.g.ﬁ.#.%.y.ﬁ.

REE &

o = X
K CaEAE” 5 BEN 0 ST
%X B A SeRaR )

Smf.' @ s A

National Defense Industry Press



FEFEXE

HLIHRFEREL L LGB ARZRTAHAR
BENEERS:

}Au E EEI/\——” Iﬁ
“BENHURES

§

P S
e -



BHBEN % B (CIP) 85

FEENFERG N BTAE S BRENNERES
W 33/ MEgE. —dtat . B LAk HiREL, 2012.4

(HF¥E R

ISBN 978-7-118-08049-0

1. D%... 1. OK... M. OFEE— W% PR —
HRER—Fx N. OI106.8

of [ A [ 48 CIP $E#% 7 (2012) 88 060402 5

@ - A oo o WAL
AR X LBt 23 5 HRB4REYS 100048)
5 T . R BV BV
R

*

FF 8801230 1/32 ENSk 5% F¥ 201 TF
20124F 4 A5 1 /RS 1 ERRI  ED%E 1—1000 ft  EHY 28. 00 JT

(FBMAMERHFR, R HTAR)

EB5 )% : (01088540777 RATHEW : (010)88540776
RATHEE : (010)88540755 &A% . (010)88540717



2
|1

HE SR AR R REY ISR, b RS ZB MR E
o EAEHA AT HEW BIREE, VERRL. FEAZA
BEEE. LEABREENRADAEELRXBARGSHSH
FOETARISHHENES ., ZBUAEAE"MEEN"R
ZH, R 7 A - B % /K (Donald Barthelme, 1931—
1989) & HPL » F 45 (Angela Cater, 1940—1992) . B4 - &
¥ (Robert Coover, 1932— ), %48 » F& 73l (Anne Sexton,
1928—1974) M BRMEX M EEEMIEABIR R . Hhoatr
THRNEENRRAR, R T EE/ERSM TR, 512 EA]
XERW TR, BARAEFES LA & NWBEE B,
EEEEHET2REFPRBNEIES. Rk 7o ROFH, Br
DAX BETEIX — SO R BRI R R R 25

APH5E ER=ZERELHR. 55 ERERERAN
BTABEE EIEFEE WM, UKL X — CEAR N HE
WA HoK, 1T T RSN SCRREE R , IR T A MRS
¥ Ea, AE B AR NE R B XK TTER .

H—, A 50 SRR A B B R BRI R E
WHEBRIR. BAREIMIMEEHEL, FIBER. MY, 524K
RE, hEMETEHEE., Bl A BEAHEIEE LMD L
SCAREEAR 1 SCAk, 4T H P I R BORE ML EAT]
ORIESE , REZ B, BRI ETE AR RS, oA a7 & E
PR .

I



B ELRREE. MR E T R E A W EE
HE BRI TEE RN FR SR EE . A% X5 =4
oy Xt EEAYBBIR B IEX R NIEER . RS HF
P ABEETHMEEASESHNIA BR T ENERIBA
ZARER N R E R, BUEISRATINBRR K ZAE L
FERB VLSS HALUKAEEMNK LA,

BRI E N EE. ER T EEES M
B IFREB RN =B, 4050 SR A R SRR U
Ay, W UENE AR ERE RE R FE YRERK
A BB SO B TR E SR . BRI SN AT E T
ZHMBGEPAIN SRR, BT TEZAEZRAFA. NN fE5E
WEAESEATRA, EEAHENTES, EREBLUMAEEE.
HHEFT.

Wit FRAEEX RN E S AR R WTHE ST UREE NS
W ABHEMFIZ TREERWBEAESERE FELEUTS
W UREFESHER T CEANTRGITHE T IHA ZIRESKN
Mg, E AR T AR B_ZARTER, FESES T B 51
AYtE. BTS2, BilHES ALY 22 H K A 0T 5 5k 15
oy ERE R ERNEEN AR, ERATXRERFZ
SR EIEA REREE BT AT ALK , E LR FakEE.

BRAERMNSHT 20 308 FHEIFES L, Hik
FEGHEHARBRE. ERXNAERR ZARXNEEBRE, R
SGEEMARPKE. YT HFEMAANEH. 2010 F5
2011 4, A —FC(EE ANV B LB, 2012 FHE R H
“BEATE RS E L, &2 Relativity Media B2\ A
HE G R L R AT A ) GBS ES) MEEEL A
¥ m—HUEARTLMESZAESHEAN) NG R, A5 A
F A TR KRR, Bk E R, EEDEA LR E,

¥



EMUBBERARNE G, ol 4Lf5 4, 7 6t AT ARl g
B, IS R BE R ARRE

Ba, B AEREFEA IR PR FTRIEMB K
N [ o1 B T U R K2 S i 2 B o R A B B B B
HTFEENARZEZRKE R ERBTORA R e B h R s
Bt » A e Z AL B R AL G SHOFRIIS I, th A A fE
N B X — R IR SCHR B A2 FRR A PO A TR

AEA
2012 4, L M



Contents

INLrOAUCHIOIL o orovrvvessessnnsarnasssssnsasssassssssionssorsssnasansasorss 1
Chapter 1 Birth and Curse: The Fairy Tale Godfathers ------- 23
1.1 The Anonymous AnNCestors ««-sssssessessesssssneeess 25
1.2 The Ttalian Harbingers «-oeoeeeesrrsesesimssesnnneenss 26
1.3 The French Promoters «sesssessssssssesssansnssssnesess 28
1.4 The German Masters sesssssesssssasssssserssassereesans 31
1.5 The American ANimAator «s+s«sesesssssesserrssasssasssee ax
1.6 SUIMMATY «eeeereeeeerersesssmmmmmminneeninisssanesannns 39

Chapter 2 Disenchantment: The Twentieth-Century
Rihils: 5w ety vrenvsnmuvansssnsin e koms Gavssssvss roomnss 43

2.1 The Iconoclasm of the Stereotypical

T e r—————————r R 45
2.2 The Revelation of the Latent Relationship «--«---- 68
2.3 The Remark of Hidden Taboos «+=seererereeaecennenn. 82
2.4 SUMMAry «-eeresesseesessisemsiiimisiinitisienieeein 97
Chapter 3 Awakening: The Spellbound Reader «:-:-:ceceeeeee 100
3.1 The Literary Transfer «--eeeeceesemminmeriminnn. 102
3.2 The Tempo-Spatial Transfer «eoceseeereeeenecencens 116
985 The Bower Transler seoomssanassnsssanssssdsssmesss 126
3.4  SUMMArY ++weereeeeessessssossssrnnmaneesesssnsssnannnne: 139
CORCIBRIDEL < +v+7+ swvens vossesnensramnnnrussanusans sobanssonshitnsmasssanss 142

VI



Introduction

Once upon a time, the forefathers of mankind resort to
folktale in quest of the truth of this world and the reason for our
being. Those stories, told around the fire and passed on by the
vagrants, express the essential knowledge and thought of human
being on the early stage. They are like the ancient flame, which
is kindled into a fire that blazes during countless generations to
the present. The steady flow of collective wisdom and shared
experience evokes profound feelings of awe, generates respect
for life as a miraculous process and inspires curiosity in the
exploration of life. One kind of folktale, which especially
emphasizes fanciful events and legendary deeds, is later named
as fairy tale. Most of them set in an imaged place and in abstract
time, they portray the witches, the talking animal, the royal
families and other folkloric characters, they involve enchantment
and supernatural sensation, they follow the formulaic sequence
of events and usually conclude with happy endings. The docu-
mentation of such tales gives birth to literary fairy tale, which
keeps the ancient plots and motifs of the oral culture. The wide
scope of literary fairy tale’s circulation, the high number of its

reprints and the multiple adaptations in various fields are the
1



proofs of the enduring charm and the passports to the test of
time. One open sesame of fairy tale is its perennial freshness in
representing its own time and awakening our regard for the
condition of life. With legions of hands does fairy tale evolve
from the oral folk culture to the present classical stories, and
with more can it retain the vitality and prosperity in the coming

age.

1. Classic Fairy Tale

In spite of the fact that fairy tale, as a literary genre, has
institutionalized for more than a century and well established
itself as the canonical text, it is arduous and even impossible to
provide a concrete definition for this genre due to its complicated
system. Under the entry of The Oxford Encyclopedic English
Dictionary , fairy tale is defined either as “a tale about fairies” or
“an incredible story; a fabrication” (Hawkins and Allen 508).
Nevertheless, it fails to be a satisfactory definition since the
former depicts a partial picture and the latter has the flaw of
vagueness. By narrowing the topic to a manageable scope, Maria
Tatar tries to pinpoint the meaning of the traditional European
fairy tale as a story which “[ sets] in ‘a fictional world where
preternatural events and supernatural invention are taken wholly
for granted’” (Davidson and Chaudhri 4). Further explorations
give up the task of providing a definition in a meticulous way and
favor the strategy of descriptive study. For instance, the

mention of the phrase is once associated with “tales that include
2



elements of folk tradition and magical or supernatural elements,
tales that have a certain, predictable structure” (Harries, Twice
6). Other scholars take a different perspective and approach the
genre from its function.

They are not just psychological blueprints; they are

also what the Princeton historian Robert Darnton calls

“historical documents”. That is, they catalog not only

broad elements of human experience but also the parti-

cular details of each day and age. They express our
collective truths, even as these truths change beneath

our noses. And part of their magic lies in the fact that

as they do they provide not only a glimpse into our

present concerns but also a record of our past. (Oren-

stein 12)

No matter how fairy tale is defined, the invariable is its
social and literary significance. In “The Storyteller”, a famous
essay from Walter Benjamin (1892-1940), he speaks highly of
the genre, “[ He ] singles out the fairy tale as the clearest and
most powerful example of that true storytelling: ‘The fairy tale,
which is to this day the first tutor of children because it was once
the first tutor of mankind, secretly lives on in the story. The
first true storyteller is, and will continue to be, the teller of
fairy tales”” (Harries, Twice 10). With the crowning glory,
fairy tale is canonized and worshiped by people around the
world. Whereas, it is from this moment on that fairy tale rests
on its laurels and stops the natural evolution. The honor keeps

the rewriters at a respectful distance and a century has passed
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without any prominent adaptation. Suffering the setback, the
prevalent fairy tale gradually becomes a literary antique of the

last century and is fossilized in the art gallery.

2. Theoretical Catalyzer of Fairy Tale Rewritings

It is not until “the politicized 1960s and 1970s, of Vietnam
protest and feminism, of civil rights and gay activism” that fairy
tale greets the new importation (Hutcheon 140). The rewritings
of the classical fairy tale have many theoretical backups. In a
more general term, “[ contemporary | fiction,” in Steven
Connor’s words, “seems marked by the imperative of the eternal
return. [ In] contemporary fiction, telling becomes compulsorily
belated, inextricably bound up with retelling” (qtd. in Moraru
3). With retrospective eyes, modern writers glance back to the
literary legacies and judge them through the contemporary
criteria. Each evaluation serves as a reflection of the past as well
as the present. The correspondent literary theory of such
practice emerges “from the structuralist and poststructuralist
movement of the 1960s, especially in France” and is often articu-
lated in literary jargons such as intertextuality, “[ the] ‘rewri-
ting’ impulse, which is much more than simple imitation”
(Sanders 2). Fairy tale, as an exemplary literary relic, cannot
escape this revisional fad. Sensing the interaction between the
old and the renovated, Craig Owen (1950-1990) coins the
“allegorical impulse,” in his famous 1980 essay, to identify

“['this ] paradoxical conviction of the remoteness of the past and
4



the need to deal with it in the present” (Hutcheon 96). These
theoretical concerns boil down the dispersed practices to a revi-
sional urge and systematically study its motive, the method and
the effect, which lays the foundation for further studies in the
field.

To relocate the retelling impulse to its cultural settings, the
book moves to the discussion of the fermenting powers from the
socio-historical and philosophical grounds, especially feminism
and postmodernism. The world, as the background of literary
creation, has changed beyond recognition. John Barth’s
(1930- ) breathless collocation highlights the significant trans-
formations: “Freud and Einstein and two world wars and the
Russian and sexual revolutions and automobiles and airplanes
and telephones and radios and movies and urbanization, and now
nuclear weaponry and television and microchip technology and
the new feminism and the rest, and except as readers there’s no
going back to Tolstoy and Dickens” (202). The revelation justi-
fies the literary road and presses it forward. Its application to
fairy tale is the rejection of protectionism and fearless explora-
tion in the upheaval.

One radical trend of thought has its root in feminism, which
is moving towards the second wave after achieving the goal of
the first one. “Betty Friedan’s The Feminine Mystique (1963),
which has been seen as the herald of feminism’s second wave,
also calls for a ‘drastic reshaping of the cultural image of femi-
ninity that will permit women to reach maturity, identity,

completeness of self”” (Thornham 35). With the women’s liber-
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ation in mind, the feminists draw on the inspiration of the civil
rights movement and other social and ideological trends, such as
anti-Vietnam War and student movements of the 1960s. Even
though the emphasis on emancipation, which captures the
essence of the first wave feminism, coexists alongside, “a desire
[... ] to define a ‘feminine’ identity and discourse: an impulse”
[...] “was to become a central concern of certain sectors of
second wave feminism” (Gamble ix). Within the feminist frame
of reference, fairy tale stands out as the culmination of patriar-
chal hegemony with the mask of innocence and remoteness.
Therefore, it is necessary to refashion it from the opposite. In
spite of the fact that not all rewriters are feminists, they are
influenced, to some extent, by this school of thought and re-
dress the scales of their own accord.

A more influential and controversial movement, which
serves as the background to almost all the revolutionary
attempts, is postmodernism. Notwithstanding the frequent
uses, it remains the center of vehement debate. The appearance
of this usage can be traced to the late 1960s and “[its] first
widespread currency came from Charles Jencks (1939- ) in his
book, The Language of Post Modern Architecture (1975)”
(Easthope 17). Among the supporters of the notion, Fredric
Jameson (1934- ), both inspired by Mandel’s tripartite scheme
and confirming it, proposes “a periodization in which the forces
of production correspond to a stage of capitalist development and
mode of cultural production” and denotes postmodernism as the

cultural logic of late or multinational capitalism (Easthope 21).
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In the same strain, Jean Francois Lyotard (1924-1998) articu-
lates his opinion in his famed “The Postmodern Condition: A
Report on Knowledge” and shifts the focal interest from produc-
tion to knowledge. He argues that “[ knowledge] is seen to be
communicated by means of narrative, and Lyotard is critical of
what he calls grand narratives: theories that claim to be able to
explain everything, and to resist any attempt to change their
form (or ‘narrative’)” (Sim 8). In accordance with this criteri-
on, fairy tale can be classified as one kind of grand narrative that
tends to preserve its glory and canonical status. To debunk the
authoritarian attitude, Lyotard “celebrates the cause of ‘little
narrative’ ( petit récit) in its stead,” because “little narratives
are put together on a tactical basis by small groups of individuals
to achieve some particular objective, and do not pretend to have
the answers to all society’s problems” (Sim 8-9). The plausibili-
ty of the little narrative lies in its adaptability rather than the
universal value. The fairy tale renovation, which targets at the
ailment of fairy tale tradition, is a centrifugal force against the
grand narrative, “Christina Bacchilega has recently called these

’ a term she uses to include the ‘con-

techniques ‘postmodern,
flictual dialogue with a pervasive tradition’ that many contempo-
rary fairy tales engage in. Postmodern narrative transforma-
tions, she argues, ‘do not exploit the fairy tale’s magic simply
to make the spell work, but rather to unmake some of its work-
ing’” (qtd. in Harries, Twice 15). The disenchantment

eradicates the superstition that fairy tale answers all calls and in

return counteracts the universalization trend.



3. Fairy Tale Rewritings

Rewriting, the act of looking back with fresh eyes and from
a critical direction, for sure encapsulates the ethos of the twenti-
eth century which manifests its skepticism towards totalization
and authorization. The revisioners play in the literary funhouse
and challenge the authoritative past. “The term °re-vision’
deploys a strategic ambiguity between the word revise: to exam-
ine and correct; to make a new, improved version of; ‘to study
anew’, and re-vision: to see in another light; to re-envision or
perceive differently; and thus to recast and re-evaluate the
original” (Moraru 23). This method of creation is confirmed by
John Barth in “The Literature of Replenishment,” sequel to his
misapprehensive “ The Literature of Exhaustion”, and he
reasserts that “the corpse could be revivified by stitching togeth-
er the amputated limbs and digits in new permutations; by pas-
tiche, in other words” (Lewis 125). The common grounds
shared by the critical impetus of revisionary writing, in Peter
Widdowson’s word, are “canonical target, conspicuousness of
the ‘source’, °denaturalizing’” of embedded discourses and
ideologies, innovative and ‘liberating’ rereading of the original
and its historical context in which the present becomes oddly
‘legible’” (qtd. in Moraru 35). The interaction between the
revisionary impulse and the canonical fairy tale justifies the tenor
of postmodernism. With their innovative and liberating rerea-

ding, the senile fairy tale finally adapts to the modern world.
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Within the confinement of the book’s scale and the compass
of my personal academic ability, the book discusses the rewrit-
ings of two classic fairy tales from four writers, namely Donald
Barthelme (1931-1989), Angela Carter (1940-1992), Robert
Coover (1932- ) and Anne Sexton (1928-1974), whose experi-
ments unanimously denote the source of such canonical tales as
“Snow White” and “Sleeping Beauty”, and venture to overthrow
the dominant narrative of patriarchy and sacredness. Barthelme
enlarges Snow White’s cohabitation with the seven dwarfs in
Snow White (1967); Carter revives a rare version, “ The Snow
Child”, in The Bloody Chambers (1979); Coover continues the
Snow White story in “The Dead Queen” (1973) which is narra-
ted by the prince and magnifies Sleeping Beauty’s slumber in
Briar Rose (1996); and Sexton retouches both of them in “Snow
White and the Seven Dwarfs” and “Briar Rose (Sleeping Beau-
ty)”, which are collected in Transformations (1971), a poem
anthology dedicated to fairy tale rewriting. The similar year of
birth brings them radical views of the literary legacy alike and
the vigor they impart to traditional fairy tale is not to be under-
estimated. The vulnerable selections, inevitably arbitrary and
obviously personal, are nonetheless the result of careful deci-
sions, either because of their historical importance, their great

popularity or their intellectual enlightenment.

4. Literature Review and Research Methods

The study of fairy tale dates back to the eighteenth century
9



in Europe, and, with the appearances of various theories and
cultural moods, the research has bloomed luxuriantly across the
world. Generally speaking, Western research methods can be
classified into six subgroups with their particular emphasis.

The first and most historical method is the anthropological
and sociological studies sprung from the so-called Finnish
School. The representatives of such early study are Kaarle
Krohn (1863-1933), Antti Aarne (1867-1925) and Stith Thomp-
son (1885-1976). The core to their study is to reconstruct the
history of particular tale types by collecting, indexing and analy-
zing all of their variants. Aarne’s work, Verzeichnis der
Mérchentypen (Types of Folk Tales, 1910), and Thompson’s
Moti f Index of Folk Literature (1932-1936) still command at-
tention today. Even though both of them cannot include all the
tales, they are considered as effective means, which is known as
the Aarne-Thompson classification system.

The second method comes from structuralism and some of
the structuralists have a passion for fairy tale. The most distinct
scholar is no doubt the Russian Formalist Vladimir Propp. In his
Morphology of the Folk Tale (1928), he studies Russian folk
tales and reaches the conclusion that fairy tale system is made up
of thirty-one functions and seven spheres of actions. Each unique
tale is a reshuffle and actualization of the system.

A defect of the above two approaches is the neglect of each
tale’s narrative components as well as the social and historical
aspects. The third method, the literary approach, comes to their

remedy. Represented by Max Liithi (1900-1991) and his work
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