thousand words. Yet, if this statement is true, why does it 

have to be a saying? Because a picture is worth a thousand words only under special 

conditions—which commonly include a context of words in which a picture is set‖.
133

 

Even if a picture has enormous capacities in communication, it can communicate 

most as well as best when accompanied with words. The same rule applies especially 

to those illustrated pages that function as a means for telling stories. Nodelman gave 
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the reason: ―On their own, pictures and words each first allow a number of different 

narrative possibilities; together, they make each other more specific.‖
134

 For example, 

in the case of page 15, the reader gets from the text only a simple description about 

how Alice‘s enlarged body looks like after she ate the ―EAT Me‖ cake: ―Now I‘m 

opening out like the largest telescope that ever was!‖
135

 The phrase ―the largest 

telescope‖ is only a metaphor. It is not further described how a body could resemble 

the largest telescope. But after referring to the illustration Alice with Long Neck (fig. 5) 

positioned next to the text, the same reader gets a specific idea about the 

transformation of Alice‘s body. Hancher observed in this regard: ―Young readers are 

easily bored by scenic descriptions: Carroll wisely let the pictures that he 

commissioned from Tenniel do much of his descriptive work for him.‖
136

 Carroll 

knew very well when and how his verbal narrative could benefit from Tenniel‘s visual 

narrative. 

There are many ways, in which words and images can work together for the 

purpose of making a good narration. The notion of ―gaps‖ has often been remarked. 

Both ―verbal text‖ and ―visual text‖ have their own gaps, yet the two can fill, wholly 

or partially, the gaps of the other.
137

  

The most common gaps in the text filled in by an illustration in Alice’s 

Adventures concerns the appearance of the characters in wonderland. In the case of 

The Dodo Giving the Thimble to Alice (fig. 41), the illustrator Tenniel ―was 

forced‖—as Gardner says—―to put human hands under the Dodo‘s small, degenerate 

wings. How else could it hold a thimble?,‖ while Carroll did not offer any description 

about the Dodo.
138

 In the case of the scene showing The Sleeping Gryphon (fig. 42) 

                                                 
134

 Nodelman (as note 20), p. 243. 
135

 Carroll (as note 11), p. 15. 
136

 Hancher (as note 18), p. 113. 
137

 See Maria Nikolajeva and Carole Scott, How Picturebooks Work, New York: Routledge, 2006, p. 2. 
138

 Martin Gardner, The Annotated Alice: The Definitive Edition, New York: W. W. Norton, 2000, p. 32 

 



 

 

 

40 

on page 128, Carroll omitted a description of the Gryphon‘s appearance and wrote 

instead under the illustration that ―If you don‘t know what a Gryphon is, look at the 

picture.‖
139

 While Carroll might have been an amateur in drawing, he was a 

professional in writing a story for young readers. Not only did he know what his 

verbal narrative was capable of, but also what power the visual narrative had. In the 

Gryphon subject, both writer and illustrator joined their forces in the most perfect 

way. 

Tenniel‘s illustrations complemented Carroll‘s text on a higher level of narrative. 

On page 8, the let-in illustration of Alice Drawing back the Curtain (fig. 43) is placed 

next to its corresponding text, which reads ―she came upon a low curtain she had not 

noticed before, and behind it was a little door about fifteen inches high.‖
140

 The text 

does not mention exactly the way, how Alice finds the little door behind the curtain. 

Tenniel‘s interpretation of Carroll‘s text specifies that in ―drawing back the curtain‖ 

Alice finds the little door behind. 

Sometimes, the ―existents‖ of a scene are not introduced entirely to the reader 

from the outset, but being revealed in different sections of the text.
141

 The reader 

needs some time to go through certain paragraphs, or even across several pages, in 

order to accumulate the information about the existents that are joined in one scene. 

During this linear process of reading, the reader might be detracted at one point or 

another by the plot and miss the whole picture of the scene. Under such circumstances, 

an illustration easily resolved the problem. In the illustration of Alice in the Duchess’s 

Kitchen (fig. 16), Tenniel depicts how the Duchess‘s kitchen looks like when Alice 

enters into it. The text underneath describes that the kitchen ―was full of smoke from 
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one end to the other: the Duchess was sitting on a three-legged stool in the middle, 

nursing a baby; the cook was leaning over the fire, stirring a large cauldron which 

seemed to be full of soup.‖
142

 At this point, the reader can learn from the text that the 

setting of the kitchen is full of smoke, and the characters present are the Duchess, the 

baby, and the cook. A more sophisticated reader would add one more existent—that is 

Alice—into the list, because it can be inferred from the context that Alice enters the 

kitchen and sees what the above-quoted text describes. In his illustration for the 

kitchen scene, Tenniel not only depicted the visual elements appearing in the text, but 

also several that are not mentioned or are even irrelevant, such as a grinning cat 

crouching at the foot of the stove in the bottom left corner. It is not until two 

paragraphs later on the next page that the reader would find the words, ―a large cat 

which was sitting on the hearth and grinning from ear to ear.‖
143

 The cat is relevant, 

because it is ―the Cheshire Cat,‖ with whom Alice is going to meet afterwards in 

several crucial moments. The illustration constructs a complete scene through 

collecting the information scattered over various paragraphs or pages. Consequently, 

the things that ask for lots of searching from the text to find out need only a glance at 

the illustration to apprehend. The same applies to the illustration of Alice and the 

Queer-Looking Party of Animals (fig. 10). In order to construct this scene as the 

opening illustration for chapter 3, Tenniel picked up the information about the 

participants of the queer-looking party from the last paragraph of the previous chapter: 

―It was high time to go, for the pool was getting quite crowded with the birds and 

animals that had fallen into it: there was a Duck and a Dodo, a Lory and an Eaglet, 

and several other curious creatures. Alice led the way, and the whole party swam to 

the shore.‖
144

 So, the venue should be a shore, and the participants include a Duck, a 
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Dodo, a Lory, an Eaglet, and Alice, who led the way. Additionally, the Mouse must 

have also joined the club because he is the first one that Alice has met in the pool, as 

well as the first one who ―said in a low, trembling voice, ‗Let us get to the shore.‘‖
145

 

The remaining question is how to deal with the unspecified expression of ―several 

other curious creatures.‖ In this economical way of summarizing themes, the text is 

superior to the illustrations. If the theme of ―several other curious creatures‖ was to be 

depicted, the idea of what they were, had to be specified first. Thus, it can be deduced 

from Tenniel‘s illustration for Alice and the Queer-Looking Party of Animals that 

several creatures are included, which were not mentioned in Carroll‘s text, such as the 

monkey on the left side, two dormice next to the Duck on the right side, an owl at 

middle right in the background, and two crabs on the right side in the foreground. 

Tenniel‘s representation makes the scene more complete and present than the text 

does. 

In addition to the form of fill-in, another type of the interplay between images 

and text assumes the form of ―mirroring.‖ This means that the visual and the verbal 

parts are not only signifying but also facing each other, just like seeing oneself 

through a mirror. On page 14, Alice‘s exclamation, ―Oh, my poor little feet,‖ 

happens—as Hancher pointed out—―at the very foot of the page, directly next to her 

distant feet.‖
146

 The verbal part expressed by ―little feet‖, and the visual part, Alice‘s 

small feet depicted in the illustration Alice with Long Neck (fig. 5), are exactly 

mirroring each other. 

There are many other cases in the book, where the principle of mirroring is 

evident, but their style is looser. In the cases of this type, text is placed like a caption 

of its corresponding illustration. Hancher already noticed that on page 35, the 
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illustration of The Dodo Giving the Thimble to Alice ―with the immediately relevant 

passage of text strategically placed as a caption.
147

 Or, in the case of page 117, in 

which the passage, ―Off with her head! Off—‖ serves as a caption of the illustration 

of The Queen of Hearts Pointing a Finger at Alice (fig. 17).  

The above discussion mostly focused on cases where the visual narrative filled 

gaps of the verbal narrative. Images have their special strength; for example, they can 

make a subject matter more present and they are more economical than words. Yet, 

they have their inherent weaknesses, such as the problem of the temporal dimension. 

Undoubtedly, images in a book need text to close their gaps in a narrative. The 

illustration of The Sleeping Gryphon (fig. 42) on page 138 can vividly express ―what 

a Gryphon is,‖ yet, without the text directly underneath that specifies the state of the 

Gryphon is ―lying fast asleep,‖ the reader can hardly understand whether the Gryphon 

is searching for something on the ground, or it is just in a despairing state. Such kind 

of mutual complement between the visual and the verbal can be found everywhere in 

the book. 
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6. Scene Constructing and Narrative 

The representation of a scene is first decided by the selection of the episode, and, then, 

on a deeper level, by the selection of the moment in an episode and finally, by the 

selection of the visual elements with which a scene is constructed. Thus, the episode, 

the moment, and the elements are the three different levels embedded in the structure 

of a scene on the one hand, and they reveal the sequence of decision-makings in the 

construction or designing of a scene on the other hand. The analysis on the visual 

narrative of a scene is naturally placed on the analysis of these three levels.  

6.1. Selection of Episodes 

When referring to narrative in comics, Henry John Pratt noted: ―By selecting one 

image rather than another, an artist can give the reader cues, drawing attention to the 

particularly salient aspects of the story.‖
148

 The same can be said of the selection of 

episodes with regard to the narrative of pictured stories. The episodes selected to be 

illustrated must be those which are meant to be highlighted in the story. The episode 

of The White Rabbit Looking at a Watch (fig. 24) is selected because it is the starting 

point at which Alice enters the world of Wonderland or, more precisely, the beginning 

of her dreaming about the adventures.
149

 Meanwhile, the episode of Alice and the 

Shower of Cards (fig. 44) marks the coming end of her adventures in Wonderland.
150

 

In this regard, no other examples can be more outspoken than the episode of The 

Sleeping Gryphon (fig. 42), in which Carroll directly ―cues‖ the readers to look at the 

picture if they do not know what a Gryphon is.
151

 

Judging from the various subjects to which the illustrations refer, the factors for 
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an episode to be selected may differ from one to another. The aspect of the ―first time‖ 

must be an influential factor for the selection of episodes. The episode of The 

Sleeping Gryphon, for example, is selected because it is the first episode in which 

Alice encounters this special creature, the Gryphon, for the first time. Such episodes 

introduce also the new characters to the reader. The episodes of The White Rabbit 

Looking at a Watch and Alice in the Duchess’s Kitchen (figs. 24, 16), in particular, can 

be seen in this light. In the latter case, four characters, including the Duchess, the pig 

baby, the cook, and the Cheshire Cat, are all together introduced to the reader in just 

one scene. 

The aspect of ―change‖ might be an influential factor, too. The changing can 

refer to that of the setting or the state of the character. In the episode to which the 

scene representing Alice Carrying the Pig Baby (fig. 45) belongs, the setting has 

changed from the Duchess‘s kitchen to the outside space, which Carroll just mentions 

as ―the open air.‖
152

 The kitchen episode is developed through almost six pages 

during which various delightful things occur: the cook is, for instance, ―throwing 

everything within her reach at the Duchess and the baby;‖
153

 or ―while the Duchess 

sang the second verse of the song, she kept tossing the baby violently up and 

down.‖
154

 Yet, Tenniel skipped them all and selected the episode, in which Alice is 

carrying the pig baby; at this point, the setting, finally, changes from indoor to outdoor, 

and the state of the baby has gone through a dramatic change with the human infant‘s 

transformation into a piglet. 

No other episodes would be more pronounced on the aspect of change than those 

reporting about the curious metamorphoses of Alice, who either grows to become a 

giant or shrinks down to a miniature version of herself. Body changing is a 
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fundamental device for the development of Alice‘s adventures. No wonder that the 

related episodes were selected and illustrated. Tenniel chose, for example, the episode 

of Alice and the Drink Me Bottle (fig. 46), because with it he could express the first 

thing, contained in a bottle with a ―Drink Me‖ paper label, which triggers the first 

transformation of Alice‘s body size.
155

 This episode is too critical to be skipped. 

Again, the episode reporting the second transformation of Alice‘s body size, that is 

Alice with Long Neck (fig. 5), is likewise selected.
156

 There are more selections of 

episodes connected with the transformation of Alice‘s body, such as that of Alice 

Stucked in the White Rabbit’s House (fig. 4), and Alice Breaking the Jury-Box (fig. 

47).
157

 

Anything connected with a starting point not only appeals to people‘s attention, 

but also functions as a temporal marker in a narrative. Any episode of this kind is 

selected in its own right. For example, the episode of Alice Drawing Back the Curtain 

(fig. 43) marks the starting point of Alice‘s quest to enter ―the loveliest garden you 

ever saw,‖
158

the narrative thread of which would last for the first seven chapters of her 

adventures in Wonderland. 

In a letter sent to Carroll on 8 March 1865, Tenniel reports on the subjects he had 

selected to illustrate the chapter of ―A Mad Tea-Party:‖  

―The subjects I Have selected from it are—The Hatter asking the riddle; 

which will do equally well for any other question that he may ask: and can 

go anywhere:—and—the March Hare and Hatter, putting the Dormouse into 

the tea-pot. 

We now want an intermediate one, but I don‘t think ‗Twinkle twinkle‘ will 

do, as it comes close upon the first subject, ie, in my copy.‖
159
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Tenniel reveals here significant aspects regarding the episode selection. First, the 

number of illustrations in the respective chapter was decided beforehand; second, 

Carroll seemed to have suggested the selection of the ―Twinkle twinkle‖ episode 

while Tenniel did not consider it to be a good choice; third, the variety in subjects 

seemed to be a norm of the selection. Nevertheless, the ―Twinkle twinkle‖ episode 

was selected in the end. It seemingly occurred that at times episodes were selected 

more with regard to the spacing between illustrations than for the uniqueness of the 

subjects themselves. 

6.2. Selection of the Moment  

To pinpoint the issue of the ―moment‖ in the construction of a scene is, to some extent, 

suggesting the idea of a ―snapshot.‖ A vision of a ―snapshot‖ means the vision is 

constructed from or seen as a frozen ―moment‖ from a fixed vantage point of view. 

This is a quality Frankie Morris observed from Tenniel‘s Alice illustrations:  

―Intensifying our immediate sense of reality is the snapshot insouciance with 

which things that should be present are indeed there. So casually are they 

inserted that we see them only peripherally: the glimpse of the White 

Rabbit‘s checked jacket and legs behind the Knave in the garden scene, the 

Lobster‘s bootjack […].‖
160

 

Yet, this quality of a snapshot is not wholly true to Tenniel‘s Alice illustrations. 

In the garden scene, that is, The Queen of Hearts Pointing a Finger at Alice (fig. 17), 

which Morris mentioned in his statement quoted above, the scene is compact yet 

everything is neatly arranged. Furthermore, the Queen‘s stance and gesture, as well as 

the way the knave holds the crown and his ignoring the fervent debate between the 

Queen and Alice while being contently absorbed in something else, all these features 

suggest the sense of staging the scene. I will return to the issue of staging a scene 
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more in detail below. For now, it is enough to say that the idea of the snapshot is only 

a metaphor for expressing the concept of the frozen moment, not the way Tenniel 

constructed his scenes. 

The Alice Carrying the Pig Baby (fig. 45) scene is a good example to show how 

the selection of the moment works in the process of the scene constructing.
161

 In this 

small scene, Alice stands on a grass land, holding a piglet in her arms and facing with 

big eyes the reader, not the animal. Alice‘s facial expression is neither surprised nor 

alarmed, but can be described as thoughtful. This implies that the moment Tenniel 

selected from the episode is when ―Alice was just beginning to think to herself, ‗Now, 

what am I to do with this creature when I get it home?‘‖
162

 Her big eyes outlined in 

black and directed straight ahead refer to Alice‘s inner monolog and her being 

unaware of the piglet in her arms. That is why Tenniel gave Alice such kind of a 

thoughtful look. No sooner had Alice finished her thinking than she heard the baby 

―grunting‖ again. She then looks down at the baby to find out that what she is holding 

in arms is a pig baby. Therefore, she puts it down immediately and sees ―it trot away 

quietly into the wood.‖
163

 It is obvious that no other actions mentioned in the episode 

correspond better than the above-mentioned ―moment of thinking‖ to the features of 

the illustration Alice Carrying the Pig Baby. It has to be asked why Tenniel selected 

this very moment when there are so many options included in this episode. 

The issue can be approached best with a comparison of the scenes representing 

Alice in the Duchess’s kitchen and Alice Carrying the Pig Baby (figs. 16, 45) in order 

to examine Tenniel‘s reasoning in the depiction of the baby. In the former scene, the 

baby is still a crying and kicking infant in a much too long shirt, whereas, some pages 

later, the previous baby has undergone a transformation into a pig baby with only a 
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bonnet on its head. Tenniel‘s illustration Alice Carrying the Pig Baby represents the 

instance immediately before the moment of truth, that is, when Alice is about to find 

out about the creature she is rocking in her arms. As the transformation itself is hardly 

to be represented, Tenniel chose the most dramatic moment of the episode focusing 

the imminent discovery. 

In his manuscript, Carroll had not included the scene just described, as the entire 

chapter had not yet been written by then.
164

 Peter Newell did make an illustration of 

the same episode but with a different selection of the moment (fig. 48), which is 

captioned with the words, ―so she set the little creature down.‖
165

 Newell‘s 

representation is closely aligned to the text with the exception of the pig wearing the 

freely invented polka dot dress of a child; with this detail, the illustrator indicates that 

the baby‘s metamorphosis is not yet fully completed. Nothing more is added to 

enhance the narrative. Compared with Tenniel‘s representation for the same episode, 

Newell depicted a less dramatic moment. 

This dramatic moment on the baby‘s transformation would be quickly passed 

without being adequately noticed by the reader. Yet, as the moment was selected and 

illustrated, the reader‘s attention is drawn to this focal point of interest Tenniel had 

sensitively found out the gap in the text and strengthened the power of narrative by 

his representation. 

To represent the result of a transformation is relatively simple compared to the 

representation of the ongoing process of a transformation. This also concerns the 

selection of a moment. Tenniel‘s representation of the scene Alice with Long Neck (fig. 

5) follows very closely Carroll‘s depiction of the same subject in the manuscript 
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version. This illustration is the most distorted depiction of a figure in the entire book. 

The question is here, why Tenniel did fully adopt Carroll‘s idea. He followed Carroll 

so closely, as there is no other way to represent this moment of the scene. Firstly, this 

illustration is preceded by four pure text pages; secondly, this page is the opening 

page of a new chapter; and thirdly, the scene relates to the body transformation of 

Alice. It is only natural to have one illustration on this page. Since Alice with Long 

Neck is the only appropriate scene to be represented in the text of this page, Tenniel 

had no choice but this one. 

Technically speaking, there are primarily two ways to represent the effect of 

transforming: the first one is by way of making contrast between two scenes, the 

before and after method. The problem of this method is that you need to juxtapose 

two illustrations to see the transforming effect. Nonetheless, it is against the way of 

the illustration management in this book, either without or with only one illustration 

on a single page. So, this approach is out of the question; the second method is simply 

by means of distorting the normal proportions between different parts of a single body, 

which is the very strategy Tenniel adopted here, just as Carroll did in the manuscript 

version. 

There is one more reason for both Carroll and Tenniel adopted the same strategy 

to depict the Alice with Long Neck scene. If reading carefully the situation of this 

scene narrated in the text, we would see clearly that the action in the scene is the 

ongoing one, not static one. In other words, it is at the middle of transforming process 

other than the ending point of the transformation. The evidence is that the whole 

transformation does not come to an end until the next page, which read, ―Just at this 

moment her head struck against the roof of the hall: in fact, she was now rather more 
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than nine feet high.‖
166

  

Some people might argue that using the contrast between the sizes of different 

objects on one picture plane can also represent the transforming effect of the body, 

just as the scene of Alice Watching the White Rabbit Running Away (fig. 49) can show 

that Alice‘s body size had been transformed within one cut other than two cuts. Thus, 

it seems that Tenniel had other choices. The fact is not, at least not applicable in this 

case. Even it is true that the transforming effect on Alice‘s body size is successfully 

revealed by the strong contrast of the relatively tiny White Rabbit and the narrow hall 

way against the large Alice, our knowledge of the relations in the scales between 

White Rabbit, hall way and Alice is established by the comparison with the depictions 

in previous illustrations, such as the scene of Alice with Long Neck. Besides, in the 

scene of Alice Watching the White Rabbit Running Away, Alice‘s body has resumed its 

original proportion. It means that the transformation has completed. What we see in 

the illustration of Alice Watching the White Rabbit Running Away is the ―enlarged 

Alice,‖ not the ―enlarging Alice.‖ The former is a static state, the latter a dynamic 

situation. To show a dynamic transforming of the ―enlarging Alice‖, the originally 

well-balanced state should be broken, and then the distorted elements were introduced 

into the scene. As Tenniel‘s representation, the shaft of Alice‘s neck is extending 

upwardly like a rocket rushing into the sky. The body trunk seems to be straining and 

stretching into a cylinder by this upward force. Even the inanimate element, the collar, 

is depicted in such a way as to enhance this impression of upward force. Compared 

with the upper part of the body, the part below the waist appears to be least distorted. 

It is this unevenly distributed distortion in the body gives us a dynamic impression 

about the scene. Alice‘s staring eyes not only reflect her horror at what is happening 

but also strengthen the dynamic atmosphere of the image. The L shape shadow on the 
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left-hand side suggests that Alice was standing beside a wall. The shadow looks like 

being growing with the enlarging Alice.  

The selection of the episode decides the subject of a scene, while the selection of 

the moment decides the focus of the scene. 

6.3. Composition of the Visual Elements  

Once the moment of the respective episode to be depicted is decided, the selection of 

the elements necessary for the construction of the scene follows. Since the illustration 

number is limited and so is the space available on a page for an illustration, every 

visual element in a scene must play its own explicit role. Tenniel never wastes any 

section of the picture plane on irrelevant motive components. 

For the convenience of making descriptions, I propose to distinguish the visual 

elements into that of primary elements and that of additional ones, in terms of the 

degree of their relevance to the subject of a scene. Vegetation, for example, can be the 

primary element for an outdoor scene, while it is only the additional element for an 

indoor scene unless it would be the subject of the indoor scene. Primary visual 

elements are basic for constructing a scene by providing it with adequate information, 

but additional visual elements can add a special mood in a scene by creating an 

emotional context; Tenniel used this method to achieve certain compositional results. 

In the scene of The Queen of Hearts Pointing a Finger at Alice (fig. 17), for example, 

the Queen of Hearts, Alice, the King, the Knave, the White Rabbit, and the 

Card-Soldiers are the primary elements for the scene, as they are the members in the 

procession.
167

 The turf in the foreground is also the primary element for the garden 

setting, while the fountain, the hedges, the trees, and the dome-shaped glass 

conservatory in the background are the additional elements for they are not necessary 
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for making the reader understand the scene. Yet, these additional elements are 

arranged in such a way that they add depth of space to the scene. Furthermore, the 

birds in the air, rendered in their common abbreviated form as miniscule kinked lines, 

are also additional elements as they convey a picturesque mood to the scene. 

In most cases, though, Tenniel is very economical with regard to using additional 

visual elements for the purpose of adding a certain mood to a scene. In Bill the Lizard 

Being Kicked out of the Chimney (fig. 6), for example, the reptile is ascending from 

the mouth of a chimney pot.
168

 Tenniel concentrates here on the characteristic detail 

of an English 19
th

-century rooftop, depicting a twin chimney in order to associate the 

animal‘s moving up with that of escaping smoke. The visual elements selected by 

Tenniel for this scene are as economical as expressive; this is typical for his figurative 

language: the focus character, Bill the Lizard, the tops of the chimneys, and two 

streaks of smoke. Stiff with fear, the vertically rising figure of Bill has an evidently 

human touch. The two chimney pots are arranged diagonally, in order to convey 

spatial depth to the narrow picture plane. The smoke is not mentioned in the text; 

being an additional element for the scene, the two streaks of smoke convey a sense of 

balance to the setting with Bill in the center of the composition and, at the same time, 

add a humorous mood to the scene. Every figure and every single element play their 

specific role in the scene. What happens in this scene can only be heard instead of 

being seen by Alice, for she is now trapped in the White Rabbit‘s house. It can also be 

skipped by the reader, for Carroll does not mention Bill‘s situation above the chimney. 

Thanks to Tenniel‘s visual interpretation, the reader gains a comprehensive picture of 

the episode. Tenniel‘s elements are as economical as expressive; the illustrator lets the 

reader observe the scene by adding content that the text does not express. 

This ―economical but expressive‖ approach to the selection of visual elements is 
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typical in the scene constructions of the book. The best demonstration of this 

approach would be to use the minimal amount of elements to express the maximum 

amount of messages within a scene. In Alice Carrying the Pig Baby (fig. 45), the 

primary elements are Alice together with the pig baby, represented in the center of the 

foreground.
169

 Additionally, Tenniel characterized the grassy ground with quick 

strokes and elaborated more a cluster of foxglove (Digitalis) in the background on the 

left; both elements, grass and flowers, suggest an outdoor setting. Albeit its 

compactness and simplicity, the scene allows for a wide range of interpretations. First, 

the observer perceives Alice‘s reflecting; second, she is shown while holding a piglet 

instead of the previous human baby that has, as a consequence, third, completed its 

transformation into a piglet; fourth, Alice is, yet, not aware of what had happened to 

the baby; fifth, the event is taking place outdoor, or, more precisely, in the woodlands, 

a fact that is indicated by the plants‘ species and Carroll‘s words saying that the piglet 

―trot[ted] away quietly into the wood.‖
170

 These aspects of Tenniel‘s way to depict a 

setting may illustrate his rendering all visual elements economically and expressively 

at the same time. Carroll‘s text reveals that Alice is standing not far from the 

Duchess‘s house.
171

 However, the text is completely silent about the surrounding area 

of the Duchess‘s house. ―An open place‖ is the only phrase used in the text to describe 

the location of the Duchess‘s house.
172

 Tenniel derives the woody setting for the 

house from the referential information scattered in the last episode of the previous 

chapter, ADVICE FROM A CATERPILLAR, as it is shown in the scene Fish 

Footman and Frog Footman (fig. 15).
173

 This can confirm how carefully the 

illustrator read Carroll‘s text. Therefore, the proper setting of the illustration Alice 

                                                 
169

 Carroll (as note 11), p. 88. 
170

 Ibid. 
171

 Carroll (as note 11), p. 77. 
172

 Carroll (as note 11), p. 75. 
173

 Carroll (as note 11), p. 20. 

 



 

 

 

55 

Carrying the Pig Baby must be located in a wooded area. Such an understanding 

about locating the scenery in the woods is established from the reading of the episodic 

sequence in the text and from the serial representations of the illustrations, such as the 

scenes Alice and the Caterpillar, Alice and Puppy and Fish Footman and Frog 

Footman (figs. 11, 12, 15), which are placed before the scene of Alice Carrying the 

Pig Baby; all these episodes hint at the impression of a setting in the woods. 

Consequently, Tenniel did not need to repeat what would have been already perceived 

by the reader in the illustration of the setting for Alice Carrying the Pig Baby. 

At times, Tenniel carries the ―economical but expressive‖ approach with regard 

to the selection of visual elements to extremes, as it is the case in Alice with Long 

Neck (fig. 5). It seems that the draughtsman could not but adopt Carroll‘s witty 

invention for this scene in his manuscript edition (fig. 50).
174

 Yet, the seemingly 

minor element of Alice‘s shadow, a pictorial means that is absent in Carroll‘s drawing, 

was used by Tenniel to enhance the visual impression of the dynamic transformation 

progress of Alice‘s body. With these two elements, Alice and the shadow, one primary 

and the other additional, Tenniel carried his economical but expressive approach 

almost to extremes. 

Tenniel should have been aware that his ―economical but expressive‖ approach 

should not be achieved at the expense of precision. The effect of economy in selecting 

the visual elements would have been disturbed, if expressiveness has been wrongly 

applied. Alice with Drink Me Bottle (fig. 46) is one of the scenes, in which Tenniel‘s 

visual depiction does not correctly respond to Carroll‘s verbal description.
175

 The 

illustration should have been placed on the previous page recto, if there were not 

another illustration on its facing page, the scene Alice Drawing back the Curtain. 
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According to Carroll‘s text, the table is ―all made of solid glass.‖
176

 Yet, the table 

depicted by Tenniel—a historicist model with column-shaped legs—looks rather like 

being made of wood. Another feature mentioned in the text is that the table is 

―three-legged.‖
177

 In Tenniel‘s illustration, the piece of furniture is truncated at the 

left in a way that only three legs are shown, the left one being hardly visible. However, 

with regard to the picture‘s perspective it is difficult to say, if the viewer‘s imagination 

should complete the table with three or four legs. In both aspects, the illustration is 

strangely ambiguous. 

Furthermore, the angle of view is also worthy of note in Tenniel‘s approach to 

scene constructing. Most of the scenes, with the exception of two, are depicted at eye 

level with the view point positioned at a middle distance. As exceptions Alice 

Breaking the Jury-Box (fig. 47) and The Mad Hatter Shaking both his Shoes Off (fig. 

51) somewhat deviate from this rule. While the latter is depicted from a slightly 

elevated vantage point, the former scene‘s perspective seems to be ambiguous: the 

animals in the lower part of the illustration are seen from a higher viewpoint, the huge 

Alice is instead to be observed from below.
178

 This may have something to do with 

Tenniel‘s experience from the theater. His biographer Frankie Morris noted: ―Central 

to Tenniel‘s cartoons is the influence of the stage, as this had been one of his lifelong 

passions.‖
179

 Tenniel not only enjoyed watching plays, but he even joined in some 

performances on the stage.
180

  

In a film, the camera with its free movement can create on the screen 

multifarious perspectives from various distances, whereas in a theater play, the viewer 

observes the scene from a fixed position and, therefore, from a static point of view. 
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Regarding the general features of his scene composition, Tenniel‘s illustrations to 

Alice’s Adventures are strongly referred to the visual concept of a stage play rather 

than that of the screen, yet to be invented. This impression is reinforced by displaying 

the characters on picture plane like on a stage. In this regard, Rodney Engen has 

appositely observed that ―Dodgson allowed Tenniel to use his firm outline style for 

the rather wooden figures he placed, like actors on a stage, into their settings.‖
181

  

Yet, composing an illustration as staging the scene is not necessarily a negative 

feature. Nodelman remarked: ―The characters in picture books often form what stage 

directors would call ‗stage pictures,‘ achieved on stage by blocking the actors; they 

take positions in relationship to each other that create a pleasing and informative 

visual image rather than mirror the ways in which people orient themselves to each 

other in reality.‖
182

 In Alice’s Adventures, a considerable number of cases can be cited. 

In the scene Alice in the Duchess’s Kitchen (fig. 16),
183

 the protagonist is conversing 

with the Duchess, but the two are displayed—as Nodelman appropriately put 

it—―with their bodies and faces at ninety-degree angles from each other.‖
184

 The 

Duchess is facing the reader in a way a stage actor would look toward his or her 

audience. In the scene Alice Joining the Tea-Party (fig. 52),
185

 all the participants are 

conversing over cups of tea at a long table ―at which no one sits on the side closest to 

the viewer.‖
186

 The composition is very similar to the arrangement of a stage. In the 

scene of the DoDo Giving the Thimble to Alice (fig. 41),
187

 the crowd of animals is 

shifted to the background, facing the viewer instead of following faithfully what the 

text says, ―all crowed round‖ Alice, so as to ―prevent obstruction of important 
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objects,‖
188

 which is also a important rule of directing stage plays. 

―As always in visual imagery that has a narrative purpose,‖ Nodelman said, 

―narrative informativeness is more significant than visual accuracy.‖
189

 The book 

illustration as a genre of visual art does not need to compete and should not imitate 

photographic effects in terms of the authenticity. 
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7. Point of View and Narrative 

Events are the core of a narrative. In their theoretical study on the narrative, the 

authors Steven Cohan and Linda M. Shires define the relationship of narrative and 

event in the following way: ―The distinguishing feature of narrative is its linear 

organization of events.‖
190

 Michael J. Toolan described the relationship like this: ―A 

minimalist definition of narrative might be: ‗a perceived sequence of nonrandomly 

connected events.‘‖
191

 Dutch cultural theorist Mieke Bal, instead, attached 

importance to the correlation between the point of view and narrative: ―Whenever 

events are presented, they are always presented from within a certain ‗vision.‘ A point 

of view is chosen, a certain way of seeing things, a certain angle, whether ‗real‘ 

historical facts are concerned or fictitious events.‖
192

 This means that an emphasis is 

placed on the analysis of ―vision‖, ―seeing‖, and the ―angle,‖ from which the story 

world is perceived. In this regard, Wallace Martin adds that ―between the story and 

the reader is the narrator, who controls what will be told and how it will be 

perceived.‖
193

 It is this narrator, who decides how the world of the story is perceived 

by guiding the reader‘s vision, seeing, or angle. Whether the narrator is a character in 

the story or not, remains the author‘s decision.
194

 This tight connection between 

seeing and narrating was, for a long time, subsumed under the inaccurate term ―point 

of view.‖
195

 That raised a problem of terminology. It was not until French literary 
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theorist Gérard Genette identified the problems attached to the traditional concept of 

point of view, in signaling that confusion is created between those who see and those 

who speak. As a consequence, Genette and others provided possible solutions, which I 

should like to elucidate in the following paragraph. 

7.1. Theory and Practice  

It was Genette‘s objective to distinguish the aspect of ―who sees‖ from ―who speaks,‖ 

two questions that had in the past been closely linked in the traditional concept of 

―point of view.‖ Genette proposed, instead, the term ―focalization‖ in order to 

describe the three types of the perception in a narrative.
196

 These are, first, ―zero 

focalization,‖ which means the vision from the omniscient narrator who knows and 

says more than all the characters in a story; second, ―internal focalization,‖ which can 

be fixed, variable, or multiple; ―internal focalization,‖ indicates the vision from one or 

more characters in a story; and third, ―external focalization,‖ the vision from 

outside.
197

 Genette noted that ―the commitment as to focalization is not necessarily 

steady over the whole length of a narrative.‖
198

 Any type of focalization should be a 

tool, freely used by the author in order to achieve the desired results with regard to the 

narrative. However, the distinction between the three types of focalization remains 

unclear. Hence, Genette had to confess that ―external focalization with respect to one 

character could sometimes just as well be defined as internal focalization through 

another.‖
199

 He further argued that ―the division between variable focalization and 

nonfocalization (―zero focalization;‖ my note) is sometimes very difficult to establish, 
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for the focalized narrative can most often be analyzed as a narrative that is 

multifocalized ad libitum.‖
200

 In his foreword to Gérard Genette‘s Narrative 

Discourse, Jonathan Culler points out to Mieke Bal‘s reasoning in this regard: Bal 

―has argued persuasively that Genette uses focalization to cover two cases which are 

so different that to treat them as variants of the same phenomenon is to weaken his 

important new concept.‖
201

 Although Genette‘s tripartite typology of focalization has 

been vividly criticized by his commentators, it must be underlined that his pioneering 

efforts in clarifying the concept of the point of view is invaluable. 

Unlike Genette, who uses the term ―focalization‖ in order to replace the 

ambiguous term ―point of view,‖ Seymour Chatman does not dismiss the term ―point 

of view,‖ even though it is, in his own words, ―one of the most troublesome of critical 

terms.‖
202

 In clarifying the ambiguity of the term, Chatman‘s strategy is calling on the 

necessity to distinguish it from the concept of the narrator‘s voice. To Genette, the 

traditional concept of the point of view contains both the ideas of mood and voice, 

whereas, to Chatman, the connotation of the narrator‘s voice is parallel to that of the 

point of view. Hence, it is necessary to distinguish one from another. Accordingly, he 

says: ―Point of view does not mean expression; it only means the perspective in terms 

of which the expression is made.‖
203

 At this point, it must be asked, what the term 

―expression‖ means here. Fortunately, Chatman provides the explanation in a later 

paragraph: ―When we speak of ‗expression,‘ we pass from point of view, which is 

only a perspective or stance, to the province of narrative voice.‖
204

 Consequently, the 

connotation of the narrator‘s voice is withdrawn from the term ―point of view;‖ it is, 
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instead, reserved for signifying the perspective in a narrative.
205

 Chatman further 

points out that the ―point of view is in the story (when it is the character‘s), but voice 

is always outside, in the discourse.‖
206

 For Chatman, this distinction between inside 

and outside, namely between story and discourse, is the crucial factor determining the 

capability of a narrator and a character. ―It makes no sense to say that a story is told 

‗through‘ the narrator‘s perception since he/she/it is precisely narrating,‖ he says, 

―which is not an act of perception but of presentation or representation of transmitting 

story events and existents through words or images.‖
207

 This might be true in the case 

of external focalization when the narrative is focused on a character instead of being 

focalized through him. In Chatman‘s view, even in the case of internal focalization, in 

which ―the homodiegetic or first-person narrator did see the events and objects at an 

earlier moment in the story, but his recountal is after the fact and thus a matter of 

memory, not of perception. He tells or shows what he remembers having seen.‖
208

 It 

seems that from Chatman‘s point of view, the narrator can never qualify as a focalizer. 

In theory, Chatman‘s strict limitation on the working field between perceiving 

and reporting is understandable, whereas, in practice, this proposal is not helpful as it 

would fail rather than ―to achieve a theory accommodating a wide range of narrative 

texts,‖
209

 as the statement made by himself. James Phelan argues that a human 

narrator ―cannot report a coherent sequence of events without also revealing his or her 

perception of those events.‖
210

 In this respect, Phelan claims that ―narrators can be 

focalizers because this view allows us to account more satisfactorily for the complex 
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dynamics of narration, enabling us to recognize the role that narrators play in 

influencing audience‘s vision of story world and to recognize such phenomena as 

dual-focalization.‖
211

 Such notion of dual-focalization, which means ―the narrator‘s 

focalization contains the character‘s,‖ is Phelan‘s proposal for clarifying the concept 

of focalization.
212

  

―Within each theory,‖ just as Wallace Martin noted, ―whether overtly or 

implicitly, there is the opposing voice of another theoretical perspective.‖
213

 

Genette‘s and Phelan‘s arguments concerning the point of view do not exclude each 

other but are, in contrast, complementary. In Genette‘s definition of ―external 

focalization,‖ for instance, the narrative is focused on a character instead of through 

the character; the reader might be told only what the character does, but not what he 

or she perceives. Culler comments this in the following way: ―To treat this absence of 

focalization as another sort of focalization reduces the precision of the concept.‖
214

 

The supposition that this type of narrative means ―absence of focalization‖ is based on 

an assumption, which is similar to Chatman‘s suggestion that narrating ―is not an act 

of perception but of presentation or representation of transmitting story events and 

existents through words or images.‖
215

 Supported by Phelan‘s argument that narrators 

can be focalizers, Genette‘s external focalization is valid as there is no reason to 

criticize this sort of focalization for ―absence of focalization‖ any more.  

 After having discussed the above-mentioned opinions on the point of view, it 

comes as a result that Genette‘s tripartite typology of focalization is the most useful 

for an analysis of Tenniel‘s illustrations to Alice’s Adventures, when the narrative 

point of view is considered. Originally, it was not possible to apply the criteria of 
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Genette‘s tripartite typology of focalization to visual representations, such as 

paintings or isolated book illustrations as they were conceived by their creators. 

Chatman explains this on the example of a painting: ―Clearly the painterly narrator 

does not ‗see‘ this scene but rather presents it for us to see, as a registration upon a 

two-dimensional surface.‖
216

 When talking about the ―point of view‖ of a painting, 

we usually refer to its depicting angle or a type of perspective (with one or more 

vanishing points); this does not concern the concept of narrative focalization. 

However, when a visual representation appears in the context of a story, its 

narrator—the creator of the illustration—can choose to depict the scene through a 

fixed character‘s vision, multiple characters‘ vision, or the implied narrator‘s vision. 

7.2. Types of Focalization in Tenniel’s illustrations 

The illustrator is the narrator in the context of a book illustration. In illustrating 

Alice’s Adventures, John Tenniel sometimes depicts a scene from the point of view in 

accordance to that of its corresponding text, but sometimes does not. In order to 

describe the various points of view, Tenniel applies to his illustrations of Alice’s 

Adventures, Genette‘s tripartite typology of focalization will be used in the following 

analysis. 

Among the forty-two illustrations (frontispiece included) of the book, thirty-three 

apply external focalization, three can be connected with the principle of the fixed 

internal focalization, one with multiple focalization, whereas the other five represent 

the scenes of two nonsense verses recited by Alice.
217

 For example, the illustration of 

Father William Standing with His Head (fig. 53) depicts the scene described by the 

verses: 
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―You are old, Father William,‖ the young man said, 

―And your hair has become very white; 

And yet you incessantly stand on your head – 

Do you think, at your age, it is right?‖ 

Since these verses are recited by Alice, Father William and the young man exist only 

in the verse. They do not belong to the story world of Wonderland. That is to say, 

these characters in the verses cannot be seen by any characters in Wonderland. 

Neither can they be focalized by any focalizers, either that of inside or outside one. 

Theoretically, this kind of scene should not have been depicted in the first place. For 

this reason, the five anomalies mentioned above are not included in the following 

discussion. 

7.2.1. External Focalization 

In cases such as Alice with Long Neck, Alice Swimming in the Pool of Tears, Alice in 

the Duchess’s Kitchen, Alice Watching the White Rabbit Running Away (figs. 5, 7, 16, 

49), the text does not elucidate if the characters are witnessing what is happening in 

the respective scene. Consequently, these scenes could only be focalized by an 

external focalization, namely by an implied painterly narrator. In the scene of Fish 

Footman and Frog Footman (fig. 15), for instance, in which a fish in servant‘s attire 

is handing over a big envelope to a frog who is also dressed like a domestic, the 

analysis of focalization is problematic. According to the text, ―both footmen, Alice 

noticed, had powdered hair that curled all over their head,‖
218

 which seems to 

indicate that Alice is witnessing the scene. In the following line, however, ―[s]he felt 

very curious to know what it was about, and crept a little way out of the wood to 

listen.‖
219

 In this context, the word ―listen‖ has to be closely scrutinized; it suggests 

that Alice hides herself ―a little way out of the wood‖ in order not to be noticed by the 
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two frogs so that she is able to ―know what it was all about‖ through eavesdropping. 

This means that the scene depicted is not the fixed internal focalization through Alice, 

especially when considering the scene is depicted from a short distance where Alice 

cannot hide herself without being discovered, but a scene of external focalization 

through again the implied painterly narrator. 

Occasionally, in some scenes not only references from the text of the respective 

episode but also clues, which appear in other scenes, are needed in order to define the 

focalization. In The Mad Hatter Singing a Song, for instance, the text explains that the 

figure is singing a song during a conversation with Alice, while only the singing 

Hatter and the sleeping Dormouse are shown in the picture (fig. 9).
220

 Therefore, it 

can be assumed that the scene is focalized by Alice, namely if we apply the principle 

of fixed internal focalization. Closer scrutiny reveals that the scene is depicted from a 

position opposite to the Hatter, at the other side of the table. It is already known from 

the previous scene of Alice Joining the Tea-Party (fig. 51) that Alice is sitting at the 

short side of the table to the Mad Hatter‘s right; from this position, however, Alice 

would not be able to perceive the scene of The Mad Hatter singing a song. Once more, 

the principle of external focalization was applied. In composing the scene, Tenniel 

must have been fully aware of the reciprocal relationship between Alice and the Mad 

Hatter. That is why the Mad Hatter is depicted as facing to the place where Alice is 

located. 

7.2.2. Fixed Internal Focalization 

The three scenes, in which a fixed internal focalization was applied, can easily be 

identified. The first example is the opening illustration of chapter 1, The White Rabbit 
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Looking at a Watch (fig. 24).
221

 Represented in profile, a Rabbit wearing a waist-coat 

with an umbrella tucked under one arm is concentrated on reading his watch. The 

figure is evidently focalized through Alice as the text says that ―she [Alice] had never 

before seen a rabbit with either a waist-coat-pocket or a watch to take out of it.‖
222

 

The scene of March Hare and Mad Hatter Putting the Dormouse in the Teapot (fig. 

29), the second example, shows exactly what its corresponding text says that ―the last 

time she [Alice] saw them [that is, the Mad Hatter and the March Hare], they were 

trying to put the Dormouse into the teapot.‖
223

 The depiction of the scene and the 

description from the text both confirm the same origin of focalization, namely the 

fixed internal focalization through Alice. The third example is the scene of The 

Cheshire Cat Overlooking the Quarreling King, Queen and Executioner (fig. 54).
224

 

In the upper part of the picture plane, the isolated head of a big cat with grinning 

features is rendered en face overlooking a quarrel between the executioner, the King, 

and the Queen below and in front of a compact line of courtiers. The first text passage 

mentioning the quarrel scene reads as follows: ―When she [Alice] got back to the 

Cheshire Cat, she was surprised to find quite a large crowd collected round it: there 

was a dispute going on between the executioner, the King, and the Queen, who were 

all talking at once, while all the rest were quite silent, and looked very 

uncomfortable.‖
225

 From the beginning of the dispute to its end, that is two pages 

later,
226

 Alice is carefully watching—or ―focalizing‖—the development of the 

situation, including the moment illustrated in the quarrel scene described above. 

Hence, a fixed internal focalization forms the basis of this scene. 
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7.2.3. Multiple-Internal Focalization 

Among the 42 illustrations in the entire book, the only scene that follows the principle 

of a multiple-internal focalization is The Sleeping Gryphon (fig. 42).
227

 The picture is 

based on what we are told from the corresponding text directly below: ―They [the 

Queen and Alice] very soon came upon a Gryphon, lying fast asleep in the sun.‖
228

 

Both the Queen and Alice are witnesses to the scene. The scene shows only the 

gryphon crouching on the ground with a rough sketch of the surrounding landscape; 

figures are not included, which indicates that the Queen and Alice are not the 

focalized but the focalizers. There should be considerable nuances in what the two 

people see, no matter how close their view points are. That we read a multiple-internal 

focalization in the scene of the sleeping Gryphon does not mean that natural law is 

violated; it is due to the fact that the very same scene is focalized either by the Queen 

or by Alice. 

7.3. Discrepancies between Text and Illustrations with Regard to Focalization 

When composing a scene for a selected episode, Tenniel always concentrated on the 

view point, angle, and way of seeing the respective episode in Carroll‘s text presented. 

In four cases, however, Tenniel chose a type of focalization, which is different from 

that of Carroll‘s verbal narrative. In the scene of The DoDo Giving the Thimble to 

Alice (fig. 41), two main characters in the awards ceremony, the presenter DoDo and 

the winner Alice, occupy the foreground, while a large crowd of animals gathers 

together and watches the ceremony in the background.
229

 The corresponding text just 

beneath the picture says: ―Then, they all crowded round her [Alice] once more, while 
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the DoDo solemnly presented the thimble.‖
230

 The scene might have been focalized 

by one of the animals who ―crowded round her [Alice],‖ if only Tenniel would not 

have lined up all the animal-spectators in the background behind Alice and the DoDo. 

This denotes that the scene can only be focalized by the implied painterly narrator. 

When composing the scene of the DoDo Giving the Thimble to Alice, Tenniel 

substituted external focalization for multiple-internal focalization, because he wanted 

to show the multitude of different animals facing the reader. 

In the scene of the Bill the Lizard Being Kicked out of the Chimney (fig. 6), the 

reptile is seen hovering over the mouth of one of the twin chimney pots.
231

 Compared 

with the text on the right column of the same page, the scene obviously corresponds to 

the exclamation ―There goes Bill,‖
232

 which stems of a ―general chorus‖ of animals 

on the ground. This line suggests a multiple-internal focalization to the scene. But, as 

already mentioned earlier in chapter 3, the view point of the scene is from mid-air, 

while the characters in the text are witnessing the event from the ground. Again, the 

scene is composed according to the principle of external focalization rather than of 

multiple-internal focalization. 

The third case concerns the scene of The Disappearing Cheshire Cat (fig. 55).
233

 

The discrepancy between text and illustration concerning the focalization can be 

acknowledged when using another related illustration as reference point. This is the 

scene of The Cheshire Cat Sitting on the Tree Conversing with Alice (fig. 56); as Alice 

is included in the scene, we can speak of external focalization.
234

 So, the chain of 

perceptions in this scene can be described as follows: the Cheshire Cat is focalized by 

Alice—and vice versa—and the whole scene is focalized by the implied painterly 
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narrator. The Disappearing Cheshire Cat on page 93 is almost a replica of the upper 

part of the previous scene on page 91.
235

 Its composition and angle of view are nearly 

identical to that of The Cheshire Cat Sitting on the Tree Conversing with Alice, only 

that the lower part of the picture, representing Alice and the tree trunk, has been cut 

off. The transition between these two scenes is analogous to a camera movement 

changing from a full shot on the whole to a close-up on a part, which also means that 

the focus is shifting from that of the implied painterly narrator to that of Alice. 

Concerning the latter scene, it is surprising that the composition and angle of view 

remain unchanged with regard to the former scene, which was focalized by the 

implied painterly narrator from a level angle at mid-air, and not by Alice, who would 

have perceived the cat from ground level in a low-angle view. 

With regard to identifying the focalization, the scene of The Card-Characters 

Painting Roses Red (fig. 57) certainly presents the greatest challenge.
236

 The scene 

depicts three card-characters with brushes in their hands, who are gathered round a 

rose tree and seem to dispute over an issue that is unknown to the viewer. Card-Two 

with a troubled face is shown frontally behind the rose tree. On the left side of the tree, 

bewildered Card-Seven slightly recoils from combative Card-Five on the right. The 

whole disputing scene is rendered in a frontal view, as if a viewer at a middle distance 

perceives the spectacle from a slightly elevated standpoint. According to the text, 

Alice is the only character involved in the episode, who is witnessing the dispute from 

the beginning to the end.
237

 If the scene depicted by Tenniel were the one focalized 

by Alice, she would have been located in the middle distance as described above. The 

text, however, describes it differently: ―Seven flung down his brush, and had just 
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begun, ‗Well, of all the unjust things—‘when his eye chanced to fall upon Alice, as 

she stood watching them.‖
238

 This clearly suggests that Alice is located on the right, 

not in front, of the scene. It can therefore be concluded that this scene is composed 

according to the principle of external focalization. This means an evident discrepancy 

to the text. 

Tenniel must have carefully read Carroll‘s text; otherwise he would not have 

been able to adjust the scenes so properly to the script. Each time a discrepancy 

occurs between Tenniel‘s visual narrative and Carroll‘s verbal narrative according to 

focalization, it is for a good reason. It might be for the purpose of making the scene 

more informative, such as in the case of the scene showing The DoDo Giving the 

Thimble to Alice; or Tenniel used the scene to the best advantage, such as in the case 

of Bill the Lizard Being Kicked out of the Chimney. The purpose might have been that 

of making a special device more apparent to the reader, such as the device of the 

―page-turning mechanism‖ applied to the pair of scenes showing The Cheshire Cat 

Sitting on the Tree Conversing with Alice and The Disappearing Cheshire Cat, as 

already mentioned in chapter 6. 
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8. Conclusion 

It was the general goal of the present thesis to show to what extent a book illustration 

is a particular type of art that has to be read and understood very differently from 

other forms of pictures. Especially since the eighteenth century onwards, when the 

illustration had evolved into a narrative art form,
239

 the narrative aspect is an 

important matter concerning the illustrations in a pictured story book. This is 

particularly true for John Tenniel‘s famed illustrations for Lewis Carroll‘s book Alice’s 

Adventures. The more one knows about the codes of the visual narrative present in 

Tenniel‘s illustrations to Alice’s Adventures, the more one can appreciate their reading 

and understand the information they convey more accurately. The accurate 

exploration of Tenniel‘s illustrations from the three narrative aspects unique to book 

illustration—page layout, scene constructing, and point of view—that contribute to 

Tenniel‘s visual narrative in different ways, makes a systematic as well as 

multifaceted reading possible. 

Firstly, the examination of the seven patterns of page layout provided an insight 

into the book‘s visual variety and revealed how such configurations contribute both to 

the flow of the narrative and, occasionally, to the meaning and impact of the 

illustrations. Most importantly, the various patterns of page layout establish various 

communication fields for the multifarious interplay between visual and verbal 

narrative. 

Secondly, the analysis of scene constructing, through an observation of its 

development and visual elements, has demonstrated how Tenniel‘s visual narrative 

was taking shape. Concerning the process of development, the selection of the episode 

and moment must be highlighted. With regard to the visual elements, I proposed to 
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establish the categories of the primary and additional elements. When analyzing 

Tenniel‘s way of manipulating these two kinds of visual elements, his approach to the 

scene constructing became evident; I called it the ―economical but expressive‖ 

approach. 

Thirdly, the concept of ―focalization‖ is of special importance when analyzing 

Tenniel‘s visual narrative, which is unparalleled in comparison with other types of 

still pictures. When observing a painting, one can easily identify its point of view 

rather than its focalization. Due to its lack of any narrative connotation, the idea of 

view point does not make sense in regard to the correspondence between verbal and 

visual narrative. With the concept of ―focalization‖ and its tripartite system, both 

proposed by the French literary theorist Gérard Genette, the focalization in words and 

pictures can be clearly distinguished and properly described. As a result, the 

significance of focalization in Tenniel‘s illustrations, which was hitherto unexplored, 

can be revealed. Accordingly, Michael Hancher rephrased Edward Hodnett‘s 

argumentation by stating that the latter ―saw to it that the ‗point of view‘ of the 

illustrations faithfully matched the corresponding point of view of the narration.‖
240

 

The analysis undertaken in chapter seven of the present study could prove that the 

focalization or—in Hancher‘s and Hodnett‘s sense—―point of view‖ of Tenniel‘s 

illustrations does not always ―faithfully match[ed] the corresponding point of view of 

the narration‖ in the text. In this respect, a misunderstanding of Tenniel‘s visual 

narrative can be corrected by the system I adopted in my survey. 

It was the goal of this study to present a different way of reading Tenniel‘s 

illustrations, in terms of focus and approach. On the one hand, with a concentration on 

the aspect of narrative, I am not only able to read what should not have been 
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neglected, but I also can detect what has been misread. On the other hand, my reading 

of the whole set of Tenniel‘s illustrations to Alice’s Adventures within a systematic 

framework could produce results with regard to the compositional features of the 

drawings, their relationship to the text, and to the structure of the book as a whole. By 

way of making classifications, the unique characteristics of each group thus stand out. 

Once the typical features of the different groups have been verified, the whole picture 

is complete. We not only see these pictures, but also the outstanding artist who created 

the pictures, the celebrated illustrator, John Tenniel. 
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