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In Jul\. The lio\ton (<7/'/v\n W'asserman dreu a carloon thai
predicted u hat \\oukl become Hie most prominent threat lo Jlarn
Potter's lilcrar> legacy So iTal months ahead of the beginning nl' the
Ham Puller marketing honan/a and more Ilian a \car hcfore [lie release
of i he first I'oiler I'ilni, Wassennan's carloon slums tuo children \\alking
do\ a eii\i reel. ()ne child holds a I lam I'otler novel; and c\er> \\here
I hex look. ad\enisemcnis .innonnee all \ariel\l ilarr\. A
simp's sign oNcrs "Harr\" A reslaiiranl oilers "I'ollL-r I'ies."
"Wi/ard hies." and "Happ\A Meals!" An eveglass store proclaims
"Just In Harn, Kranies." A poster (located, perhaps appropriate!}, on a
trash can) imiies them lo "Visit the Harr\r 1 heme I'ark." And a
store's disphn wilicitm reiiiinds |iassers-h\t "We earr\ full line of
Harr\, including robes, \\ands. and "muggle niuys." One child
sa\ lo the other. "I can alread\e htm il ends —[he dark forces \\in."
(W'assernumi. In .Ink 2000. such a cartoon uas a satirical coinmenl on
Ihc cullure industry Less lhan luo \ears later, il became merek
descri[iti\c.

The agi;ressi\ marketing predicted In this carloon also describes a
critical problem: ihc no\cK and the h\pe become interlu ined. resulling
in analyses thai fail lo take into account the full comple\it\f either.
Because ILirn I'oller is boih a niarkelini! phenomenon and a liierarx
phenomenon, critical conflation of the luo does not real I \e I he
understanding of the marketing apparatus or the books lliemseUes.
Aulhor .1. K. Uo\g herself appears to be a\\are of!his problem, as June
Cummins has observed. Citing Routing's charitable uork and critical
comments about Potter merchandise. Cummins notes that the I lam



Puller aullior "seems determineLl to separate the hooks 1'runi the aggres-
si\ marketing pursued b\. Warner Brothers, and Mattel."
Cummins then asks, "Hut is her goal realistic? I sav il is nol" (20). I.
however, \\oukl argue lhal il is both realislie and ncccssan lo separate
(lie hooks I'nim the marketing. 1-irsl of all. conflating I he hooks \\ilh the
marketing tails to pruduee a sufficient!} sophisticated analvsis of the
latter. Second, such critical conrialion leads some critics lo overlook the
novels' cunsiderahlc lilcrarv achievcnicnls.

('onsider the marketing side of the i|iieslion first. Jack Xipes. Andrew
Blake, and John Pcnningion correct I \e llarr\r as a
conlemporarv capitalist phenomenon- In his essa\m hlfland to
Hog\\arts. or the Aesthetic I rouble \h Ham Puller." Juliti I'enninglun
provides the most succincl \ersiun ot this idea: "So vvhal are the Police
huuks real I\. then1.' Well, muneiar\s primariK" ((>2).
Penninglon has a point. It is difficult lo talk ahoul Ham Poltcr and lo
Ignore the marketing. You can see the movies, vou can bu\e movies.
\ou can buv Legos, aclion figures, slickers, notebooks, a card game, a
hoard game. pu//lcs. address hooks, calendars, Rand Aids';, toolh
brushes, toothpaste. I shirts. s\\eatshirls, mugs, trading cards, greeting
cards, Bertie Hull's |-\er\ huour Beans, j Nimbus 2000 broomstick, a
Harrv Potter wallet, vvi/arding-uorld money ami even pifia colada-
flavored "I )emenlor's Kisses." Much of (he Harn. Poiter merchandising
must make e\en the most ardent fan cringe just a little bit. And it is
difficult lo applaud the \va\ in which these Puller spin-off products
encourage consumption for ils own sake.

Houe\cr, lo sav that the hooks are onl\t munclan success
ignores the lale capitalist conditions of their production. Zipcs and Hlake
offer more nuanced versions of Pcnnington"s claim. As the reasun fur
Harr\s success, Xipes cites:

I he comlilions 11 iulf i \ hu'li liUT.iUui- lur tin.1 \oiing h,i\ hccn iransloinu'ti
througli insliUilniiuil ciU'pi'niti1 congKMin-r.ik"- fiiiilrnlliiii; llu1 mass incJui.
and markfl dcniaiKls. I'liciioiiK-na such as tin.1 Harrv I'oUcr hooks arc
driven h\\n lhat al I lie same lime sels ilic paiain
ctcrs ^'\' arul aesthetic taste, lodav ilie L'\|ienenc.e of rcadiiiL1 tor
ihe \onni: is nieJialcd lliroiigh the mass media and markelmj: so llial ihe
[ileasuiv and nicanini.1 ol a hook will ol'ien he presei i|>led or dictated hv
conv ciiiion i I 72 i

.ludiciousl\g his cuminents in the context uf the changing children's
literature industry Xipes puinis to "institutional corporate conglomer-
ates." and lo the role of marketing in selling children's literature. As
Xipes explains in ,S'//<^.s iititf Stom-\: The Trouble\otnc Sncce\\
Chiltire>i\ from S/cven/v f\-ter to IIiirr\ Ihe chiidren\
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hook industry has gixrn n more interested in creating marketable products
than in nurturing good qualrtx hooks (S|-2, 5V). Andrcxx Blake's The
ii-resL\lihIe Rise "{Harry rotter, a Potter-thcmed critique of Tom Blair's
Neu Labour part), offers a xersion ol' this argument in the context of ho\ kirn Potter has boosted the financial fortunes of Rou line's British

pnhlisher. Bloomsburv According to Blake. "("apitalism is. as the iriiism
lias it. global: ccrlainh. the ninch-lraiislatcd Harr\s repealed his
Bloomsbun. trick lor child-consumer capital ism the \\orld oxer" (XX). As
(iar\s A'/</.s' Sin//: '/ins ami ilic Chtin^in^ World of Ann'/icon
Childhood. Stephen Kline's Out of the (itirden: '/in'v. TV. mid C/iilJri'fi's
('allure in the Ai;e of Murkenu^. and Marsha Kinder's ritiviiii; \\~itli
/VircT //; Movies. Television, and \'tdeo (ititnes: l-nnn Mnf>/>et Bahie\o
'ieeimm' Mutant Mnja I'unk's ha\ all poinletl out. there has hccn a
proliferation of child-targeted niarkeling o\er the last feu decades. In the
US. this phenomenon bciian to nourish in the l()<XOs, inspired h\e
deregulation of children's telex ision (Cross 19S; Kline I31J. 27S, .^17;
Kinder 40). 1 hoLigh these marketiiiij practices bewail on I'V. characters
from children's hooks haxe uith increasing! reynlarit) also been trans
formed into corporate pitchmen, selling; all manner of "tie in" products.
Harr\r is but part ol a trend: Curious (icorjie appears in advertise-
ments for Alloids (in (he ad. the phrase "The ("iiriousK Strony Minis"
puns on (ieorye's name), and Winnie-lhe I'ooh sells his oun brand of
cereal, "llunns H's." lol!o\\iny the 2000 release of Ron llouard's
(iriii<-/i film, ex en the (irinch heuan selling c red if cards. cand\ and
cereal; Dr. Seiiss's original flow the (irineh Stole Chri\ana^! (11J.'S7)
aclixelx crilici/ed commercial exploitation of the holitla). When (he
(irinch can change from anticonsiimerisl grouch to enthusiastic sales-
man, xxe knoxx that Harn Potter is not alone. Harr\, then. ma\e
seen as a ver\l example of current business practices in
children's literature and culture.

llouexer. it seems lo me that citing mass media-controlled "inslilti
tionai corporate conglomerates" as the primarx reason for Harrx Potter's
success has the unfortunate effect of limiting one's anaKsis. If xxe share
/.ipes's concerns about corporate influences on children's literature (and
I do), then we might find a critical I \! \ approach to this problem
\ here business and (he entertainment industn meet: intellectual propert\. Noi coincideniallx. the oldest case current I \n file in Los Angeles'

Superior Court imolxes intellectual properl) and children's literature:
I he heirs ol A. A. Milne's liicran, agent are suing the Wall l)istie\x for chealing them on the ro\allies for Winnie Ihe-Pooh mer-

chandise floohin 5<S).
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In the background of Wassernian's earloon (mentioned at tfie begin-
ning of this essa\), a bus's billboard advertises "llarn 1'oiler: The
Mo\" While Scholastic and Bloomsburv did promote the Harr\r
hooks in the US and the UK, respectively the proliferation of muss-
marketing Harr; Potter lie-ins begins with Warner Brothers. Warner
Brothers relies upon merchandising lo help make back some of the
cMraordinar\e of making a film. If Rouling had not agreed to
allow her characters lo be merchandised. Ihen Ihe Harr\r films
might noi have been made at all. (men Chris Columbus's rather tepid
film \ersions of the first lv\ hooks and all of Iheir associated products,
an absence of Harr\r films ma\ been a good thing, However,
since three films ha\ been released and more are on (he wa\ Warner
Brothers' role must be addressed.

Warner Brothers markets such a \\ide \arie(\f llarn Poller products
because the American entertainment industry relies more on trademark
lau than on cop) right km. l! does so because il regards trademark as
stronger than cop\, and the difference between these Urns helps to
explain win. Copyright lau protects authors and artists, but trademark
lau protects products and the marks attached to those products. So.
cop) right protects the book lhirr\ and the Chamber of Secret*.
hut trademark protects a Ron Weaslev action figure or a Hedwig plush
toy Win, then, is trademark stronger'.' Tuo reasons. The first is that
trademarks last as long as the) remain in use, although the) need lo be
renewed ever\n \ears if granted on oral'ler November 16, 1989 (as the
Potter trademarks would have been). In contrast, cop)right lasts fora
fixed period of lime. As per the Sonn\o Cop)right Term h.xtension
Act of 1998. cop>right on works published after 1978 now lasts for the
author's life plus se\enl\s (US Cop)right Office). The catch here is
thai trademarks must be attached to a product: in other words, for
Rowling's uork lo gain protection under trademark lau. she must enter
into licensing agreements, allow ing others lo make spin-off products like
hals. notebooks, toothpaste, and so on.

A second reason u h\k is regarded as stronger than cop\right
can he traced to a landmark case in entertainment lau. As Jane M. Gaines
points out in her Contested Culture: 'Ilie linage, t/ie Voice, and the Law.
since the 1954 Sam Spade case entertainment lawyers have favored
Irademark o\er cop\. The case started because Warner Brothers
owned the movie rights to Dashiell Hanunelt's The Maliese l-'aicon. but
Hummed u anted lo make sequels using Sam Spade, the mud's main
character. The Sam Spade case— official!) known as Warner Brothers,
fur. \: ("olinnhiu Broadcasting Co.- "turned on whether Warner Broth-



ens' motion picture rights lo the novel The Maltese l'\ileon included the
right to enjoin author Dashiell Hamnietl from using (he character in
sequels" ((iaines 211). The court allowed Hamniett "to continue to use
his litcrar\" hut it also decided that characters uere "mobile
pieees in relation to the im/V\ the wholeness and tolalil) ol' which is
crucial to copyright la\\ (211). The result was that the "Characters —the
'mere chessmen.' devices, or \ehicles for telling the slon — uere nou
seen as less protccluhle as authorial creations than the work itself (211-
12). Where copyright lau (ailed lo protect the characters or title of a
\\ork. trademark, "with its emphasis on source, origin, and sponsorship,
noi authorship, protected both title and character" (212). To maintain
protection under trademark lau. one needs to enter into licensing
agreements, permitting the creation ol spin-olT products.

These spin-oil products —such as the Ham Potter paraphernalia —are
symptoms ol" a legal system that has. in ellecl, reversed trademark lau.
As (iaines explains, trademark lau is supposed to protect (he public,
guaranteeing that "the bluer could expect, from the source behind the
goods, (he same values and qualities received with the last purchase"
(211). Houcver, "the inversion of this principle in American common
law" means that "the trademark comes to ensure noi that the public is
protected against fraud but that the merchanl-ou ner of the mark is
protected against infringers" (211). This "inversion" of trademark law
leads to the increased production of mass-marketed Hum Potter mer-
chandise. So. while one might reasonably be skeptical of Ham Potter as
a manifestation of corporate marketing. Harry is an effect and not the
cause.

Like the characters of Dr. Seuss, A. A. Milne, and H. A. and Margrel
key Ham Potter has become a symptom of a legal system designed to
benefit capitalism more than moral or artistic values. One practical
consequence of this fact is that, should we wish lo diminish the power
that corporations have over children's literature, then the lau is one place
to begin. As I argue in Dr. Sens.',: American Icon, were the United States
lo uphold the provisions of the Berne Convention, then we would remove
the need lor arlists to seek legal protection under trademark law.' The
Berne Convention recogni/es the moral rights ol the author over his ot-
her creation, even after the copyright has been transferred lo another
party For this reason, the copyright page of Bloomsbun 's llarr\
am! t/te Philofopln'i-\1— and. indeed, the copyright page of virtu-
al!) even book published in Britain —includes the following sentence:
"The moral right of the author has been asserted." No such sentence
appears on the copyright page of the American edition, flarrv Pouer and



flic .SVi/viT(T*\ nor does il appear on am other hook published in
ihe \d Slates, because in the I 'niled Slates authors do not have moral
rights. It authors ami artists did have moral rights in the US. (hen
intellectual property lau would not rel\o heaviK upon trademark km.
Another legal snlution uould he to change trademark lau so that a
trademark need not he constantly in use in order to remain enforceable.
As dairies reports. "American trademark lau gives an emphasis to 'use"
that il doesn't have in oilier countries, uliere. for instance, it is not
neccssar\o demonstrate 'use' |. - ,| he/on- registering a mark. Whereas
in other cuimlries. first registration guarantees the monopoly |. . . | in the
U.S.. 'use" stakes out the owner's claim" (223). In other words, il' US
trademark lau operated more like Hrilish trademark lau. then Warner
Hrothers \\oukl need onl\ these Harr\r items: it need not
actual!) produce them.

While Rowling has followed standard entertainment lau in permitting
sueh merchandising, she has also taken the less common step of placing
some restrictions on hou her characters can he used. 'I hough Ihe Coca
Cola ('oinpain has a licensing agreement u ith Warner Hrothers. Rouling
has refused to ailou her characters to be shown drinking Coca-Cola, so
Coke instead agreed to sponsor a reading initiative. In cooperation uith
Reading is I undamcnlal. Coca Cola underw riles "I,i\ the Magic."
providing "10,000 Classroom l.ihrar\s for at risk schools."
and "Ingenuil) (iranls to help explore innovative wa\ to encourage
children to embrace reading" ("Reading Is l-uiidamcnlal"). In a h()
Miiiuti'* IV intcn iew prior to the production of the I'otter loys. Rowling
said. "I can onl\\w to all of the parents out there that if the action
figures are horrible, just tell the kids: don't bu\" She paused, then
added, "Sorry Warner's" (Slahl). In response to Rowling's concern that
action ligurcs ma\e v ioleni play Mattel agreed to cal! its action
figures "collectible characters" (Harries). ('hanging a name from "action
figure" to "collectible character"' ma\t diminish the product's capacity
to promote violent play Similarly Rou ling's publich expressed skcpli
cism ma\t dissuade people from hu\ing these products, However, she
deserves credit for her attempts to control a marketing apparatus
perpetuated h\e American legal s\stem.

Indeed, given that changing the American legal s\stem is a rather tall
order, another of Rowling's responses —focusing on how the moncv is
used rna\e a more effective approach to what ue might call late
capitalist children's culture. While Seuss. Milne, and the Revs are no
longer among Ihe living, Rowling i.s ver\h alive and active!)
invoked in managing the profits generated h\\, donating
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large amounts to eharilable causes. So it seems a hit of an oxersimplifi-
cation (o sa\ as John Pcnninglon does, that Harr\r is onl\i
"mone(ar\" or, "If Rolling is out simpK lo make a hack, then
she has succeeded spectacularly" (92). Capitalism is amoral, hut what
people do \\ith their capital does not ha\ lo he. Rolling's depiction ol'
the l)ursle\s, the Malkns. and Harr\s precise!) (his point: all
three have sutTicicnt mone\o li\ comforlabK, hut the l)urslc\ and
Malfoxs like to lord their soeioeconomie stains o\cr other people. The
l)ursle\ go out into their front \ard "lo admire Uncle Vcrnon's new
cum pain car (in vcr\d \oiccs. so that the rest of the street uould
notice it too)" (Prisoner of A-kahan 8): similarly Lucius and Draco
Malfov never tire of displaying their wealth to (he Weasle\. In
contrast. Ham uses his money lo buy treats for his friends and gives his
'Iriwi/ard Tournament winnings lo Fred and (ieorge Weasle\ making
them promise thai they \l use some of (he mone) to buy Ron new dress
rohes, and use (he rest as an investment in their joke shop (Chamber of
Secreis 48; Gohlet of I'm' 635-6). As Karin I-. Wcslman observes in
"Speclersof Thatcherism: Contemporary l^riti^h Culture in .1. K. Rou ling's
Harr\r Series," "An outsider to the I)ursle\s' materialism. Ham
comes to embod) all that his relations arc not: he is unselfish, compas-
sionate and good-hearted" (3 10). Similarly, uhal Rowling has done uith
her inonc) shous her to be an all\f Harr\ not of the l)ursle\ or the
Mallins.

While Harr\r functions as an agenl of multinational capitalism,
Rouling does her hcsi not to. In September 2000. she donated t5(XUKX)
lo Britain's National Council for One Parent hamilics. and has taken on
the role of being the organi/alion's ambassador, ghing speeches on its
behalf and even writing a foreword to the organi/ation's /•'ami/ics Jn.^i
iJke U.\; the One Parent Families good hook guide. In 2001. she \e
Qniddihli Through The /\ges and l-'aniaMic licasts and Where to f-'imf
Tlit'in — lhc two "Harr\r Selmolbooks"—and donated all proceeds
lo Comic Relief I IK. raising £15.6 million for IIgluing po\crl\d social
injustice in Britain. Africa, and around the uorkl ("Harr\s Hooks"). She
also has helped (o raise thousands of pounds for Maggie's Centre, an
hdinhurgh organi/ation that pro\s information and support for people
suffering from cancer (MeCiinty. "The legacy of Hiirr\"). In 1990. at the
age of forl\-fi\e. Rowling's mother died from multiple sclerosis. In
addition lo suppl\ing HanVs feelings of loss for his own parents, her
mother's death moli\ated Rowling to donate lo (he MS Sociel) of
Scotland in 2001. and (o underwrite "a senior fellowship in MS research
al Aberdeen llni\ersi(\ (Mc(iinU). For MS Mfirters. the maaa/ine til



24 1

the UK MS Society Rov\ting u rote an autobiographical article titled "I
Miss Mv Mother So Much." in w hich she described her mother's decline
and called Tor more governmenl funding lor holh MS research and drugs
thai help MS paticnls li\ longer and healthier lives. That article was
published in 2001; thanks to her advocacy In 2002 Britain's National
Health Service began prescribing disease modifying drugs for people
\\ilh MS (Reeves). So, uhile "coinmodil\" and a mass
media controlled In "corporate conglomerates" do fuel the success of
llarrv I'ollcr. the market forces that motivate the sales of Potter and his
merchandise arc ti»i the same lorces thai motivate Rowling.

Another vva\n vv hich Rov\g has responded to the market place has
been to include her o\ critique ol conspicuous consumplion v\n the
Harr\r books themselves. As Westman notes, when Harrx is
templed to bu\ Hreboll. his response offers a subtle critique of
consumption for its o\ n sake Mil), Although he needs "to exercise a lot
of control not lo spend the whole lot (of his monc\ at once," Ilarrv
manages lo he thrift), recogni/ing that "he had five \ears to go at
Hogwarls" and would need his mone\r school supplies (Trimmer 13).
As he sa\ to himself, "what was the point in emptving his (iringotts
vault for the Hrcholt. w hen he had a ver\d broom alrcadv'.'" (44). As
Westman observes, "While the wi/arding world offers a fantas\f
consumer purchases, Harr\s war\f the conspicuous and selfish
consumption embodied b\e I)ursle\ he has left behind" (311).

While Rowling is In no means critical of all such commerce (she
presents the enterprising Weaslev twins" joke shop with an affectionate
\\ink). she does remind readers that the pleasures of mass produced lie
in products are often short-lived. The rapid decline of the green roselles
thai Ron. Harr\ and Seam us huv is a case in point. When it is new. a
rosette keeps "squeaking" the names of the Irish National (Juiddilch
'leani: '"i'rn\ — Mullet Mon.ni.'" (Gohlct 97). However, ihe magic of a
roselle soon wears off. and il becomes just an annoving little gimmick.
When lhe\t Scamus on ihc llogvvarts I-.\press a week after the
Quiddilch World Cup, he is "still wearing his Ireland roselle." However.
"|s|ome of its magic seemed lo he wearing off now ; ii was slill squeaking
'Trov! Mullet! Monni!'. hut in a ver\e and exhausted sort of wa\
(149). Rowling's (ficlional) roselle seems a gentle parod\f some of the
(real) plastic gadgets spawned b\e I lam Potter merchandising
industry If we listen closely her rosette docs not squeak Quiddilch
plavers" names; rather, it whispers "caveat empior."

So, although llarr\r is a capitalist juggenutul promoted bv
corporate conglomerates, it is also too complex to be w riticn off as



244 I'

thai. It' we lake inio account the legal eonie\ of the merchandising, the
charitable uses io \\liieh Rowling directs some of ihe profits, and the
anliconsumcrisi messages in the books themselves, the llarrv Potter
phenomenon eunnol be seen on!) as an example of corporations' lalesl
attempts lo sell stuff to children, A ho. it is eas\o forget thai the film
deals came uell before Ham I'oitcr beeame an international phenom-
enon and Rowling one of ihe wealthiest \\omen in Britain. /A//TV Potter
and the Philosopher's Stone was [niblished in the UK in June 1997; bv
Jul), Hollvuood studios had ulread) approaehed her \\ith the idea of
making a I'ilm out ol her no\l ((ilaisten. H\ October I99X. reports
from the 1-rank furl Rook l-air indicated thai "Warner Brothers had paid 'a
hea\' sum to acquire the t\\ books for al least one major
lilm"(Alhergc). At the lime. Ihe first I'ollcr novel had sold 70.000 copies
in the UK. the second no\el had been released —prompt!) going lo the
top of the bestseller charts in the I IK —and the first book had just been
published in America. In December, the book began ils ascent tip the
/Vcvf York Times' lisi ol hardcover bestsellers. In 1999, Harrv Potter and
Rowling would become superstars. However, when she began entertain-
ing offers, the first book had onl\t been published, and w hen she sold
the film rights. Row lint: was onh a few \cars auav from heint: on public
assistance. When considered in this contexl. her decision lo agree lo
these marketing arrangements seems a ver\, responsible choice:
after several \ears of scraping h\ she found financial security lor herself
and her daughter.

It ma\o be worth mentioning here thai, while it is no\d to
imagine llarn without ihe h\pe. the books caught on well before ihe
h\pe began. The marketing didn't reall) take over until 1999: the
products didn't appear until the latter hall of 2000: and the first movie
(accompanied h\s man) lie-in products) didn't appear until November
2001. At first, the novel caught on because of strong reviews of two
kinds: (hose in newspapers, and reviews In children Ihemsehes. li\d
of mouth, children told each oilier about Harrv simpK because the)
though) it was a good book. K\cn though it ccriaini) conlribuies to the
hooks' current populariiv, hvpc alone is nol a sufficient explanation for
llarn 's appeals.

Turning, then, to ihe second half of m\, approaching ihe
Harrv I'olter hooks solelv as a contemporary capitalist phenomenon
lends to cause even scholars of children's literature to overlook the
lileran merits of Rowling's series. As I .ana A. Whilcd apll\,
"Ihe cloud of commercialism encircling the books" leads us awa\m
"Ihe serious discussion we oimhl to be hav hit! about ihe literarv merits of



J. K. Rowling's Ilarn Potter novels" (12). l-or example, reasoning that
"For ainlhing in heenme a phenomenon in Western socielv. il must
become fonveniiomi/," Xipes claims thai Ihe novels "are eas\d
delightful lii read. earefulK manicured and packaged, am! lhe> sell
extraordinarily well precise!\e lhe\e so cute and ordinarx"
(17,-S). Making a similar argument. Philip Hcn-.hcr claims that Ihe Hanv
Potter "hooks virtualK read themselves." hut \\arncd thai v\ "shouldn't
confuse Ihc success of the pedagogic tool \\ith lite ran merit" ("crowd-
pleascr"). helloing llensher's remarks. Zipes suggests lhal the "Ilarn
I'oller books |, . .| \\ill help children become functional!} literate, for
(hc\e part of the eternal return to the same and |. . .| par! of the success
and process h\h we homogeni/c our children" f INK). Penninglon is
more direct: "Row liny |, . ,| seems to purchase her manelous assorted
creatures 1'rnm Ihe Scars catalogue nf fantas\" (S2). Or. as Suman
(iupla puts it. the novels "often refer back to a shimmering vista of
folklore. Iain tale and nnth drawn indiscriminate!) from a range of
sources and contexts" (97).

The Harr\r novels represent the creative s\mhesis ol a lifetime
of reading, and to evaluate their lileran qualities, we might consider how
Rowling uses all that she has read. Asked about her influences. Rowling
replied, "It is alwa\ hard lo tell what \otir influences are. hvcnlhing
\ou've seen, experienced, read, or heard gels broken down like compost
in \our head and then vour own ideas grow out of lhal compost"
("Magic. MAstcn. and Ma> hem"). One kev ingredient in Ihis compost is
Jane An.sleii. whom Rowling frequenlh mentions as her favorite writer,
naming I'/nnui ( 1815),is her favorite novel. Row ling has slated. "I reread
Austen's novels in rotation." adding that she "must have read f-Imiint at
least tweni\" ("I .el me tell \ou a slor\"). Row ling ev en names Mrs.
Norris, Mich's snooping cat. after Rmn\s nast\ boss\t in Austen's
Mtui^u-U l\irk (ISI4).

There are two st\listic tendencies lhal Row ling ma\e learned from
Austen, the first of which is the art of satire. Doubtless. Roald Dahl
influences Rowling's satirical view of the l)ursle\ -monstrous carica-
tures of bourgeois parents, who bring lo mind Dahl's Mr. and Mrs.
Wormwood, the parents of Matilda, liul Rowling gives mos! of her
satiri/cd characters a certain nuance usualK absent from Roald Dahl's.
Like .lames Henn Trotter's Aunt Sponge and Aunt Spiker in Dahl's
.lani<'\ ilif (iidiit reach ( l%l). the Malfoss and other Death haters
seem irrcdccmabK bad. However, as Sinus tells Ilarn in Order of tluj

riiai'iiiA. "Yes, bin the world isn't split into good people and Death
haters" (271). Rowling's ahilih to provide some s\mpalh\n lo



characters she is mocking brings her t\c of salire closer ID Austen's than
to Dahl's—oi' al least places ii somewhere hcluecn the two. In i.iiuitn.
Austen gcntlv pokes fun at Miss Mates, a gossipv character u ho "\\as a
great talker LIJHUI little matters" (IS), especially when she prattles (in
during hmma's \isil to her apartment. However. Austen takes care (o
remind the reader that. \e Miss Bales ma\e no great intellect, she is
kind: alter Hmrna makes a joke at Miss Bates's expense, she defends
herself In sa\ing (hat "\\hat is good and uhal is ridiculous are most
unfortunately blended in her" (339|. Knighlle) concurs, hut lectures her
for being "unfeeling": Miss Bales "is poor." he reminds hmnia, and
"|h|er situation should secure vour compassion" (,W>).

A comparable character in Rowling's novels is the accident-prone
Neville I .ongboiiom. I hough he at first appears to be a figure of fun-
losing his load, bungling his potions, constant!) forgetting the password
to (ir\ffindor tower—Row ling never allows him to be nnl\ joke. As
Harr\s in (iohlct o}' I-'irc and his friends learn in Oitlci' <>} the
rhtn-nix. a group of Death Haters tortured Nev ille's parents into insanity
On holidays, when Neville visils them at St. Mungo's Hospital for
Magical Maladies and Injuries, his parents do not rccogni/c him ((iohh'i
52.1). After learning this sad fact of his roommate's history Harn looks
over at the sleeping Neville, and "imagined how it must feel (o have
parents still living, luil unable to recogm/e \ou. He often got svmpailn
from strangers lor being an orphan, but as he listened to Nev tile's snores,
he thought that Nev i lie deserved it more than he did" (527). (men details
like these. Nicholas 'I ucker's claim that the Harn Toller characters "are
on the w hole two-dimensional, picked out b\r physical features
plus one overriding pcrsonaliu trait" (228) falls a hit short of the mark.
Rowling does have two-dimensional secondary characters, but her cen-
tral characters are three-dimensional, and their complexities gives
Rowling's satire a compassion lhal Dahl's novels often lack.

Ihe second skill Rowling has learned I'rom Austen is the subtle art of
narrative misdirection. Rowling calls l-'mnui "the most .skillfull) man-
aged imstcrv I've ever read." adding: "I must have read l-linnui al least
Iwcniv limes, wondering cver\e how I could have missed the
glaring!) obvious fad lhal Frank Churchill and Jane Kiirfax were
engaged all along" ("Let me tell \ou a story"). To create their mvsleries.
Rowling and Austen give us third-person narratives lhal are close!)
aligned with a first person perspective — a technique known as free
indirect discourse. Although a third-person narrative ma\l more
objective or omniscient than a first-person account, a third-person
narrative aligned with Harn \r 1-in ma's point of v icw is actual I \r
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limited. This is hou Rolling and Austen trick us: readers primaril) see-
the uorld through the e\cs ol' Lmma and llarn, and so are more willing
lo identify uiih iheni. missing their mistakes. 1-or example, during the
Box Hill picnic in ilinnui, l-.mma is so bus\g with I rank Churchill
thai the reader ma\l to notice Jane Fairfax's strong reactions to their
heha\ior I.U7-8). In f/iirrv Potter ami the PliiloM'^liei-'s Stone, at the
opening banquet, "ll happened \er\y The hook nosed (eacher
looked past Quirrell's [urban straight inlo Harr\s e\es — and a sharp, hot
pain shot across the scar on Harrv's forehead" CM). Because Ihe third-
person narrator is here aligned \\ilh Harry \\ think that Snapc (the
hook-nosed teacher) is causing the pain in Harr\s forehead. Mul he's not.
I'his narrative method is subtle anil effective. As Rowling sa\ of
Austen's no\els, "You're draun into the story |. . . .| and >ou know
\ou'vc seen something great in action," hut "\ou can't see the pyrotech-
nics; there's nothing flash\ ("J. K. Rolling's Bookshelf).

Those u ho find fault \\ilh Rolling's prose si\le often imoke the
hoarding school novel. While Anlhonv Holden's description of llarn
Potter as "Bilh Hunter on broomsticks" seems a hit unlair. it's true that
Rowling owes a debt lo the Lnglish school stor\ I). Sarah l-ielding's
The (iorenu'^s; or l.ittk' {-'I'lnale Acut/einv ( I74M) is the I'irsl hoarding-
school story and, as David K. Sleege notes in his "Harr\, lorn
Brown, and the British School Story l.osi in Transit1.'" (2002), some
"ninel\r school stories | . . . | appeared between thai in 1749 and"
Thomas Hughes's Tom /j/vnr/M Selioo!t/ti\-\n IS.S7. but Hughes's is the
most famous and the most influential (140). llogwarls under Albus
Dumblcdore. like Rugb\r I homas Arnold and the Little Female
Aeadenn under Mrs. Teachum. seeks to provide its students not onl\h knowledge but \vith a moral education as well. What the characters

learn inside the classroom is as important as w hat lhe\n outside of il.
.lust as it lakes courage for lorn Brow n to stand up lo Hashman. so Harn,
shows his moral fiber b\g up lo Draco Malfo\ as lorn c\ccK at
football and cricket, so Harr\s at Quiddilch. However, beyond
these generic similarities, the comparisons falter—Row ling's coeduca-
tional Hogwaris lacks the "muscular Christianity" of Thomas Hughes's
all-bo\ Rugh\r the relentless Hvangelical morali/ing of I ielding's
Little Female Academy Nor does Harr\r replicate some of the
racist ideologies of some boarding school hooks, such as I rank Richards's
Bill\r tales. As Mlake points out. Harr\e "Parvali Patil
is an oahnar\r character, not a comic caricature like Hurree Raniset
Jam Singh in the Mill\r stories, who is there to be laughed at
because of his eccentric use of Lmzlish" (107).



Row ling infuses Ihc school slor\h a con temporary social con-
science, loin Mrou u has In learn to he a good Christian aiul a ilefe ruler of
the weak, not onl\e he nuist set an example to |he younger
students hut because he must be prepared In become a future leader of
Hritain. As Hughes tells his readers. "'I he object of schools is not in ram
Latin and (ireek into boys, but to make them good hoys, yood future
cili/ens" (63). Later he explains, "hir hoys follow one another in herds
like sheep, for good or e\" and "ii is the leading boys for Ihc time being
w hn give the lone lo all the rest, and make Ihc School either a noble
inslilution for Ihc training of Christian Lnglishmcn, or a place uhere a
voting bm wi!! yet more cv il than he \\ould il'hc \\ere turned oui lo make
his wa\n London slrects, nr anvihing bet\\ecn these two extremes"
( UiS). I hough Harr\s defend those weaker lhan himself and is
developing into a leader, a critique of racism is the central moral lesson
of ihe llarr\r inn civ Voldcmorl and liis followers believe in the
supcriorilv of "purehlood" v\s —that is. he and lhe\k lhat
v\s descended onl\m other \\ilches and u i/ards are superior lo
those u ho have Mugglcs (nonmagical people) in their ancestry
Voldemorfs is an argument for racial purity In /A//TV I'oticr ttiul the
Chainhci "I ,S'c(7('/\ \\hen Draco Malt'm calls Hermione a "lilth\e
Mudblood." all of Ihc good characters react \\ilh slioek and oulrage (X6).
I hex can't believe he \\oulcl sa\g like lhat because, in the
I'otter universe, calling someone a "Mudblood" is the equivalent of using
a racial slur. As West man sa\s. Malfov "s "taunt has the cultural shock of
the word 'nigger' in contemporary America" (31-4). In giving Muggle
anceslr\n Voldcmort. the lead proponent of purebloods. Uovv ling deflK
underscores the point that racism is an ideological condition. As Weslman
v\. "'I'ure blood.' then, is a construction of idenlit\d on the
body but upon a hotK thai reveals the fissures such an idcolog) strives lo
occlude. To be 'pure blood' means not to be of pure blood, per se. but to
subscribe to a particular set of ideological beliefs based on differences in
social class and its concomitant power" (31-1 5). The yood characters —
Harry Hermione. Ron. Dumblcdore, for example —fight racism and
higoin in their bailie against Voldemor! and his followers. In showing
her readers how racism works and how lo fight it, Rowling provides
some practical advice, flicker's claim that "contemporary social issues
do not exist in Potter books" is simplv not true. 'I he Harr\r books
are antiracist novels. Promoting peace and understanding between people
from different backgrounds is not nnl\e goal of the Iriwi/ard
'lournamenl: it's Rowling's goal, because she irusis thai her readers can
deal uith serious subjects.
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lii creating characters who are desiined to tackle tough problems. I he
Harry Potter series falls firmly in the fantasy tradition. I,ike Taran in
Lloyd Alexander's chronicles of" Prydain (1964-68), Will Slanton in
Susan Cooper's The Dark Is His'ui^ series (1965-77), Lyra Silvertongue
in Philip Pullman's His Dark Mtm-ruilt. (rilogy (1995 2000). and Huffy
Summers in .loss Whedon's TV series Huffy the \amp\rc Slaver (1997-
2003), Harry is (he apparent!} ordinan child who turns out (o be special.
These are ordinary children, but also they are the chosen ones: Will has
lo defeat the Dark, l.yra lias to fight for free \\ill. Harry has to defeat
Voldemori, Huffy has to find and destroy \anipires-lhese protagonists
all have lo sa\ the \\orld, A young person who discovers his or her
powers and grand purpose is a common feature of the fantasy novel and.
ver\, a secret wish of main children. As Rowling has said, "I uas
aware \\hen 1 was writing that this uas a very common fantasy for
children: 'These boring people cannot be my parents. They just can't be.
I'm so much more special Ihan lhat'" (Phillips). She has a point. While
not all readers of Harry Potter may want (o save (he world, some may
ha\ w ished for a life that is more than ordinal'). Harry. Ron. Hermione.
t'aran. Will, l.vra, and Huffy are all special. Through the stories of
fantas\s like these, readers may also experience the pleasures and
perils of an extraordinary life.

Despite the novels' obvious investment in tropes of fantasy,
Pennington's "Trom Hfland to Hogwarts, or the Aesthetic Trouble v\h
Harry Potter" insists thai Harry Polier is "fundamentally failed fantasy"
because Rowling "\iolales the integral rules of (he fantasy game, never
capturing the integrity of the \er\y tradition that she is mining for
riches" (79). In arguing that Row ling does not create sufficiently original
fantasy, Pennington is offering a more fully developed version of A. S.
Hyatt's claim lhat Rouling creates only "secondary secondary worlds"
(A13) and of Harold Bloom's assertion lhat the first Potter novel lacks
"an authentic imaginative vision" (A26). Pcnninglon also echoes a
review of The Lord of the Rings in which HdmuiKl Wilson claimed lhat an
"impotence of imagination seems lo me lo sap (he \ hole slon" (314). Of
Quidditch. for example. Pennington says, "the game is certainly not
fabulous or inventive, signaling Rowling's inability to depart from
consensus reality and change ghens so she can fabricate an original
fantasy world" (80). Although Penninglon's conclusion acknowledges
that claims about aesthetics will always be somew hat subjective, the rest
of his essay runs into a range of logical inconsistencies that undermine its
thesis. His article bolh claims thai Rowling is "mining" the "fantasy
tradition I. . .1 for riches" (79) and thai Rowling "seems unaware that



there is a histon of children's fantasy literature" (87), In addition to
being self-contradictor}. Ihese are unsupported assertions about what
Rowling thinks or feels. As Pemiinglon sees it. Ihc core of Rowling's
"aesthetic troubles" is her lendcnc} to read books other than fantasy
novels. Rowling, I'ennington argues, "is not necessarily true to the
'I'olkicn fu//} sel thai seems to he al the heart of her hooks" (<S2) —
another unsupported assertion —and, furlhermore. her "fu//\! of
influence constant!) shifts" (82). If \\ are to take Rowling al her \\ord.
Tolkien has not been a major influence on her and therefore cannot he "al
the heart of her hooks." Asked in an on-line chal, "What do \OLI ihink
about Tolkien's Lord of tlie Rings'?" Rowling replied, "I read il \\hcn I
was about twenH. I Ihink, and 1 liked it a lot although I"\ ne\er re-read
it, which is re\ealing (usually uilh im favourite books I re-read them
endless!})." As an afterthought, Rou ling does add. "but he created a
uhole nntholog). an incredible achievement," bul her disinterest in
rereading Tolkien suggests lhat other influences ma\e a greater hold
on her imagination (".IK Ro\g Transcript"). Rou ling's \\ide arra\f
influences. I'ennington explains, confirms thai she "does not ha\ a firm
footing in fantas}; her Potter creations are never certain about fantas}
content, structure, Ihcmc. and how these components arc essential to the
reader's response to the fantastic" (82-3). These under-defined terms,
logical contradictions, and a lendcnc} to defend its points by deferring to
"the reader" (always a synonym for "I'enninglon") render the quality of
the essa) "s analysis mixed, at best. As Suman (iupta notes in his Re
Reading flarrv f'otfer, "what I think I'enninglon .vt/v.v is, on close
scrutiny, not coherent (il is difficult to understand Pemiinglon's aesthet-
ics)" (65).

While readers with so specific a set of aesthetic requirements may he
troubled b} Rowling's v\s (odraw from a range of sources, other
readers may find il more fruitful to al least try to meet the llarr} Potter
novels on [heir own terms. Rather than charge Rowling \\ilh writing
books insufficient!} like Tolkien's, we might look elsewhere to find her
roots in fanlas_\ When asked lo name her favorite authors as a child,
Rowling frequent!} cites H. Neshil, even going so far as lo claim, "I
idcnlif) vviih I-,. Nesbit more than an\r writer" ("Let me tell you a
story"). In h. Neshil's The fhoenix and the Carpel (1904). the children
meet their phoenix on (iiiy Fawkes Da}. It is no coincidence thai
Dumbcldore's phoenix is named l-awkes: just as Row ling names Filch's
cat Mrs. Norris as a tribute to Austen, naming Dumbledore's phoenix
Km kes is her tribute lo I-,. Nesbil, author of the classic fantasy novels she
read as a child. Rowling identifies with H. Nesbit. adding that one thing



\ 2~>\t said lias struck a chord with her: "Hv some luck\. I

remember exacllv ho\ fell and thought al 11" (".I. K. Rowling's
Hooksheir* 1.5.5). As in K. Neshifs novels. Row ling's Potter series offers
a maller-of-fact fantas\ secondary and prinian, worlds c\isl side h\,
frci|iienil\g \\ilh one another. Just as Platform 9 .1/4 stands
between the mundane Platforms 9 and K). a sand-fain. might li\ in the
hack yird (as it does in Nesbii's The Hve Children tin,/ /; |1902|). a
phoenix can he \our friend, or an amulet ma> iransporl \ou to distant
limes and places (in Neshit's Tin- Storv of tin- Amulet \' To claim
thai Ro\s description "does not create that estrangement thai evokes
wonder." as Pennington does (S3—4). seems to miss the point, hollow ing
Neshit. Rowling's frequent juxtaposition of ordinan and extraordinary
creates a fantas\t has a dclihcralcK cver\da\y Indeed,
Row ling's secondary world gains credibility from the \\a\ in u hich her
characters accept the magical as normal. When Harr\s that in
"the Mingle workl, people jusi sta\t in photos." Ron's response
endows Ro\s fanias\h a sense of realiU: ""Do lhc\ What. the\t move at all'.'* Ron sounded ama/ed. '\\einl.'"' (Philt<\ophcr's Static

77). I he close |>roximit\f Muggle and magical communities highlights
both continuities anil discontinuities between the two: each world shares
fealtircs in common (such as photographs), u-i each looks strange to an
inhabitant of the other.

Instead of asking whether or not Rowling writes "true" fantasy we
might instead evaluate the \\a\ in which she blends her main influ
enccs, 1-or example. Rowling frcqucntlv names I'Ji/abeth (ioudge's The
Little While llor\e (1946) as a fa\orilc hook from her childhood. This
novel combines fanlas\ ith Austenesque social ohsenalion, as do all of
the Harr\r novels, most noiabk hooks tour and five. I he recurring
figure of the unicorn in Rowling's novels seems an almost conscious
echo of (lOLidiic's title character, who at first seems to he a horse but
proves to be a unicorn. H>r both novelists, the unicorn is sacred and
glowing white: (ioudge describes the unicorn as having a "perfect milk-
white bod\ from which, "as from a lamp, there shone the light" (210).
anil Rowling's unicorn is "so hrighlh while that it made all the snow
around il look gre\ (Goblet 379). Maria recogni/es the "shining puriu"
and "perfection" of her "little while horse" (153). Similarly Firen/e
describes the unicorn as an almost sacred creature: to kill "something
pure and defenseless to save \ourself would give \ou "hut a half-life, a
cursed life" (l'hil»\<>f>lier\ ISS). (ioudge's satirical sensibilities
emerge in her poriraval of MarmaJuke Scarlet, a dwarf servant whom
Maria meets al the castle (which, like lloiiwarts. is enchanted and
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hidden) where she has come to li\e. When Maria offers to help him clean
up the dishes, Marniaduke sa\s. in a lone \\orlhv of Peres Weasley that
she ma\\: "You ma\e one of those dishcloths from the line,
fetch \ourself a stooi. and give me the benefit of your assistance during
those ablutions thai necessarily, though unfortunately invariably follow
the everci.se of the cul'man art" (86). After listening to this inflated
speech, Goudge's narrator observes, "Marmaduke Scarlet, it seemed,
made up for the shortness of his still Lire b\g ven long \\ords in
conversation" (86). In terms of (kludge's importance in Rowling's
imaginali\ life, when asked about her influences Rowling says, "(ioudge
\\iis the onh one whose influence I \\iis conscious of. She always
described exactly \\hal the children were eating, and I really liked
knowing \\hat they had in iheir sand\" (",l. K. Rolling's Hook-
shell").

Lavish descriptions of food are another trait that (ioudge and Rowling
share, but I suspect that the narrative lone is an equal K strong attraction.
In an interview with Ama/.on.coin conducted in 1999, Rouling men-
tioned "three books |she| read as a child thai stand out in |her| memory"
("Magic. Mystery, and Mayhem"). The first \\us The Little \\ltiie Horse,
the second was Paul (Jallico's Manxniousc, and the third was ('lenient
Freud's Griinhle. On the cover of Griinhlc (1968) is the title character, a
hoy of about ten; his hair is combed but unruly he is wearing glasses, and
he is dressed in a schoolboy's uniform. In other words. Grim hie hears
more than a passing resemblance to Harry Potter. I hough Grirnhle's
parents are alive, they are absent for nearly all of the hook, suggesting
another parallel between (ir'unble and Harry In identifying Griinhle as
one of her favorite childhood books, however. Rouling cites not the
parallels with her own character hut Grhnbk'"* humor: she calls it "one of
funniest hooks I've ever read" ("Magic, Mystery and Mayhem"). In the
opening page of the book, we learn that (irimhle's age is "\ihout ten"
because he has "rather odd parents who \\ere very vague and seldom got
anything completely right" (I). Freud conliiuies, "For instance, he did
not have his birthday on a fixed day like other children: even now and
then his father and mother would bu\ cake, put some candles on lop of
it and say "Congratulations (irimble. Today urn are about seven', or,
"Yesterday you were about eight and a half but the cake shop was
closed"" (I). Introducing his central character, Freud also explains that
his parents usually communicate with him b\g notes:

I'sualK. when he Id'l home in the morning, his parents \\civ sliil asleep
and I hen: uouKI he 11 nule al Hie bottom of the stairs sa\. KNCI.OSI'.f)
PL1-AS1-: FIND TENl'ENCE FOR YOUR BREAKI-'AS'I. As"leii|)eiK-e is not
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Describing parents who forget their onl\s birthda\s being "\cr\" or "rather odd." trend cmploxs a bemused lone, and the humor ol'

the line "As teiipence is not \er\" is a bit olT-heat,
Although Row Iiny's narrative \oiee adopts a similar lone (noiahh, in

the first chapter of Philosopher's Stone). Dumhledorc is most likel) lo
express himself using such a wr\l\t sense of humor. At the
banquet that kicks off the ne\l \ear in Harry Potter and tin1

Philosopher\ I)umbledore sa\s. "Welcome! Welcome lo a ne\r at llogwaris! Before we begin our banquet. I \\oukl like lo sa\ leu

uords. And here lhe\: Niluil! H lubber! (Kldment! 1 \\enk!" lie then
pauses and adds, "Thank \ou!" (91-92). During the heginning-of-icnii
banquet in H<irr\ ami the (ioh/el of I-'ire. he sa\s, "some of \ou
u ill nol knov\l the Triw i/ard 'lournament imohcs. so I hope those
u ho do knou u ill forgive me for ui\; a short e\]ilanalion. and allou
iheir attention lo \\ander freel\ (165). Pla\: on the literal meaning of
"a feu uords" much as (iriinhle plu\ on "lenpcnce for breakfast,"
Dumbledore's speeches recall Ihe amused narrator of trend's novel. As a
possible inspiration lor Dumbledore's -and Kou liny's —sense of humor
and as a likeK inspiration for Harr\r himself, ('lenient hreud's
Griiuhle is an influence thai ileser\es further study

I'aul (iailico's Miin\inon.\e (I96S). a v\himsical lanlas\t a blue
and laiMcss ceramic mouse u ho comes to life, has a gentK humorous
lone, suggesting that il. loo. ma\e an influence on l\o\s narrative
\oice. On the nighl lhal Manxmouse leaves ihc ceramist's house, he
meets a Clutlerbumph u ho "was looking for someone to entertain u iih a
bad dream or a I idle agreeable terror in (he night" (24). I he ('kilierbumph,
Ciallico's narrator explains, lakes the form of "|u|haie\er il is thai
frightens one the most" and it "cannot exist to frighten aiuonc unless thai
somebtxK thinks of il firsl and decides what it is going lo be like" (25).
Since boggarts appear in novels such as Susan Cooper's The Hot>t;art
(199.1). (iailico's Clultcrbumph ma\t he the sole source for kou ling's
Hoggarl. Houcver. a Hoggarl also lakes "(he shape of whatever il thinks
will frighten us most." as Hcrrnionc explains in Prisoner of A:kahitn
(101). And successful encounters with both Rowling's Boggart and
(iailico's Clutterbumph alua\ involve humor As Professor Lupin
explains, "the thing that real I\s a Moggarl is laughter" (101).
Neither Manxmouse nor arn readers find the Clutterbinnph to be scan
because (iallieo writes Ihe scene vviih abundant humor. After Ihe



('lulterbumph explains thai his job is to inspire fear. Manxmouse
apologi/es, "I'm sorry I real I \t think of anything I'm frightened of"
(26). The ('Intterhumph suggests. "What about dark corners when \OLI
never kno\ what's going to jump out at \ou7 Thai's something I do
beautiful!}, by the way 1 \\as first in im class junipiny out from dark
corners" (27). When Manxmouse explains that he doesn't now how to he
afraid of that cither, the ('lullerhuniph suggests a cat: "Wail till von see
the kind of cat I can be. Made Ihe Honour Roll for if (27). Their
conversation continues in this \ein until the ("lutlerbumph \\anders off,
discouraged. While it is (iallico, instead of his character. \o uses humor
to dri\ off the shape-shifter, both his CluUerhumph and Rowling's
iJoggarl remind readers that laughler can uard off fear.

1 hough the combination ol humor, fantasy, and realism signals the
influence of h'reud. (iallico. (ioudge. and Nesbil. the Putter novels'
mixing of fantasy with m\ster\s thai Rowling ma> ha\ been
milueneed b\e fiction, loo. The quests of each book follow the
patterns of both the fanlas\'s epic journc\s fulfilling a grand
purpose and the rmslm's progress towards uncovering a hidden truth.
Like Arthur in 'I'. (I. While's The Once and l-'nture King (196S) and (Jeci
in Ursula LeCiuin's first liarthsea lri!og\. Harry is on a ijucsl
both for a goal and for sclf-discoverv. In Hurrv Potter ami tin'
Philosopher's Stone, he seeks to protect the Philosopher's Stone; in the
second, to slop the basilisk from attacking students; in the third, to elude
and lo be revenged upon Sinus Black, whom he believes was an
accomplice in bis parents* murder; in the fourth, to win Ihe Triwi/ard
Tournament: in the fifth, to learn emotional self-control so lhal he ma\t Voklemort's attempts lo manipulate him. As Ihc epic unfolds.

Harry is also learning what he needs to know—about magic and about
himself—so lhal he mav succeed in Ihe final confrontation between
himself and Lord Voldcmort. Although I would not be willing to sa\l
all fantasy lacks an\t of m\ster\ Rowling is perhaps more
explicit in presenting each of these fantasy quests as mysteries. Many
Ron, Hermione, and their friends are detectives, discovering clues and
investigating what lhe\t mean. In Harry Potter and the Order oft/it.'
Phoenix, Harr\s v is'ionar\s offer glimpses of Voldemorl's acliv i-
ties in the Department of M \slerics. The\s what this information
might mean, seeking further evidence b\g between the lines of
The Daily Prophet, and b\g on people with access to more
information. In Order of the Phoenix, the trio and their allies wonder:
Does the Department house the secret weapon lhal Voldcmort seeks'.'
What is lhal secret weapon'.'The imslcry plots make these novels pa;je-
lurners. endow inu them with a strong narrative drive.
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('outran to Penninglon's assertion. Tolkien is not "at the heart ol'
|Rowling's| hooks" (82) —narrative is. Tolkien lets his narrative unfold
as a hisloiA. and Rowling has her hislon. unfold as a narrative. The
increasing length of the Harr\r hooks is not, as Penninglon
suggests, a sign of their "growing longw indedness" (86). Instead, the
hooks grow longer because. \\ith each new volume in the .series, the arc
of Rowling's narrative expands. Starling with ihe end of Harry Potter
and tilt1 Prisoner of A,~k(ihfin, Ihe work! he\ond Hogvvarls begins playing
a larger role in Ihe characters' lives, a trend thai continues in Goblet of
Fire and Order of the Phoenix. Al'ler Dumhledore announces lhal he
cannot prove Sinus's innocence to the Minisln of Magic, HanVs
thoughts offer a melacommcntan on the lid\s of the first two
novels, and foreshadow She fuel that ihe endings will no longer he so
neal. Harry "had grown used to the idea that Dumhledore could solve
urn thing. He had expected Dumhledore lo pull some ama/ing solution
out of the air" (Prisoner 288}. Readers who had grown used lo
Dumhledore"s solutions also ma\e surprised, hut in all Potter novels
after hook three. Rowling cannot he accused of "remain|ing| within the
predictable happ\-end school of fair\-lale writers" (/ipes 182). As
Rowling reveals more of the magical universe that she has created, her
stories need lo grow more complex and to become longer because she
uses plot to con\e\e intricate and tangled histories of her characters. In
contrast, the novels in the Lord of the Rin^s trilogv are each of
comparable length because, as books more invested in fusion, than in
narrative. lhe\e full details of Middle-earth throughout (he series.
Rowling's universe is no less fully imagined lhan is Tolkien's, as
evidenced by the fact that the first Potter novel introduces Sinus Black,
Arabella Hgg. and the implications of HanVs scar hurling (in, respec-
liveh. chapters one, two. and seven). Instead of faulting Rowling for
being long-w hided or predictable, one might instead note thai she reveals
the full range of her inventive powers over lime, preferring to guide us
through HanVs world through ihe pleasures of narrative.

Her gifts as a storyteller ma\e readers lo miss Ihe mam games
she pla\ with language. Suspense inspires rapid reading, as one turns
Ihe pages to find out what happens nexl. Yel there is much in these novels
lo warrant slowing down and rereading. Suggesting that he has done so.
Zipes offers a gloss on ihe et\molog\f Voldeniort, claiming that, since
niort "is clearK Hench for death" and "the old Norse vole [. . .\s
field mouse or rat," Voldemort is "ev il as a death field mouse or death
rat." However, rather lhan pursue the implications of this stimulating
interpretation, Zipes concludes, "But the meaning is irrelevant, ll is the



association of Voldemon with uncontrollable evil thai is important"
(181)- Yet, since virtual!) all of Row ling's names have s\c signifi-
cance, the meaning \\ould in fact seem quite relevant. The l;rench
et\mo!og\f Voldc/nori suggests thai it means not death nit but f'lii>lif
front detn/i or cheating death, relevant because Voklemorl so Tears death
lhal he has attempted to make himself immune (o d\ing. When, in Order
of rite I'hot'iii.\, Voklemorl claims. "There is nothing worse than death,
Dumbledore!" Dumblcdore replies, "You are quite wrong. Indeed, your
failure to understand that there are things much worse lhan death has
alwa\ been jour greatest weakness" (718). In other words, the name
Voldcmort identifies the Dark Lord's greatest strength (presumed immu-
ni t\o dealh) and his grealesl weakness (he assumes that there is nothing
worse than dealh). As /ipes w isel\s before he dismisses his insight.
"Rowling likes to play with names using foreign associations and
phonetics to induce associations" (181).

Rowling uses names lhal connote character trails, as do Austen,
Dickens, and Tolkien. There are loo many examples of these names to
cite them all in this essay, bul here are some represenlalive examples-
Row ling, who a! Kxeter I inivcrsity majored both in Krench and in (ireek
and Roman Studies, seems quite familiar with Ovid's Metamorphoses.
which (for example) tells of the hundred-eyed Argus, w horn Juno ordered
to watch lo. When coupled with "filch" (which means to pilfer, espe-
cial!} something of small value), we have Rowling's character Argus
Filch, the petty, vigilant Hogvvarts caretaker, ever eager lo punish
students lor the tiniest infraction of the rules. Narcissa Ma I toy, Draco's
mother, is named for Narcissus, the man who fell in love with his own
reflection. And Minerva McCionagall lakes her first name from the
Roman goddess of wisdom. Not incidentally, just as Rowling's Minerva
can change from human being to eat, so Ovid's Minerva—like most
gods-- can transform herself, appearing disguised as an old woman w hen
she arrives to challenge Arachne. for example. Hermione shares a name
with the character who. in Shakespeare's A Winter's Title (1610-11), is
thought dead until \\hal appears lo be her statue comes to life —an
appropriate name, given that she is petrified and then revived in the
second Potter mnel.1

Dolores Umhridge. the High Inquisitor win* tyranni/es Hogvvarts
during Order ofihe rhoenix, has a first name derived from the Latin for
sorrows, and a surname homophonic with ninbra^t'. This noun can mean
offense, annovance.. or displeasure, but also has (he root of umbra, I ,alin
for shadow. As an easily offended figure who attempts to shadow
students" and teachers' every move, Dolores Umhridge spreads sadness
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and suspicion, jusl as her name suggests she might. Morgin. ihe propri-
etor of Horgin anJ Hurkcs. a pa\\ shop (hat tnides in items ol' dark
magic, luis a name derived from hor^. an Old hnglish word lor loan or
borrow— and an apl name tor a p;n\p o\, (iildero) Lockhurl. the
\aiii. fatuous \ \o lakes credit Tor oilier people's heroic Uced.s, has
a name suggesting holh "gilding the lil\ anil "gilt." or Take gold
(Randall 4). As Jess\l notes, "(iildcro) Lock hurl" also sounds
like "a character in a Harlequin romance" {.!). Street names and (he
names of objects ha\ double meanings, too. [-or example, the Durskys
li\ on l'ri\et l)ri\e. /Vnr/ is a shrub ol'len grown as a hedge (\\hich
Harr\s forced to trim in the first book), and I'rivt't also has connections
to l'ii\\i!t' and to/v/Yv -the latter \\ord can also mean <>i(tht>int'. Privt'i.
then, links I he Durslcvs to toil els and to hedges ("ridiculous and resonant
uilh the orderliness and repression of a suburhan English childhood." as
(iillian Laihc\s on page 146 of her essa\n this issue), suggesting a
sl\m of the Durslcvs' failb in privac) and private property. Ami
there is the pun in the "Pciisievc" \\here Dumbledore collects his
thoughts. As he explains.

1 sometime*. Iiml |. . . | HILL! [ simpl\\ loo main llmuuhls ami nicnioni-s
uamiiK-J mlo tn\. |. . . | At UK'si: IniU's," situl OiiinhU-Jorc,
iiiiiicaluiL' Hit- sliiiiu Ixisin. "I usi' Ihe Pcnsicve. One simpK siphons ihe
excess ihmiyhls Ironi oiu-\n mil. poms than mlo the basm. and c \.HIIIIK-S
I hem at one's leisure. 11 Kvomes easier lo sp.il the pa Herns and links. \on
midei slaiid. ulien I hex are in this t'oim. (titthlct 5 IX I1J)

In other \\ords. Dumbledore uses Ihe l'ensie\ \\hen he is feeling
pensive.

There is much in the Ham Potter novels lo make us pensive, loo.
should we lake the lime to read slouh and to think as we read. In
promoting the pleasures of shm contemplation, the Harr\r novels
can pull readers avvav from the consumerisl pleasures of the Ham Potter
merchandising industry While it is true that, unless borrowed from a
libran or a friend. man\l first need lo purchase Ihe books in order lo
read them, il is equalK true thai bv rewarding rereading, the series mav
encourage us lo cnjov \\hai we alreadv have, instead of spending more
mone\n hooks, video games, or action figures.

hven Ihe mone> in Hum Potter's world has symbolic significance. In
liarn \\t v isil into the w i/arding world (w hich occurs during the
"Diagon Allev" chapter of book one), he learns ils monetar\:
there are 29 Knuls to a Sickle, and 17 Sickles lo a (ialleon (Philas<>pih'i-\ 5S). I \\enl\-nine and seventeen are both prime numbers, and the

chapter is lull of prime numbers: James Potter used an eleven inch wand.
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HariVs \\anJ is eleven inches also; he pavs "seven gold Galleons" for
(he wand, and gives the o\ "fi\ Knnis" for delivering a letter
(PhilosopttL'i-'s Stone 63, 65, 50). Kleven, se\cn, and fi\ are primes.
Why all the prime numbers? As 1 suggest in my ./. A'. Rowling's Ihirrv
Poster Novels: A Reader's (Juitlc (2001). some people consider prime
numbers to he nnslieul; so, the manv prime n urn hers introduce the
mnel's themes of magic and the supernatural (31-3). When discussing
the I'acl that there will he se\en books in the series. Routing has
observed. "Senen is a magical number, a nnstical number" (Mehren).

If the "magic" of prime numbers is one reference here, another is
mone\. Rowling is poking fun at the British monelan svslem prior
to 1971. Twcnh-ninc Knuts to a Sickle and seventeen Sickles to a
(iallcon means that mere arc 493 Knuls to a Galleon. Before 1971, there
were luehe pence to a shilling, and twenty shillings to a pound, \\hich
translates (o t\\ hundred fort) pence to a pound. I'odav, there are one
hundred pence to a pound—just as there are one hundred cents in a
dollar. Bui the British s\slem of coinage used to be quite complicated.
Row ling, who was born in 1965. would have been familiar \\ith the older
British monetary svslem because the coins remained in circulation
through the earl} 1980s. Whether (he Sickles, Knuts, and Galleons make
magical allusions or saiiri/c an overK elaborate current:}, numbers are
some of the details that make rereading Ihese novels fun. Rereading
reveals other kners. changing the wa\ we think about (he novels.

Her imcnliveness notwithstanding, main have faulted Rowling's
prose sl\lc, Penninglon claiming that it fails to "induce wonder" (85),
and Robert McC'rum calling it "as flat (and as hnglish) as old heer" (3).
Offering a more diplomaticail} phrased version of this comment, Tucker
sa\ that the hotter hooks have been "|w |ril(en up in good, workman-like
prose with no frills attached" (228). Zipes observes, more critical]}, that
"|t[here is nothing exceptional about Rowling's writing in comparison
with that of main other gifted writers of children's and \oung adult
literature," and he offers his ow n lisl of "gifted writers": I ,lo\ Alexander,
Natalie Babbitt, Diana Wynne Jones. Francesca l.ia Block, Philip I'ull-
man, Jane Yolen. Donna Jo Napoli, and "main others \o are constant!}
experimenting in imunalive \\a_\s" f 174-5). Claims of lileran merit are
closeK linked lo individual taste and therefore nearls impossible to
prove. Admitting, then, thai m\n commenls will he as subjective as
those jusl mentioned, I would urgue thai Rowling compares favorahl} to
most of the w ntcrs Zipes mentioned, though she ma> be surpassed b\
few of them. At its best. Block's lyrical imagen. exceeds that of Rowling,
and Pullman's «ift for wriliniz beautiful sentences is unmatched b



ko\\ling or an\r on Zipcs's list. Pullman's His Dark Materials
trilog\s both a more I'ineU crafted st\le and a greater intellectual
depth than does ko\s series.

Iucker makes a good point in describing ko\\ling\e as "\\ork-
man-likc." bul I \\uuld instead argue that she is an ellieienl u riler, skilled
in choosing each detail lor maximum elicet, and consequent!) able to
create an extreme!} \l experience \\ithont indulging in long descrip-
the passages. Her skill at telling an engaging slor\s readers to
forget that she often tells In shoeing. In this sense. Penninglon's claim
that ko\\ling "tells but does not s|io\\ (S3) is a natural assumplion to
make after experiencing km\s prose. Houevcr, upon closer exami-
nation, the shov\g is there, bul it is al! in the ser\e of telling the tale.
In l'ri\(»u'r <>J A:.kahan. u hen Harr\d Hennione mount Uuckbeak so
that lhe\\\p to Hog\\arts" West lo\\er and rescue Sinus.
Ro\s narrative tells us, "liuckbeak soared straight into the dark air.
Harr\d his flanks \\ith his knees, feeling Ihe great \\higs rising
pottcrfulK beneath them" (M)2). 'I hese sentences create an image
s\neehdolall\ selecting strong details to suggest the larger picture.
Ikniiig full} described the Hippogriff on main prc\ious occasions,
kottling here uses "flanks" and "great \\ings rising powerful]}" to
highlight Huckbcak's defining features. Referring to the flesh betuecn
ribs and hip, the \\ord "flanks" remind us thai HippogrilTs ha\ the
"bodies, hind legs and tails of horses"; the "great \\ings rising pouer-
l'ull\ remind us that thc\ Ihe "\\ings and heads of | . . . | giant
eagles" (S7). I hat is. "flanks" and "\\ings" sa} just enough lo come}
each hall ol' the horse and-eagle combination. I hese details are sufficient
because Ham and Hennione ha\ spent the last ten pages \\ith Huckbcak,
during \\hieh time Kottling has liuckbeak breaking into ;i "trot" (2*M).
"digging his beak into the ground, apparent!} searching for ttorms"
(2(JS). "eanlcring along behind them," and "fold|ing| his uings eonient-
cdl\ (299). When she tells us that "linekbeak soared straight into the
dark air." ue should alread} ha\ a clear picture of the Ilippogriff. I he
ttords "soared straight" comc\s abrupt lift-off, and "dark air" frames
the HippogrilT and his riders in black space, creating a sharp contrast
betueen them and the surrounding night sk\ In sum. kouling \\riles
sentences that are both \i\idl\e and aclhcK propelling the
plot forttaal. Ker\l tells; nothing's superfluous.

1 his rescue ol Uuckbeak and Sirius calls attention to llermioue's
centralit} lo the I'olier epic: the combination ol her intelligence and
Ham's quick thinking are vital to the success of their mission. Harr_\s that the\t rescue liuckbeak and fl\m to Hilttick's office.



rescuing Sinus: llermione, who understands the seriousness of meddling
with time, makes sure that the) do not exceed Dumbledore's mandate ol'
"sa\l more than tine innocent life tonight" (Prisoner 2XS). She also
ensures thai lhe\e their actions carefully mo\g Huckheak after the
executioner Macnair has seen him, hul he Tore Macriair leaves Hagrid's
hut lo do the execution (Prisoner 291-3). Despite Hermione's evident
importance. Tucker and Zipes. ('hrisline Schoel'er, and Donna llarrington-
Luekcr all fault Rowling for her representations of girls. "Gender roles
are stereotyped," sa\ Tucker, "with boys out for action and Ihe one
salient girl character forever urging caution" (229): "the girls are alwa\
left tti gawk and ga/.e at Harr\s stunning process," observes Zipes (179).

As the title character, Harr\r v\ill of necessit) he the series" main
hero, hul Hermione is the intellcclual hero and possesses sufficient
braver)-- that defining Gnffindor [rail —lo break Ihe school rules, to
help Sirius escape, to protect (he Philosopher's Stone, and to fight a band
of Death Haters. She does urge caution, but when she does, she is always
right. In Philosopher's Stone, she's correct lo warn Harn lhal Mai TON'S
challenge lo a duel is a trap: il is. as \\ learn \\hen MalTo\s lo turn
up. but hilch does, nearlv catching Marry In Order of the Phoenix, she's
correct to encourage Marr\o stud) Occlumenc); had he done so.
Voklemort would not ha\ been able lo lure him lo the Ministry Her
intelligence frequent!) saves the trio. At Ihe end of Philosopher's Stone.
onlv she knows hou lo slop the I)e\s Snare from strangling them, and
onlv she can solve the logic pu//.le (202. 207-08). In Gohlet oj Fire.
Hermione discovers (he Four-Point Spell thai helps Marr\e Ihe
ma/e ((SOX). In Chamber of Secrets, Hermione solves Ihe myster\f the
Chamber of Secrets {189, 215-16). Hermione is so well read lhal
Rowling has appointed her the historian of the series. Thai is, whenever
Rowling needs to introduce some of Hogv\' history she gives the job
lo Hermione. Rowling even makes a joke of this narrative lendencv;

II is true thai Hermione is made fun of for being a know-it-all, hut il is
equalh true lhal Hurr\d Ron would have died several limes over
vv ilhoul her assistance. As Lupin tells her, "You're the cleverest \viich of
\our age I've ever mel, llcrmione" (Prisoner 346). As Hli/.a Dresang
demonstrates in her thorough anal)sis of gender in the Potter scries.
"Rowling's Hermione is a strong, intelligent, thoughtful, compassionate
female who is not onlv assisting the males wiih whom she has an
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interdependent relationship hut also working lo become her o\ agent as
well as a eatalvst tor social change" (242).

The Potter novels do have an activist spirit to (hem. but the agencv of
the books themselves —the wa\n which the\t upon the reader—
grow s out of Row ling's pro\v e use of anibigui(\ h'ar from descrih
ing "a world of simple heroics and moral absolutes" (Tucker 2291.' the
I'oiler novels endow all hut the most \s characters with a mixture
of admirable and distasteful qualities; Ihese complexities can prompt
reflection, as readers are forced lo think about vv hat the\. Snape, the
classic example of such a characler, is neither the villain he at first
appears lo he. nor a particular!} likeable fellow. Though a former Death
Hater, he is also a member of the Order of the Phoenix: though erne! to
Ham, he also saves his life. Order of tlie Phoenix gives us e\en more
reasons for thinking about Snape; the memory of being bullied In James
Potter elicits our s\mpalh\ even as Snape continues to delight in
bulking Hum and friends. As Rowling told a reader who inquired about
Snape, "Keep an e\ on him" (liarncs and Noble ('hat).

I would suggest readers keep an e\ on the Ham Potter phenomenon.
It is, like Snape, more complex than it al first ma\. Hum is a
marketing juggernaut, the most visible example ol' the least admirable
trends in todav "s children's lileralure industry However, \vc should he
war\f conflaling the Ham Potter novels \\ilh ihc Ham Potter h\pe.
Although Rowling. Ham, and Warner Brothers ma\e complicit with
the legal and market forces that create the Ham Potter phenomenon,
Rowling and her books —to the degree that they can —do offer a limited
resistance. Further, while reasonable people ma\e about the
novels" artistic merits, the books have sufficient le\lual richness lo
v\arrant further stud\ As if lo confirm this fact, three collections of
critical essu\ have been published in the last three \curs: I .ana Whiled's
The Ivorv Tower and llnrrv Poster: Perspectives on a I.iterar\
enon. Hli/abelh I',. Heilinan's Harry P«tter\ Mnli'uttu-iplinary
Critical Perspectives, and Giselle l.i/.a Analol's Reading Harry Potter:
Critical lissti\s.

(liven the appearance of these collections and of the main other hooks
and scholar!} essa\ on Ham Potter, the hypcrcommerciali/alion of the
Ham Pollcr franchise has not obscured the appeals of the books. In a
scene often cited approv inglv as a description of the Harrv Potter novels'
magical effect on readers, Ron warns Ham about an enchanted "book
that \ou could never stop reading." As he explains. "You just had lo
wander around w iih \our nose in it, Irving lo do even thing one-handed"

172). When Row liny wrote Ron's admonition auainst be-
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\\ilched texts. llarr\r uas not the massi\ capitalist enterprise he is
no\\ so the metaphor of (he enchanted hook seemed to represent the
pouer of Rowling's literan, art, ho\r \\ords held readers' attention,
making lliein rekiclanl to put the books down. Todu\ some look around
at all the In pe and sa\ reasonably, thai the metaphor of the enchanted
hook dramali/es hou people ha\ heen bcu itched by advertising, lured
into reading a popular but second-rate series. The confluence of cultural,
fiscal, and legal forces in which Harr\r is enmeshed ma\r the
belief that Harr\s "magic" is nothing more than sa\\, but
there is a magic beyond the marketing —the magic of good storytelling.
Most of the literan criticism to date confirms this perception. That said,
e\en if there comes a lime \\hen ue are no longer bombarded \\ilh all
manner of Harr\r merchandise, the books u ill never be able lo he
severed from the \asl commercial enterprise of \\hich lhe\e a part.
However, the literal'} magic should never be confused uith the marketing
magic: if ue are lo fu!l\d either aspect of the Harrv Potter
phenomenon, the literan text and the marketing campaign must be given
their due.

Phi tip Nt'I f's Assistant Professor of English a! Kansas State' l-'niversitv.
His niosi rect'ti! hook is Dr. Seuss; American Icon (('nntinintin. 2004).

Notes

' lor ITIOR- on I k-rmioiic's name, ^cc Divsang (212 14).

1 'tucker echoes some of Wilson's critieisnis ol I'olkien. ()l The Lord oj tin-
-i, Wilson u rites. "The hero has no serious temptations: is lined b\o

insidious enchantmenls. perplexed h\u prohleius. Wlial \ve yet is a simple
confrontation - in more or less the traditional terms ot the liritish melodrama
ot the f-orces ot" Lvil uith the I orces ol' (iood" (343).
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