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Annotation

This master thesis deals with stereotypical female roles in three selected fairy tales:
Cinderella, Snow White and Little Red Riding Hood. A brief history of the development of
the genre is introduced in the theoretical part of the thesis, together with the overview of the
most influential literary theories applicable on fairy tales. Feminist criticism is discussed in a
greater detail, since it is the essential theory for the analysis of the tales. Particular examples
of gender-biased portrayals of women in the fairy tales are discussed in the analytical part of
the thesis, followed by the comparison of the traditional tales with the modern, alternative
versions of the selected fairy tales.

Keywords

Classic fairy tales, alternative fairy tales, feminist literary criticism, gender stereotypes

Anotace

Tato diplomova prace se zabyva stereotypnim zobrazenim zen ve tfech vybranych pohadkéch:
Popelce, Snéhurce a Cervené Karkulce. Teoretickd &ast prace je vénovana vyvoji zanru a
vybranym literd&rnim teoriim, které se daji pouzit pfi analyze pohddek, s dirazem na
feministickou literarni kritiku, kterd je zékladni teorii nésledné analyzy. Konkrétni piiklady
stereotypnich zobrazovani a charakteristik Zenskych pohédkovych postav na zikladé jejich
pohlavi jsou diskutovany v nasledujici analytické c¢asti. Posledni Cast prace se zabyva
porovnanim tradi¢nich a alternativnich verzi vybranych pohadek.

Klicova slova

Klasické pohadky, alternativni pohéadky, feministicky literarni kriticismus, genderové
stereotypy
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Introduction

In the introductory part of the book Don’t Bet on the Prince: The Contemporary Feminist
Fairy Tales in North America and England, Jack Zipes writes that many scholars have
already wondered “whether children should be exposed to the cruelty, violence and
superstition of make-believe worlds.”* What is not included in this listing of inappropriate
features of fairy-tale worlds is gender inequality. Fairy-tale characters of both sexes are often
forced to fit into certain repetitive patterns, and these patterns frequently involve gender-based
roles and character qualities. Therefore, the aim of this master thesis is to analyze three
selected classic fairy tales by the Grimms: Cinderella, Snow White and Little Red Riding
Hood, in terms of stereotypical depiction of women and their assigned roles, and compare

them with their new, modern versions.

In order to analyze specific fairy tales, it is inevitable to clarify the terminology and definition
of the fairy-tale genre. Also, brief overview of children’s literature is presented in order to set
the literary and cultural background for the subsequent subchapters that deal with the
beginnings of fairy tales in Italy, France and Germany. The theoretical part also includes
introduction of several literary theories that are frequently related to fairy tales. Namely, these
are psychoanalytic, Marxist and feminist criticism, the latter being the most important since it
is the most essential theory of the following analysis of the tales. Some of the most influential
representatives of the feminist debate about fairy tales in the 1970s and their attitudes towards

classic fairy tales are mentioned in the last subchapter of the theoretical part.

The analytical part of the thesis is focused on particular examples of gender bias in the
selected fairy tales. For illustration of the development of these tales, versions by Charles
Perrault are exceptionally discussed as well. Firstly, the most obvious general traits of
patriarchal social arrangement reflected in literature, including fairy tales, are mentioned.
These traits are further divided into three subchapters which deal with specific examples of
each area of gender bias in the fairy tales: passiveness and obedience of heroines; their
sexuality and objectification on the basis of their attractiveness; and the conflict between

young, good and beautiful girls and their older, wicked and frequently ugly female

Jack Zipes, ed., Don’t Bet on the Prince: Contemporary Feminist Fairy Tales in North America and England
(New York: Routledge, 2012), 1.
9



counterparts. The possible effects of these features on children and women readers are
discussed as well.

The following chapter deals with the alternative, modern fairy tales. The Paper Bag Princess
is a representative of the emancipatory fairy tales for children that use all the traditional
characters, yet the impression they create is liberating. The other tales are aimed at adult
readers: Sleeping Beauty by Giinter Kunert represents rather a postmodern interpretation of a
classic fairy tale, Not So Little Red Riding Hood by Anne Shape provides adult readers with a
pro-feminist view on Red Riding Hood and finally, a collection of satirical tales Politically
Correct Bedtime Stories exaggerates feminist and political appropriateness to the highest level
of absurdity. These alternative fairy tales are compared to the classic ones in the last chapter
of the thesis, in which the possible merits of emancipatory literature are discussed as well.

10



1. Fairy Tales: Definition and Terminology

Before the historical development of the fairy-tale genre is presented, it is necessary to
establish a functioning definition of what a fairy tale is and how it differs from other types of
short narratives. Carpenter and Prichard in The Oxford Companion to Children’s Literature

give the following description:

Fairy stories or fairy tales [are] narratives, set in the distant past, of
events that would be impossible in real world. They often include
magical happenings and the appearance of fairies, but the supernatural
does not always feature in them, and the heroes and heroines are usually
mortal human beings.

Ruth Bottigheimer partly agrees with their definition, though her own one is rather more
complex. She admits that fairy tales are distinguishable and recognizable for the presence of
supernatural beings and happenings, use of magic, happy endings and certain repetitive
structure in which good beats evil. However, she also adds: “[...] it is not motifs, structure or
happy endings alone that define fairy tales, but the overall plot trajectory of individual tales in
conjunction with those fairy tale elements all brought together within a compact narrative
[...].7% (Bottigheimer 2009, 9) It can be assumed on the basis of her description that there are
the following common features of fairy tales: narratives with certain plot patterns, repetitive

structures and various supernatural motifs.

Stating the definition of what is now considered a typical fairy tale is only a part of the
problem; there awaits an important distinction to be made before giving the explanation of
historical and cultural background of fairy tales: Where is the difference between folk tales
and fairy tales, if there is any? The answer is quite complicated and partially depends on the
opinion of the scholar one chooses to consult. For example, Jack Zipes comments that “the
confusion is so great that most literally critics continually confound the oral folk tale with the
literary fairy tale and vice versa.”* He further suggests that it is inevitable to distinguish folk
tales from fairy tales, as these two narratives have different meanings. To make his division

complex, he provides the following description of differences:

2 Humphrey Carpenter and Mari Prichard, The Oxford Companion to Children’s Literature (New York: Oxford
University Press, 2005), 177.
¥ Ruth B. Bottigheimer, Fairy Tales: A New History (Albany: State University of New York Press, 2009), 9.
* Jack Zipes, ed., The Oxford Companion to Fairy Tales (New York: Oxford University Press, 2002), Xv.
11



The words fairy tale can refer to both a category of oral folk tale and a
genre of prose literature. As a term, it is often used by folk narrative
scholars when referring specifically to 'magic tales' [...]. The term folk
tale is reserved for any tale deriving from or existing in oral tradition and
is generally preferred by folklorists and anthropologists. Literary scholars
tend to use the word fairy tale to refer to a genre of prose literature, which
may or may not be based on oral tradition.’

What seems to bother Zipes more than the division of tales itself is the distinction between
their literary and oral forms. He uses the term wonder tales, which are those particular oral

tales that “prefigured the literary fairy tales™®

and states that these wonder tales firstly
circulated orally before they (or at least some of them) became established literally. In his
book When Dreams Came True Zipes illustrates the development and functions of wonder
tales by using Propp’s well-known Morphology of the Folk Tale, in which the Russian literary
theoretician stated 31 repetitive patterns, by which most of the Russian wonder tales are told,
emphasizing the fact that those analyzed tales rarely end without a happy end.” The patterns
together with typical characters and settings “induce wonder. It is this sense of wonder that
distinguished the wonder tales from other oral tales such as the myth, the legend, the fable,
the anecdote, and the exemplum.”® The conclusion derived from Zipes’s understanding of the
distinction of tales may be following: Folk tales have oral tradition, parts of which are also
wonder tales. Wonder tales are, according to Zipes, real predecessors of today’s fairy tales,
which usually end happily and follow some kind of structural patterns. Fairy tales may be
based on oral tradition, but do not necessarily have to. Those fairy tales that are not proved to
be based on wonder-tale origin or are artificially created or rearranged are called literary fairy

tales.

Jack Zipes’s division is not the only one used in literary and folkloristic circles. According to
Ruth Bottigheimer,” there are altogether 3 types of tales that can be distinguished: folk tales,
tales of magic and fairy tales, oral and literary. Folk tales are those tales reflecting a certain
world’s arrangement of the time of their creation, and their typical characters are spouses,
servants or peasants and people of certain distinctive occupation (priests, lawyers, doctors).

As Bottigheimer comments on the common features of folk tales, “a very large proportion of

® Zipes, The Oxford Companion to Fairy Tales, 167.
® Jack Zipes, Why Fairy Tales Stick: The Evolution and Relevance of the Genre (New York: Routledge, 2006),3.
7 Jack Zipes, When Dreams Came True: Classical Fairy Tales and Their Tradition (New York: Routledge,
2007), 3-4.
8 Zipes, When Dreams Came True, 5.
% Ruth B. Bottigheimer, Fairy Tales, 3-6.
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folk tales don’t have a happy ending. [...] Typical folk tales that include a married couple are
not about the joys of getting married, but about the difficulties of being married.”*® Another
common feature of the folk tales is that one character usually makes fortune to the detriment

of another and someone’s dreams and illusions are often destroyed at the end of the tale.

When Bottigheimer™ deals with the origin of fairy tales, she presents the same opinion as
Jack Zipes does, i.e folk tales are believed to be the ancestors of fairy tales. It seems to be a
common belief of many other authors as well."*** Although Bottigheimer and some other
scholars quoted in this paper do not use the term wonder tale and others, like Zipes or David
Russel* do use this term for (early) fairy tales, most of the authors tend to agree with the
usual conception of the origin of fairy tales: for example, John Stephens writes about fairy

tales being “a sub-set of folk tales.”

Another group of tales according to Bottigheimer™® are tales of magic. This group includes
stories about main natural entities like sun, wind, night and day etc. as well as oriental stories
from Thousand and One Night. What is not included here are the stories dealing with some
kind of a religion-related miracle, these she considers rather religious tales than tales of
magic. The terms tale of magic or magic tale is used by Jack Zipes!’ too, but in his
interpretation it is probably meant more generally; Zipes may refer to the Aarne-Thompson
Index, the international classification system of all types of folk tales, in which the term

magic tale is used instead of the whole term fairy tale.®

The last group in Bottigheimer’s division of tales is, of course, fairy tales. There are included
all the tales that do not meet the descriptions of folk tales or tales of magic and at the same
time, it can be assumed that they fit into the general definition of fairy tales by Carpenter and

Prichard mentioned above. Dealing with the distinction between the oral and literary form of

19 Bottigheimer, Fairy Tales, 4.
11 Bottigheimer, Fairy Tales, 4.
12.Seth Lerer, Children’s Literature: A Reader’s History From Aesop to Harry Potter (London: The University
of Chicago Press, Ltd, 2009), 210.
3 Lewis C. Seifert, Fairy Tales, Sexuality, and Gender in France 1690 — 1715: Nostalgic Utopias (New York:
Cambridge University Press, 2006), 61.
Y David L. Russell, “Fairy Tales,” in The Continuum Encyclopedia of Children’s Literature, eds. Bernice E.
Cullinan and Diane G. Person (New York: Continuum, 2003), 271.
1> John Stephens, “Folktales,” in The Routledge Companion to Children’s Literature, ed. David Rudd (London:
Routledge, 2010), 175.
18 Bottigheimer, Fairy Tales, 6.
" Mary Beth Stein, “Folklore and Fairy Tales,” in The Oxford Companion to Fairy Tales, ed. Jack Zipes (New
York: Oxford University Press, 2002), 167.
'8 Ruth B. Bottigheimer, Fairy Tales, 8.
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tales, both Bottigheimer and Carpenter with Prichard write about the fact, that “though fairy
stories have often been passed on by word of mouth, they frequently show the influence of
literary treatment.”* Bottigheimer calls these two categories “real, pure, genuine”, i.e. oral,

and “contaminated” literary fairy tales.?

As has been already mentioned, there are some theoreticians, who do not consider the
distinction between folk and fairy tales important; Carpenter and Prichard, for example,

include the stories with “magical happenings”**

in the group of fairy tales, while Bottigheimer
would probably include them among tales of magic. Another example of different attitudes
towards the classification is a mention of the Indian collection of stories Panchatantra, which
represents folk tales in Bottigheimer’s writing?® but Carpenter and Prichard®® write about
Panchatantra in the paragraph describing fairy tales. In fact, they do not mention folk tales or
tales of magic as a category at all. Additionally, in the Oxford Companion to Fairy Tales,
there is written about Panchatantra: “[It is] famous Indian collection of fables and other
morally instructive tales. [...] Neither Panchatantra nor its later versions contain fairy tales in

. 524
the narrow sense, nor even tales of magic.”

As it is obvious from what was written above, inconsistency of terminology among experts is
quite significant. For the purposes of this thesis, a combination of both main presented
distinctions will be used. The division between the folk and fairy tales will follow
Bottigheimer’s (in my opinion) more practical categorization based on the typical characters
and storylines of both types of tales, since it makes the specific features of the tales less
interchangeable, which is a fact that has been already recognized by some other authors.?
In the question of oral and literal forms, | will rather follow the way Jack Zipes regards it, i.e.
consider all the fairy tales that will be analyzed in the practical part of this thesis to be

literary, as they are provably partially artificially created by French and German writers.

After the concrete decisions regarding the division of tales have been made, and after being
exposed to basic strategies theoreticians use to distinguish the terminology, there remains the

last, complex question unanswered: When, how and why were the oral folk tales transformed

19 Carpenter and Prichard, The Oxford Companion to Children’s Literature, 177.

20 Bottigheimer, Fairy Tales, 6-7.

2! Carpenter and Prichard, The Oxford Companion to Children’s Literature, 177.

22 Bottigheimer, Fairy Tales, 5.

2% Carpenter and Prichard, The Oxford Companion to Children’s Literature, 177.

24 Zipes, The Oxford Companion to Fairy Tales, 375.

% David Rudd, ed., The Routledge Companion to Children’s Literature, (London: Routledge, 2010), 256.
14



into the literary fairy tales, and by whom? Trying to answer this question, Jack Zipes is
convinced that: “Whereas it is extremely difficult to study the historical origins and social
significance of a folktale [...] because we lack a great deal of information about storytelling in
primitive tribes and societies, it is not so difficult to define the historical rise of the literary
fairy tale for children.”? Therefore, in the following parts of the chapter, | will try to prove
his words to be true and define the origins and rise of the literary fairy tales.

1.1. Development of the Genre: Outline of Children’s Literature

For a complex and clear understanding of the beginnings of a literary fairy tale, it is necessary
to overview at least a part of children’s literature as a concept firstly. That is not an easy thing
to do; as Peter Hunt suggests, children’s literature is “literature whose boundaries are very
hazy; it cannot be defined by textual characteristics either of style or content.”?’ Nevertheless,
at least the most significant literary works that are widely accepted to be a part of the
children’s literary canon should be presented here. Thus I have created the following
shortened and simplified version of the history of children’s literature, dealing with European
literature of the late 15", 16™ and 17" centuries mainly. This summary is exclusively focused
on few significant representatives of that specific period in children’s literature which
preceded the first collections of fairy tales published in Europe; still, fables and medieval
Books of Courtesy and Books of Instruction are taken into account as an obvious part of the
early history of children’s literature in Europe and a possible source for some distinctive

features present in later wonder / fairy tales.”®?

The starting point of this outline is the invention of printing and its introduction to Western
European public (in England particularly by William Caxton) at the end of the 15" century,
which was the event that “change[d] dramatically the making and dissemination of what
children read.”® Caxton himself published Aesop’s Fables, one of the first books “to be seen

as most suitable for [children].”*! Some of the medieval books were also newly printed, such

% Jack Zipes, Fairy Tales and the Art of Subversion: The Classical Genre for Children and the Process of
Civilization (New York: Routledge, 2006), 6.
2" peter Hunt, Children’s Literature: The Development of Criticism (London: Routledge, 1993), 1.
%8 Carpenter and Prichard, The Oxford Companion to Children’s Literature, 72-73,173.
2% Margaret Evans, “Texts in English Used by Children, 1550 — 1800,” in International Companion
Encyclopedia of Children’s Literature, Volume 1, ed. Peter Hunt (London: Routledge, 2004), 240.
%0 |erer, Children’s Literature, 76.
31 Rudd, The Routledge Companion to Children’s Literature, 260.
15



as the Book of Courtesy or Chaucer’s Treatise on the Astrolabe, though they had been already
known some time before the actual printing in the form of written manuscripts. By printing
the already existing writings, children’s literature was recognized as “a commercial item — in
the fact, for the first time we may talk of children’s books.”*? On the other hand, not all the
authors agree with what Lerer describes as the commercial recognition of children’s literature;
Jack Zipes, for example, writes that: “For the most part, these early fairy tales [and therefore
supposedly anything considered a part of children’s literature] were not intended for children.

In fact, they were not intended for most people since most people could not read.”™

Nevertheless, during the decades after the invention of printing, there were some serious
attempts to create literary works for children in England by Caxton’s followers. They began
to seek other themes apart from romances and those instructive and didactic writings which
have been already mentioned. They became interested in what Lerer calls “folk heritage of
English narrative.”** One of them was the tale of Robin Hood, printed by Wynkyn de Worde
under the name “Gest of Robyn Hode”, at the end of the 15" century or beginning of the
16" century.®* However, contemporary critics did not consider Robin Hood’s tale appropriate
for children. Lerer writes® that although de Worde obviously recognized certain features of
literature for children in the story such as simple plot, morals and easily-recognizable
characters, which made him produce it and offer it to the children audience, scholars and
moralists of that time condemned the story. The attitude towards its appropriateness was
evidently long-lasting, since Carpenter and Prichard®” write that it was not earlier than in the
19th century that a convenient version of Robin Hood’s tale for children was published,

though they admit children had always somehow reached and read it.

Another important milestone in children’s literature is the period of Puritanism in the Anglo-
American context. Although British literature had been quite prolific in terms of fairies and
fairy-tale-like features, Puritan tendencies led more towards practical literary works than
leisure-time reading.® It became evident especially in America, where Puritans needed

literature for establishing a new society with its economic and political arrangements in order

82 Lerer, Children’s Literature, 76.
33 Zipes, The Oxford Companion to Fairy Tales, xxi.
% Lerer, Children’s Literature, 78.
% Carpenter and Prichard, The Oxford Companion to Children’s Literature, 455.
% Lerer, Children’s Literature, 78.
37 Carpenter and Prichard, The Oxford Companion to Children’s Literature, 455.
% Zipes, When Dreams Came True, 12.
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to be able to live their lives efficiently. For this reason American Puritans became highly
interested in teaching and learning reading, and thus one of the most significant books of that
time is a school-book The New England Primer (published in some time from 1686 to 1690).
“[1t] became the most popular work of instruction for children in America during the next
100 years.”® Also Pilgrim’s Progress by John Bunyan, though not primarily aimed at
children, was widely read young Puritan readers, thanks to its didactical and explanatory
qualities regarding not only religious topics but also family issues.* Meanwhile, one of the
most famous early picture books in Europe, Orbis Sensualium Pictus, was written by Johann
Comenius and published in 1658. This influential book, translated into English by Charles
Hoole under the name A World of Things Obvious to the Senses, is generally recognized as

the first picture book ever.*42

At this stage, the general background of children’s literature is sufficient for the purposes of
this sub-chapter, since the end of the 17" century and beginning of the 18™ century witnessed
many collectors and writers of the new genre which we now call a literary fairy tale. The
most significant origins and predecessors of the famous fairy tales and the literary influence
on writings of the most popular writers and collectors are to be discussed in the last part of

this chapter, dealing with the development of the genre in Italy, France and Germany.

1.1.1. Beginnings of Fairy Tales in Italy

Those who never thought about the history of the Western fairy tales and concluded that the
Brothers Grimm created them or at least collected them from exclusively uneducated illiterate
people, are to be undeceived by this part of the chapter, which deals with the Italian origins of
the modern West-European literary fairy tales. Many other countries contributed to the
development of the fairy-tale genre as well, for example, Gesta Romanorum, a favorite
European medieval collection of tales published in Latin and later in English by Wynkyn de
Worde,* also included some fairy-tale-like features. Most of the scholars recognize also

%9 Carpenter and Prichard, The Oxford Companion to Children’s Literature, 432.
O erer, Children’s Literature, 94-95.
*! Carpenter and Prichard, The Oxford Companion to Children’s Literature, 388.
*2 Donarita Vocca, “American (United States) Literature Before 1900,” in The Continuum Encyclopedia of
Children’s Literature, eds. Bernice E. Cullinan and Diane G. Person (New York: Continuum, 2003), 25.
*3 Carpenter and Prichard, The Oxford Companion to Children’s Literature, 204.
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English and French primers, catechisms and other literary forms mentioned in the outline of

children’s literature above as the rudiments of the fairy-tale genre.***°

However, it was due to the frame narrative of Boccaccio’s Decamerone, which itself was
influenced and inspired by medieval fabliaux and chansons de geste, and because of the
uprising interest in the new genre of novella among Italian writers and tale-collectors that
Giovan Francesco Straparola published his collection of tales Le piacevoli notti (The Pleasant
Nights) in the 1550s. Straparola wrote his collection in one of the late-medieval Italian
dialects; Jack Zipes writes about “succinct Tuscan,”*® Carpenter and Prichard conclude it was
“Neapolitan dialect.”*’ The collection consisted of seventy-four tales, fourteen of which were
fairy tales, including his original version of Puss in Boots. According to Zipes,*® Straparola
was the first European writer who not only collected the tales from the old oral tradition but
also created his own literary fairy tales. He was also the first one to use the new plot of tales
in which an originally unfortunate individual ¢ climbs up the social ladder’ not by marrying a
rich person as it might happen in a folk tale, but as a result of some magical happening, i.e. a
highly distinctive fairy-tale feature.** The Pleasant Nights were spread and translated
throughout Southern and Western Europe, “they were reprinted several times in Italian during
the next few centuries and were translated into French in the eighteenth century and German

and English in the nineteenth Century.”50

Nevertheless, it was not Straparola who brought the most popular and widely-known fairy
tales into the Western culture; it was another Italian, Giambattista Basile. Basile was a man of
many professions connected to administration, and a courtier, who wrote his most famous
collection of fifty tales Lo cunto de li cunti (The tale of tales), often called Il Pentamerone
(1630s) in Neapolitan dialect.”** Basile himself was provably inspired by Straparola; for
example, he further developed Straparola’s Puss in Boots. But it was his, not Straparola’s,
collection of tales that became widely known and distinctive due to its language and content.

Bottigheimer comments on the literary characteristics of the collection as follows: “By
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choosing dialect over elite usage, Basile was making a conscious literary and aesthetic choice.
But he also laced his Neapolitan dialect with a comically elevated Baroque superfluity.

Basile-as-author heaped up metaphors and piled on nouns, adjectives, and verbs.”>

Not only the innovative usage of language made the Pentamerone unique; also the fact, that
Basile’s collection consisted mostly, if not entirely, of fairy tales and thus it “mark[ed] the
passage from the oral tradition of folk tales to the artful and sophisticated ‘authored’ fairy
tales™* had predetermined it to became a highly influential piece of literature in the following
decades. Its significance for the development of the genre was great. Despite the fact that it
was written in a specific dialect of the Neapolitan area, it was reprinted in the 17" century and
translated into standard Italian and French.>® Subsequently, many authors in France were
inspired by his early versions of Cinderella, Sleeping Beauty and Rapunzel. Although there
are some scholars who do not believe that later French authors might have read and copied the
Pentamerone and they claim instead that the French versions of the same tales are being only
a coincidence based on the sources of the same oral traditions,>® I rather tend to agree with the
opinion®’ that the Italian collections, either in Italian or translated, were used and re-arranged
by French fairy-tale authors, who were in most cases highly educated and had access to

libraries and literary ‘salons’.

1.1.2. Beginnings of Fairy Tales in France

As it has been already suggested, there are some hints and partial evidence of the fact that the
French conteurs and conteuses (i.e. male and female fairy-tale writers), were inspired by their
Italian predecessors. They used to meet in salons and it is most likely that they used to discuss
new literary works together. Therefore, it is natural to assume that they encountered any form
of the Italian versions of contes de fées (i.e. fairy tales) by Straparola or Basile. Lewis Seifert
writes about the atmosphere during the first vogue, i.e. a wave of publishing fairy-tale
collections between 1690 and 1715, in France:
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Perhaps the most enduring legacy of the vogue was the mythic origin and
the aesthetic its initiators created for the genre. Frontispieces and prefaces
accompanying [their] tales model the conte de fées on the storytelling by
grandmothers, governesses, and nurses to young children. [...] More than
by oral traditions, the fairy tales of the first vogue were influenced directly
or indirectly by Italian models, including the tales of Straparola and
Basile.”®

But even though the French fairy-tale authors might not have been extremely original in terms
of subject matters and even narratives, as many of them used also the frame narrative known
from the Italian literary works, their fairy tales “first gained a measure of respectability.”s9 In
France of Louis XIV, fairy tales occupied not only peasants’ homes but also royal court and
many aristocratic salons; they were being created for upper-class educated adults mainly.
What is the most remarkable about the whole ‘dawn’ of fairy tales in France is the fact that
for the first time in the history of European literature, women writers outnumbered men
writers. Jack Zipes writes about the French conteuses: “They almost single-handedly
transformed the Italian and Oriental tales as well as oral tales into marvelous fairy tales that
were serious commentaries on court life and cultural struggles.”® Although only few names
are to be mentioned in this chapter, Lewis Seifert points out that there were no less than
sixteen leading fairy tale writers, both male and female, in the first vogue of the fairy-tale

publishing in France.

The first of the female conteuses and also the first author to publish a literary fairy tale in
France at all was Madame Marie-Cathérine d"Aulnoy. The first French fairy tale ever was
published within a novel Histoire d’Hypolite, comte de Duglas (Story of Hypolitus, Count of
Douglas); nevertheless, Mme d’Aulnoy is best known for her two subsequent collections of
fairy tales published in 1697 and 1698. Her fairy tales were still significantly influenced by
romances and Italian novellas of her time but they already contained fairy-tale-like and
folkloric features.®* Another conteuse of the first vogue was Marie-Jean Lhéritier. According
to Ruth Bottigheimer,®® she was one of those French authors who used Straparola’s and

Basile’s fairy tales and adapted them for the French audience. Lhéritier is probably best
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known for two reasons: firstly, she rewrote a tale called Ricdin-Ricdon, which later became
famous as the Grimms’ fairy tale Rumpelstiltskin. Secondly, she was a niece of the most well-
known French fairy tale writer of the end of the 17" and beginning of the 18" century,

Charles Perrault.

Perrault was, as well as the most of the French fairy tale authors of his time, of upper-class
origin and secured himself a great career by being “appointed a secretary to Jean Baptiste
Colbert, controller general of finances, perhaps the most influential minister in Louis XIV’s
government. For the next twenty years, until Colbert’s death, Perrault was able to accomplish
a great deal in the arts and sciences due to Colbert’s power and influence.”®® His first two
fairy tales were written in verse, but he is most famous for his tiny collection of the prose
fairy tales which included Cinderella, Little Red Riding Hood and Sleeping Beauty. It was
published in 1697 and the original name of the collection was Histories ou contes du temps
passé, though it is better known as Contes de ma Mere ['Oye (Mother Goose’s Tales). This
collection had a great success despite being the least aristocratic and aesthetic of all the fairy-
tale collections of the vogue, which would have normally driven away noble readers, and the
least Romantic, which would have made it more appealing for the common, peasant audience.
Perrault’s heroes and heroines were rarely of royal origin, which means, according to
Seifert,®* that Perrault did not tend so strongly to compensate for the unwanted social changes
in the aristocratic circles in his tales as some other authors did during the reign of Louis XIV,
when aristocracy begun to lose power in favor of rising bourgeois middle class. The form of
his tales was more oral-based-like and created the image of folkloristic heritage he claimed to
have collected; the simplicity and common-like appearance of his tales had probably largely
contributed to the fact that a lot of scholars believed in their idiosyncrasy decades, even

centuries later.

Ruth Bottigheimer provides readers with strong arguments on the case of rewriting the Italian
fairy tales by the French authors, including Perrault. In her book Fairy Tales: A New History,
a whole chapter is dedicated to the textual and topical analysis of the Italian tales and themes

found in the work of d”Aulnoy, Lhéritier and Perrault, leading to the following conclusions:

Mlle Lhéritier, Charles Perrault, [...] Mme d’Aulnoy shared a common
source. [...] The source turned to by the four authors could not have
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been the French peasantry, the content of whose oral tradition - if it had
existed - would have been equally available to later authors and would
have emerged among their tales as well. Therefore, the common sources
[...] was one to which they had exclusive access. That kind of limited
and exclusive source was in all likelihood a single copy of Basile’s
Pentamerone.®

These conclusions are indirectly confirmed by some other scholars; for example Jack Zipes
does not state the exact origin of the themes used by Perrault but he admits that his fairy tales
“were based on oral and literary motifs.” °®® Nonetheless, Perrault is rightfully considered the
most significant writer of the French fairy tale vogue of the turn of the 17™ and the 18"
centuries, since he put the greatest effort in establishing fairy tales in the French literary
scene,®” though this effort was not propelled by his desire to create tales primarily for
children’s amusement, since the main aim of the tales was to provide the society with an

effective tool for civilizing via fairy-tales’ morals.®

Perrault, obviously, was not the only one to use his fairy tales as a tool for civilizing his
audience. After the main vogue had finished, approximately fifty years after publishing of
Mother Goose’s Tales, fairy tales by Jeanne-Marie Leprince de Beaumont became very
popular. She published her most renowned collection of tales, Le Magasin des Enfants (The
Young Misses’ Magazine) in England, where she worked as a governess. Probably influenced
by Puritan attitude towards children’s literature, the collection featured several fairy tales
with strong didactic meaning and was intermixed with biblical stories.®® It was very popular
not only in France, but also in England, Germany and other European countries. Its success
was partially caused by the well-known frame narrative she had chosen, since the readers
were familiar with the format and the form helped the already existing process of civilizing

through fairy-tale morals. Jack Zipes comments on de Beaumont’s role in this process:

[She] used a frame story to transmit different kinds of didactic tales in which
a governess engaged several young girls between six and ten in discussions
about morals, manners, ethics, and gender roles that lead her to tell stories to
illustrate her points. [...] The frame was set up to be copied by other adults
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to institutionalize a type of storytelling in homes of the upper classes. It was
only as part of the civilizing process that storytelling developed within the
aristocratic and bourgeois homes in the seventeenth and eighteenth
centuries, first through governesses and nannies, and later in the eighteenth
and nineteenth centuries through mothers who told good-night stories.”

Apparently, fairy tales had not been considered just a leisure-time reading without any deeper
meaning, not even half a century after the first ones had served the civilization. Due to the
possibility to educate and form new generations through them, the commercialization of
children’s literature occurred very quickly (if it had not been there before, as e.g. Seth Lerer
suggested, in the subchapter 1.2.1.), and “a new dimension which now included concerns
about how to socialize children and indoctrinate them through literary products that were
appropriate for their age, mentality, and morals [emerged].”™" It is because of the need to
socialize, indoctrinate and form children that we now have our beloved versions of what is
generally called ‘the classic fairy tales’; the earlier versions of tales circulating throughout
Europe were collected and neatened by two German brothers, who, similarly to Perrault in

France, believed in social value of their literary interventions.

1.1.3. Beginnings of Fairy Tales in Germany

If the most famous representative of the French fairy tales is Perrault, Germany would
definitely be represented by the Grimm brothers. However, it would be incorrect not to
mention some other German authors of fairy-tale-like pieces of literature. Origins of fairy
tales in Germany are similar to those in England or France; they were preceded by didactic
books and primers; also picture books were quite popular after the Orbis Sensualium Pictus
had become known to the German-speaking audience.” In 1600s, some of the tales later
appearing in the Grimms’ collections emerged, for example a folk tale The Three Spinners, or
a wonder tale which was featuring devil-connected happenings known in its modern version

as Bearskin.”®

One of the first German authors to become highly interested in oral tradition for national and
folkloristic purposes was Johann Gottfried Herder, who invented the theory of German folk
poetry. Bottigheimer writes that “his conception of folk poetry was subsequently understood
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in terms of anonymous folk authorship of fairy tales, and later, when growing nationalism had
reshaped thinking about the folk in the 19th-century, this diffuse notion was transformed into
the idea of national folk memory.”’* Of course, there were also female writers of fairy tales in
the 18™ century Germany; Jeannine Blackwell mentions some of the first women authors such
as Catherine the Great and Sophie Albrecht, and also some members of the next generation of
writers, publishing at the beginning of the 19" century: Bettina von Arnim or Ludowine von
Haxthausen. Their fairy tales were “used for introspection, life narration, as metaphor for

traumatic psychosocial events, social criticism and — above all — entertainment.”’

Several collections of folk tales occurred during the 18™ century; their origin is sometimes
questionable, and it is widely believed that at least few of them were rather romanticized
literary works than tales of the collected oral tradition.”® Some of these collections were
written by Clemens Brentano, a contemporary of the Brothers Grimm and the author of poetry
and fairy tales. His writings are recognized as a significant influence on the development of
the genre in the 18™ and early 19™ century Germany. However, what he is most valuable for is
not his poetry; it is his connection to the Grimms, whom he knew from the Heidelberg literary
circle. They sent him an early manuscript of some of the tales later included in their collection
and therefore, the manuscript, when later found in Brentano’s legacy, “has offered subsequent
generations of scholars invaluable insights into the editorial practices of the Brothers

. 77
Grimm.”

Who, then, were Jacob and Wilhelm Grimm? Usually, they are described as folklorists,
writers and philologists. Both attended law schools and struggled to make the living for the
family after their father and subsequently their mother had died. Eventually, they both ended
up working as librarians, a profession closely related to the field of their interest — old
German literature. They firstly begun searching and collecting oral tales during the first
decade of the 19™ century, besides other reasons also on the request of already mentioned
Clemens Brentano, who sought help in looking for tales he originally intended to publish

f,78

himself.”™ The Grimms’ most famous contribution to the fairy-tale genre is undoubtedly the
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two-volume collection of tales, the Kinder-und Hausmarchen (firstly translated into English
by Edward Taylor as the German Popular Stories in 1823, now usually translated as the
Children’s and Household Tales), published in the years 1812 and 1815. It contained, along
with over 200 tales of magic and religious content, the most popular fairy tales of the Western
culture, i.e. Snow White, Cinderella, Little Red Cap (Little Red Riding Hood), Hansel and
Gretel, Rapunzel or The Frog Prince.

The two volumes of the Children’s and Household Tales differed radically: the first one was
based on tales collected from bourgeois sources and therefore most likely influenced by the
Italian and French literary fairy tales. The Grimms probably were not aware of that, since they
were raised in a very rigid way and did not have access to the copies of such literary works.”
The second volume was created on completely different basis. Ruth Bottigheimer explains the

differences:

They had originally intended to translate Basile’s Pentamerone as the
second part of their collection, but with the appearance of their little
volume in 1812 people began to send the Grimms the stories they had
heard or read. And the brothers themselves recorded numerous tales told
by Dorothea Viehnmann, a market woman (...). In addition, Napoleon’s
defeat (...) in 1813 spurred a general outpouring of loyalist and
nationalist sentiment, shared by the Grimms (...). Jacob was sent off
(...), while Wilhelm was left alone to edit volume 2 of the Kinder-und
Hausmarchen.®

It was not only on account of Jacob’s work duties that Wilhelm was being more responsible
for the second volume and the subsequent revisions than his brother; Jacob also became more

“absorbed in his philological studies,”®*

while Wilhelm begun to be highly interested in the
notion of the folkloristic purity of the tales they had collected and published; he took “more
care to refine the style and make the contents of the tales more acceptable for a children’s

audience or, really, for adults who wanted the tales censored for children.”

The issue of ‘indoctrination and socialization of children’ via fairy tales, already mentioned at
the end of the previous subchapter, has been widely discussed in connection with the
Grimms’ literary products. It is not surprising that the brothers, likewise their French

predecessors, saw fairy tales as a civilizing tool; as Bottigheimer writes, they “labeled their
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collection a childrearing manual.”® In their case, the desire to civilize future German
generations was closely related to the growing nationalistic tendencies in Germany of the
beginning of the 19™ century. Jack Zipes concludes® that not only did they collect the already
existing (either literary or oral) tales for the purposes of folkloristic studies, they wanted to
create a new ideal paradigm of fairy tales which would resemble oral tales but would be
stylistically and linguistically flawless and would aim at middle-class readers. In other words,
“they wanted the rich cultural tradition of the common people to be used and accepted by the
rising middle classes. It is for this reason that they spent their lives conducting research on

myths, customs and the language of the German people.”®*

Language itself was very important to the brothers. According to Bottigheimer, “they
developed [...] the conviction that a common language defined national identity, and that
these tales were, themselves, linguistic monuments of a common culture.”® And they really
were, as Jack Zipes confirms in his article The Enchanted Forest of the Brothers Grimm:
“Historically the Grimms did indeed succeed in creating a monument in honor of the German
cultural heritage by collecting and shaping their tales into an “enchanted forest,” so to speak,
that has brought great fame to Germany and has even transcended Germany.”®® Considering
that “great fame”, there had circulated many myths about the origin of their tales; it was
widely believed until 1970s that the Brothers Grimm worked in a very romantic fashion, i.e.
that they visited peasants’ house after house and collected the tales from the lowest, ‘eligible’
(in the sense of purity of the oral tradition) and mostly illiterate sources. The reality was little
less appealing, since those sources were mostly bourgeois, educated and most likely
acquainted with the earlier Italian and French literary fairy tales, and the purposes of
collecting rather political and social that solely children-oriented as a layperson would think.
The Grimms, as well as Perrault, added a great amount of their personal attitudes and beliefs
to the tales, as will be discussed in more detail in the analysis of the differences between the
Italian, French and German versions of the selected classic fairy tales in the practical part of
this thesis.
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After 1819, the number of tales in the collection increased by sixty-nine new tales in five
more editions; some of the original tales were excluded. Content of majority of the tales that
remained from the first edition was neatened, together with the new-coming tales that
Wilhelm received from people reacting to the first volume and which might have been based
on literary sources in most cases, and they were stylistically and linguistically modified.
Despite the new revelations of the origins of the tales and quite radical editing they had gone
through, the Brothers Grimms’ collection still remains one of the basics of the world
children’s literature. The book was extremely successful at the time of the first publishing and
“it soon became the second most widely read work in the world, superseded only by the
Bible.”®’
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2. Fairy Tales and Literary Criticism

Fairy tales, as well as any other literary genre, have been questioned by literary critics and
scholars. One of the theories that have significantly influenced fairy-tale criticism is
psychoanalytic theory. Despite the fact that this approach is related to the early decades of the
20" century, psychological interest in fairy tales had begun even earlier; Donald Haase writes
that

it actually had its beginnings in the previous century, when nationalistic

awareness motivated collectors and scholars to study folk tales as

expressions of the folk soul or psyche. Focusing on the relationship of

folk tales to myth, scholars looked to these stories for evidence of the

values, customs, and beliefs that expressed a specific people's cultural

identity.®
Nevertheless, psychoanalytic criticism is still mostly connected with the names of Sigmund
Freud and Carl Gustav Jung, who were primarily interested in the literary characters’ behavior
and its connection with their inner anxiety, fears, complexes and sexuality. This literary
theory is also known for its attempts to reveal and decode hidden symbols and their possible
meanings and messages to the readers. One of the most famous proponents of this theory in
the later 20" century was Bruno Bettelheim, who became quite a controversial person in the
field. He believed that “[when] applying the psychoanalytic model of the human personality,
fairy tales carry important messages on the conscious, the preconscious and the unconscious
mind, on whatever level each is functioning at the time.”®® His book The Uses of Enchantment
is a complex study of the popular fairy tales in which he “asserted that the apparently cruel
and arbitrary nature of many folk fairy stories is actually an instructive reflection of the
child’s natural and necessary ‘Killing off” of successive phases of development and
initiation.”® However, Bettelheim has been reprehended for being moralistic, sexist and

indifferent to the historical development of the fairy tales he had analyzed in his book.**

Another theory applicable in a fairy-tale analysis is Marxist criticism. After a period of time

in which literary criticism had been interested in psychology of the characters and structure of
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the literary works, political and social issues became the most discussed topics with majority
of the points of view based on leftist ideas.?? The basic Marxist paradigm is that “getting and
keeping economic power is the motive behind all social and political activities, including
education, Marxist criticism philosophy, [...] the arts [...].”*> One of the most renowned
contemporary representatives of the Marxist critical theory is Jack Zipes, who focuses on
social and historical backgrounds of the European and American fairy tales, with strong
connections to feminist criticism, which is not surprising since the two theories are quite
similar — both deal with oppression of a certain group of people, in Marxism determined by

class and economic power, in feminism by gender.

2.1. Feminist Literary Criticism

In the introduction of Don’t Bet on the Prince, Jack Zipes writes: “I would claim that it is

9 \Whether the contemporaries of

impossible today to be a critic without being a feminist.
Perrault and the Grimms were aware of this and questioned the stereotypical depiction of
women in their fairy tales is not known and not likely; the serious feminist scholarly critiques
did not appear earlier than in the late 1960s and early 1970s, together with the second wave of
feminism in the U.S.A. and Western Europe. At this time, feminists became interested in fairy
tales, which turned out to be a very fruitful source for feminist literary criticism. Feminist
theory does not deal only with the portrayals of stereotypical gender roles in fairy tales,
feminist critics have also tried to explore to what extent female writers contributed to the
development of the genre and they have even produced their own feminist versions of fairy

tales. Shawn Jarvis suggests:

Feminist theory about fairy tales is fundamentally a critique of
patriarchal literary and cultural practices in Western societies and
concerns itself primarily with canonical tales, issues of gender, voice,
and power in these tales, their impact on socialization and acculturation,
as well as broader social issues like women's access to public discourse,
the representation of women in literature and scholarship, and women's
contribution to the fairy-tale tradition.*

%2 Roderick McGillis, “Criticism Is the Theory of Literature: Theory Is the Criticism of Literature,” in The
Routledge Companion to Children’s Literature, ed. David Rudd (London: Routledge, 2010), 21.
% Lois Tyson, Critical Theory Today: A User-Friendly Guide (New York: Routledge, 2006), 53-54.
o4 Zipes, Don’t Bet on the Prince, Xiii.
% Shawn Jarvis, “Feminism and Fairy Tales,” in The Oxford Companion to Fairy Tales, ed. Jack Zipes (New
York: Oxford University Press, 2002), 158.

29



What are, then, the most significant subjects of interest and the loudest voices in the field of
feminist criticism applied on the classic literary fairy tales? Donald Haase comments on the
main direction of feminist criticism as follows: “From the beginning, the feminist critique of
fairy tales has centered on depictions of fairy-tale heroine. Perhaps it was inevitable that the
fictional stereotype identified in classic fairy tales would also become a critical stereotype.”®
Regarding this main interest, there have emerged two main attitudes towards heroines in fairy
tales: the one that praises those female characters that do not follow stereotypical
characterization of women in fairy tales, and the opposite approach which focuses
exclusively on the most stereotypical females and criticizes their contribution to the common

view of women in the society.

The greatest debate about this topic was begun in early 1970s when a feminist writer, Alison
Lurie, suggested that feminist criticism should not deal with the classic fairy tales that show
women in a traditional way; instead, she wrote about many folk and wonder tales that should
be celebrated because their heroines were depicted as strong, independent and therefore good
female role models. In the introduction to her collection of these tales called Clever Gretchen
and Other Forgotten Folktales she writes:

Why don't we know these stories as well as the others? It is because the
first collections of fairy tales for children were put together over a
hundred years ago, when women and girls were supposed to be weak
and helpless; and the editors who picked the stories out of the many that
were available chose ones like "Snow White," "Cinderella," "Sleeping
Beauty," and "Little Red Riding-Hood." | have tried to rescue some of
almost forgotten tales from among the many recorded by scholars during
the last century in all the countries of Europe.®’

Obviously, Lurie claimed that concentrating on other tales, not the classic ones, would bring
more pro-feminist reading possibilities to young readers, since she saw “the tales as reflecting
a commendable level of gender equality, along with a power asymmetry tilted in favor of

older women.”®®

However, Lurie’s suggestion that the stereotypical depiction of women
created in fairy tales could be violated by reading less famous and well-known tales has been

questioned several times since then.
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% Alison Lurie, Clever Gretchen and Other Forgotten Folktales (New York: Thomas Y. Crowell, 1980), xii.
% Maria Tatar, The Classic Fairy Tales (New York: W. W. Norton & Company, 1998), xiii.
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One of the biggest opponents of Lurie’s idea was Marcia Lieberman, who in her famous essay
Some Day My Prince Will Come argued that: “Only the best-known stories, those that
everyone has read or heard, indeed, those that Disney has popularized, have affected masses
of children in our culture. [...] The ‘folk tales recorded in the field by scholars,’ to which Ms.
Lurie refers [...] are so relatively unknown that they cannot seriously be considered in a study
of the meaning of fairy tales to women.”® She further presented the results of her textual
analysis of certain classic fairy tales: the heroines are passive, dependent and function as a
prize for heroes. Some Lieberman’s contemporaries have developed her research and
supported her ideas; for example, Andrea Dworkin claimed that adults probably have been
influenced by the popular classic fairy tales, since “we have taken the fairy tales of childhood
with us into maturity, chewed but still lying in the stomach, as real identity.”'® For Tess
Cosslett “it is easy to see these stories as reinforcing the messages of patriarchy to women:
women function as passive objects and as rivals for male attention; marriage is their only
goal; a good woman stays in the domestic sphere.”*® Most of these typical portrayals and
gender-related characterizations will be discussed in the analysis of the selected classic fairy

tales in the following chapters; both approaches are surely to be discussed again.

As was already mentioned, the question of stereotypical gender roles of fairy-tale heroines
was only a part of the problem. The sex of the fairy-tale authors in the 17" and 18™ centuries
IS also an issue. Therefore, feminist literary criticism also “may trace the history of relatively
unknown or undervalued women writers, potentially earning them their rightful place within
the literary canon, and helps create a climate in which women's creativity may be fully
realized and appreciated.”% As Shawn Jarvis writes,’®® feminist critics were concerned with
the fact that though female writers in the French vogue outnumbered men, male collections of
tales have always become more enforced to the public. The French conteuses set the direction
of the fairy-tale genre in Europe; they criticized and parodied the contemporary social

situation and craftily fed the demand for non-classicist upper-class reading material. Still,

% Marcia Lieberman, “Some Day My Prince Will Come: Female Acculturation through the Fairy Tale,” College
English, Vol. 34, No. 3 (1972): 384.
190 Andrea Dworkin, “Woman-Hating,” in The Classic Fairy Tales, Maria Tatar (New York: W. W. Norton &
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their popularity has never reached that of the male authors. Also, male editors (not only
French, the Grimms brothers including) have shown strong gender bias in choosing and
adjusting tales for their collections. Speaking about gender inequality, even the terminology
of tales itself has been considered sexist by some critics, who have judged the apparatus of the

genre:

Torborg Lundell, for example, argued that primary texts in folklore and
fairytale research, like Antti Aarne and Stith Thompson’s The Types of
the Folktale and Thompson’s Motif Index of Folk Literature, have an
inherent gender bias, ignoring strong heroines through selective
labelling, misleading plot summaries, and placing the focus on male
rather than female characters. Her concluding statement: there is work to

be done, evidenced by the following cross-references the Motif Index:

o5 104
‘Man, see also Person’. ‘Woman, see also Wife’.

The last main area of interest of feminist literary criticism is actual creating of the new, pro-
feminist fairy tales. A trend of writing such stories was begun already at the end of the 19th
century by such authors as Evelyn Scharp, continuing with works of Edith Nesbit, and Frank
Baum. In the second half of the 20" century, Anne Sexton is usually considered one of the
first authors to recognize the influence of fairy tales on the process of civilizing and
socializing women in the patriarchal society and therefore one of the first writers to create
intentionally feminist writings.'® Angela Carter and Margaret Atwood are other well-known
writers who wrote tales with fairy-tale-like features; the first one aiming at breaking the
‘magic spell’ of the classic fairy tales and showing a possible social change, the latter focused

on fairy tales pre-constructing our responses to every-day life.*®

According to Maria Tatar,
“feminist writers have resisted the temptation to move in the imitative mode, choosing instead
the route of critique and parody in their recastings of tales.”®’ These new fairy tales have
employed a wide variety of topics and themes, as well as methods of suppressing gender bias

in their original versions. | will discuss the new fairy tales in the final chapters of this thesis.
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3. Patriarchy in the Fairy Tales by Perrault and the Grimm Brothers

| have chosen three classic fairy tales for the purposes of the critical analysis: Cinderella,
Snow White and Little Red Riding Hood. The selection has been based deliberately on the
level of their popularity; | consider them to be the most demonstrative representatives of the
stereotypical portrayal of women in the fairy tales of the 17" to 19™ centuries’ origins and the
most popular ones at the same time. The fact that they have been already frequently analyzed
by feminist scholars does not interfere with the intentions of this paper; on the contrary, it
may contribute to my effort to provide a complex insight into the matter. The popularity of
the chosen fairy tales also enables the subsequent comparison with their modern versions,
since there are many of the new stories dedicated to rewriting/restructuring/reusing the themes
of Cinderella, Snow White or Little Red Riding Hood; probably more than there are new

versions of any other tale.

While analyzing the fairy tales, | will use primarily texts from the book The Complete
Grimms’ Fairy Tales published by Routledge, translator of which is not known. When the
texts from this publication are compared to those available on the internet, they seem to be

those translated by Margaret Hunt'%

, and thus it might be supposed that she is the author of
the translation. For the illustration of some textual and editorial changes, | may also refer to
newer versions of the tales translated by D. L. Alishman, a professor of folklore at the
University of Pittsburgh, representing the current translational tendencies. Discussing the
changes made by Wilhelm and Jacob Grimm in the tales that demonstrably came from or
were influenced by the French literary sources, the fairy-tale versions by Perrault will be used.
The following criticism is not exclusively based on the linguistic analysis, since proper textual
research has not been made and, as Maria Tatar writes, “close textual analysis is a skill that
does not always pay off in interpreting folktales.”*%° | will rather use the quotations from the
fairy tales as examples of wording that could possibly convey certain meanings on certain

circumstances.

Since feminist criticism is highly interested in analyzing and dissecting depictions of
(differences between) heroes and heroines that encourage the stereotypical patriarchal

108 «Grimms’ Fairy Tales,” Carnegie Mellon University, accessed March 25, 2015,
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arrangement of the Western society, it is necessary to explain the term “patriarchy.” Within a
broader meaning, not the one referring only to the power distribution in families or tribes, we
can use the definition by Oxford Learner’s Dictionary: “a society, system or country that is
ruled or controlled by men.”*'° This definition, when applied to fairy tales, has two possible
interpretations, both equally valid: patriarchy in fairy tales has caused that heroines, no matter
how capable they are, always need to rely on a man — a father, a husband or just a passer-by;
while patriarchy outside the fairy tales at the same time ensured the female authors could not

surpass the male authors in their popularity.

(13

Feminist critics claim that patriarchal ideology, when applied to fairy tales, employs “a
masculine heroic paradigm based on patriarchal values which privilege action over inaction,
aggression over submission and individualism over collectivism.”'* According to Margaret
Andersen, we are influenced by the patriarchal system even before or soon after we are born,
as there are certain expectations parents have towards their children on the basis of their sex.
112 Andersen suggests that when parents are asked to describe their newborn babies, men tend
to use more stereotypical characterizations like ‘alert’ and ‘strong” when speaking about boys,
and words like ‘delicate’ and ‘weak’ when speaking about girls. Later in their lives, children

are exposed to sex-related stereotypes at schools:

Textbooks convey limited images of females that subtly communicate
the idea that women and girls are less important than men and boys.
Studies of textbooks show that men and women are portrayed in sex-
stereotypic roles. [...] boys are more often shown as solving problems,
displaying aggression and being physically active. Compared to boys,
girls are shown to be more conforming, more engaged in fantasy, and
more involved in verbal rather than physical behavior.!*?

The process of socializing and getting accustomed to the stereotypical division of the society
does not end in infancy. Women are universally expected to take care of their families and
homes; since the family is a rapidly changing social unit today, women do not share exactly
the same values they used to two or three centuries ago, yet the traditional image of a man as

a breadwinner and a woman as a child-bearer seems to persist in many families. Patriarchy is

10 Oxford Learner’s Dictionary, accessed March 25, 2015,
http://www.oxfordlearnersdictionaries.com/definition/english/patriarchy.
M Rudd, The Routledge Companion to Children’s Literature, 225.
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13 Andersen, Thinking About Women, 85.
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simply too deeply rooted in our society — we see it in commercials, television programs, we
read novels which participate in spreading the patriarchal attributes almost as if they were

biologically given, hereditary and not only a part of a social construct.

When speaking about patriarchy in literature, there is another feature that is related to its
impact on (female) audience — most of the literary works by men were written and are
supposed to be read from the male point of view. This system of favoring male members of
the society in literary works is called phallocentrism, since it is a theory based on a struggle
for dominance in the society, part of which is disadvantaged by not having male genitals.
This group of disadvantaged, which, obviously, consists exclusively of women, is “culturally
conditioned to read as if they were men.”™'* Typical example of phallocentrism in literature
would be the already mentioned story of Robin Hood; it focuses on male characters, who are
praised for their action and represent the typical qualities of a man of that time. The manner
in which the tale was written did not provide female readers (if there were any) with an
opportunity to identify with it."> Of course, it seems rather absurd to claim that e.g. Snow
White is phallocentric; the story is all about a girl, and male characters are mostly
represented by seven likeable dwarfs. On the other hand, the fact that any girl reading this
fairy tale cannot easily create a bond with the prince or the hunter, since they only represent
the values and traits of male characters, whereas she is definitely expected to identify with
the passive princess, could be seen as a proof of pervasive influence of patriarchy on

literature.

The question is why and because of whom did the patriarchal system enter the genre of fairy
tales? For there certainly were folk tales and wonder tales that did not necessarily depict
women as dull and incompetent; for example, in a well-known French folk-tale version of
Little Red Riding Hood, a girl encounters a wolf and manages to escape by outwitting him.*'®
Why, then, does Little Red Riding Hood eventually ‘swallow the bait’ and needs to be saved
by a man in the classic version? Some changes had happened already during the Middle
Ages. According to Jack Zipes, the first transformation from matriarchal to patriarchal

systems, presumably influenced by Christianity, was introduced into the original folk tales

14 Rudd, The Routledge Companion to Children’s Literature, 227.
15 Rudd, The Routledge Companion to Children’s Literature, 227.
118 Zipes, Fairy Tales and the Art of Subversion, 44.
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that circulated throughout Europe not long before the first literary fairy tales occurred. He

writes that

The goddess became a witch, an evil fairy, or a stepmother; the active,
young princess was changed into an active hero; matrilineal marriage
and family ties became patrilineal; the essence of the symbols, based on
matriarchal rites, was depleted and made benign; and the pattern of
action that concerned maturation and integration was gradually recast to
stress domination and wealth.**’

Nevertheless, as the example with Little Red Riding Hood above shows, not all the folk tales
have undergone such a change and persisted in their original versions until the beginnings of
the literary fairy tales in France. When uncovering the process of introducing patriarchal
attributes into the fairy tales, it is important to bear in mind the socio-cultural context of that
time; during the reign of Louis X1V, the fairy tales served as a tool for creating delicate
balance between rising bourgeoisie and the aristocracy in decline. As Lewis Seifert

comments,

For writers and readers of late 17th-century France, both the fairy tale’s
mythic origin and its aesthetic served a particular ideological function.
The archetypal storytelling of lower-class women assimilated the
popular oral tradition into elite literary practice so as to obscure the
reality of hierarchical social relations. At the same time, the seemingly
fantastical aesthetic of the contes de fées none the less served to
celebrate the values of the self-contained social elite.™®

There is no doubt that the authors intended to pass their beliefs and ideas via fairy tales. Both
male and female writers “sought to socialize their readers to inhibit them.”*'® However, the
male standpoints showed themselves to be more powerful, while the female authors “also
sought to subvert the male code and replace it with a more liberal one favorable to the
predilections of educated women, who wanted more power to determine their lives.”*?° The
patriarchal system, of course, did not enable women and their ideas to be determinant and
therefore the fairy-tale genre, as well as many other genres, became a men-dominated sphere,
in which “the literary works of (white) male authors describing experience from a (white)

male point of view was considered the standard of universality.”121

117 Zipes, Fairy Tales and the Art of Subversion, 7.
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Charles Perrault, in particular, is the most significant representative of patriarchy in the
French fairy-tale genre. Not only is he the most frequently mentioned French fairy-tale
author; he also demonstrably edited and adjusted his tales in order to represent his ideas.
Since he grew up and lived at the time when the French society was experiencing a high level
of (before unseen) rationalization and moralization; he identified the concurrent values and
supported general efforts to “cultivate feelings of shame and to arouse anxiety in children
when they did not conform to a more inhibiting way of social conduct.”*? It has been already
mentioned in the first chapter that Ruth Bottigheimer has elucidated the prevailingly Italian
origin of Perrault’s fairy tales; and it is the difference between the Italian and his versions that
shows the changes made in favor of the patriarchal arrangement of the concurrent society. She
has found several textual proofs that “Perrault’s writing was sexually modest, socially decent,
and, in the end, highly moral.”*?® His versions of Donkeyskin, Sleeping Beauty or Cinderella
were certainly based on Basile’s and Straparola’s tales; however, he intentionally omitted or
toned down most of the allusions to sexual activity of the heroines (in Sleeping Beauty) and
transformed them into passive, obedient women (in Cinderella).*** Jack Zipes comments on

the stereotypical features in the tales as follows:

The task confronted by Perrault’s model female is to show reserve and
patience; that is, she must be passive until the right man comes along to
recognize her virtues and marry her. She lives only through the male and
for marriage. The male acts, the female waits. She must cloak her
instinctual drives in polite speech, correct manners, and elegant clothes.
If she is allowed to reveal anything, it is to demonstrate how submissive
she can be.'?®

Submissiveness, frequently in direct connection with the attractive appearance of a heroine,
was highly important for Perrault. In the English translation of the Cinderella tale, there are
two verses in the final moral that say: “Beauty’s to the sex a treasure, we still admire it
without measure. [...] And [godmother] gave her [meaning Cinderella] such a graceful mien,
that she became thereby a Queen.”*? The tales, which he rewrote and composed, reveal that

Perrault was generally unwilling to show his heroines as strong and capable of self-protection.
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It might have been due to his fear of female activity and independence, which did not
correspond to his attitudes, that he felt compelled to produce new, more appropriate versions
of the tales. He shared a common belief that “women were linked to the potentially

127 and therefore children were in need to be protected from

uncontrollable natural instincts,
such behavioral examples. As he “sought to portray ideal types [of male and female
protagonists] to reinforce the standards of the civilizing process,”*?® fairy tales turned out to

be a perfect tool for propagation of patriarchal messages.

At the beginning of the 19™ century, the Grimm Brothers edited and reworked the fairy tales
they collected for the first volume of their collection as well, if not because of the fear of
women, then at least for the civilizing reasons. It has been generally acknowledged by many
literary critics that the Grimms’ fairy tales “contained sexist and racist attitudes and served a
socialization process that placed great emphasis on passivity [...] and self-sacrifice for girls
and on activity, competition and accumulation of wealth for boys.”** Similarly to the case of
Perrault’s fairy tales, the editorial works on the tales had been made on purpose. Shawn Jarvis
summarizes the conclusions of Bottigheimer’s research on linguistic features present in the
Grimms’ tales as follows: “the Kinder-und Hausmdrchen were designed to acculturate

children and women into roles and models of behaviour patriarchy wanted to maintain.”**

Bottigheimer is not the only scholar who has analyzed Grimms’ tales. Theda Detlor wrote a
book about her experience in using the Grimms’ fairy tales in the classroom with first and
second-graders. In her experiment, she decided to draw children’s attention to the various
patriarchal attributes in fairy tales. As a result, “children were developing the ability to react
perceptively to the stories and to the writers, to discern implied messages about gender roles
in the tales, and to become critical thinkers by habit.”**! In cooperation with her pupils, she
created a list of repetitive features they had observed in the tales, most of them directly
supporting inequality and propagating patriarchy: “The girls cry when they are in trouble.
Men go only for beauty. Princesses are always pretty. Princesses do not think for themselves.

Women need to be saved. Only boys go into the woods to seek their fortunes. Usually, beauty
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on the outside means being good inside. Boys speak up more. Only the girls do the

housework.”**?

All of the features quoted above are the results of the Grimms’, and Wilhelm’s in particular,
intentional and purposeful editorial practice, which is characterized by “diligent work, gender
specific roles, a generally punitive stance toward girls and women.”** Jack Zipes comments

on the results of editing:

They eliminated erotic and sexual elements that might be offensive to
middle-class morality, added numerous Christian expressions and
references, emphasized specific role models for male and female
protagonists according to the dominant patriarchal code of that time
[...]. Moreover, though the collection was not originally printed with
children in mind as the primary audience [...] Wilhelm made all the
editions from 1819 on more appropriate for children, or rather, to what
he thought would be proper for children to learn.'**

Patriarchy in connection with religion was the norm of that time and the Grimms strained to
support it. In their tales, they rationalized unequal relations in the society, not only between
men and women but also class-based distinctions.*® It is possible to say that all the
adjustments by the Grimm Brothers show the same tendency as those of Perrault’s more than
a century earlier. As their tales became extremely popular all over Europe and North America,
the stereotypical features which they contained were being reinforced over a long period. The
following subchapters will deal with the specific examples of gender bias and stereotypes in
the selected fairy tales.

3.1. Passiveness and Obedience of Heroines

The issue of docility and submissiveness in fairy tales as a typical representation of gender
bias based on patriarchal arrangements reflected in literature has been already partially
discussed in the previous subchapter. As regards this feature present in the three selected fairy
tales, the most evident illustration is provided in the Snow White story. The analysis,
therefore, should begin with her. The first example of Snow White’s helplessness can be

found soon after beginning of the story, when a hunter saves her life. “The poor child was all
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alone in the great forest, and so terrified [...] and did not know what to do.”**® It is not only
that her life depends on a male decision; from here on, readers are aware of the fact that Snow
White is defenseless and tend to regard her as such throughout the story. An example of the
Grimms’ expectation of female obedience is obvious when the heroine is found in dwarfs’
house. After the information exchange has taken place, the dwarfs come to the conclusion: “If
you will take care of our house, cook, make the beds, wash, sew, and knit, and if you will
keep everything neat and clean, you can stay with us and you shall want for nothing.”137 The
message to readers is clear here: Men justly expect women to do the housework. The quoted
dwarfs’ demand is undoubtedly a product of Wilhelm’s editorial practice. As Maria Tatar

writes:

When Snow White meets the dwarves for the first time in the Grimms’
earliest version of the tale, the dwarves ask nothing more of her than that
she cook their meals in exchange for shelter. But by the first printed
edition of the Nursery and Household Tales, the dwarves have already
escalated their demands and propose different terms for the contract,
terms that no doubt reflect the Grimms’ notions on contractual relations
between men and women.**®

According to Jack Zipes, this part of the tale shows that the Grimms’ aims of the socialization
process had changed throughout the years, mostly during the pause between the two volumes.
There is a noticeable shift from the simple effort to collect and maintain the German folklore
(though largely based on bourgeois and French sources) to the stage in which “morals are
used to justify a division of labor and the separation of the sexes.”**° However, household
chores that are expected to be done despite her (probably very) young age are not the only
attribute of gender-based oppression which Snow White is forced to face by her unfortunate

situation.

As the dwarfs have invited her to stay with them, she obeys their requests and keeps the house
clean and nice. She spends the days alone, and since the dwarfs feel the need to protect her,
they warn her: “Let no one come in when we are not with you.”140 Later, after the Queen has

outwitted her for the second time, Snow White answers to knocking at the door by saying:

136 Wilhelm Grimm, Jacob Grimm, The Complete Grimm’s Fairy Tales (London: Routledge, 1993), 251.
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“I cannot let anyone in.”*** According to Ruth Bottigheimer, loneliness and isolation might be
another of repressive features in the Grimms’ fairy tales; “visits that might relieve the daily
tedium of solitude are more often perceived as sources of danger than as forms of
amusement.”™* Interestingly, newer translation of the tale by D. L. Ashliman contains the
word ‘allow’ in the sentence: “I am not allowed to let anyone in.”*** ‘Allow’ conveys even
more negative meaning in the new translation than ‘cannot’ did in the older one. According to
the definition in Merriam-Webster Dictionary, ‘allow’ literally means “to permit (someone) to

»144 therefore the usage of the word here implies that Snow White really

have or do something,
would have to ask dwarves for permission to invite anyone in the house and, possibly, even to
leave the house. This wording issue illustrates how tenaciously patriarchy has been entering
the genre of fairy tales, although the authors and translators may employ oppressive features

in the tales inadvertently.

Apart from Snow White, Cinderella is a great source of examples when speaking about
submissiveness of the heroines and their obedience regarding household chores. In the
Cinderella fairy tale, the heroine is not expected to do the housework by her father or husbhand
or any other male person; it is her stepmother and stepsisters who compel her to labor. At the
very beginning of the story, Cinderella’s mother dies, and her last words towards her daughter
are: “Dear child, be good and pious.”** And Cinderella certainly does remain pious and good.
Even when the new relatives are mean to her, she willingly endures all the iniquities. Why is
she so defenseless and does not rebel against the other women in the family? Jack Zipes
writes that according to Jane Yolen, Cinderella in the original folk tales usually managed to
defend herself.**® Even in the early literary version by Basile, Cinderella is not passive; on the
contrary, “Basile’s Cinderella-heroine was not a poor girl who rose to riches, but a princess
who was restored to the royal station from which first one and then another stepmother had

59147

displaced her.

It is the result of Perrault’s and the Grimms’ adjustments of the tale that she has been

portrayed as docile and submissive in the past three centuries. Her inactivity in self-defense
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against other women, in parallel with her excessive obedience towards housework might be
considered another example of omnipresent influence of the patriarchy of the 17" and 18"
centuries. Since the Roman era, Western families have prevailingly been patriarchal. By the
17™ century, management (but not the performance) of the household and the housework
depended on a husband, a father. The general necessity to respect him as a breadwinner,

1,"*8 is reflected in the fairy tales,

whose “roles have traditionally been defined as instrumenta
even though they were created a bit later; it is because majority of Europeans had not entered
the levels of social and economic development of the 17™-century upper classes before the
19" century; in other words, the common people were “still poor and lived like the medieval
family, with children separated from their parents.”**® Thus, patriarchy of the late medieval
time might have affected the early modern versions of the fairy tales. Although fathers were
rarely at home,™° as “their gender role [which must have been even more distinctive at the
time of the first literary fairy tales than it is now] is one of detachment and distance,” the aura
of their economic power and status in the family was undeniable. Fairy-tale heroines,
therefore, tend to obey the patriarchal expectations and follow the prescribed behavioral

patterns regardless their fathers’ actual absence.

In Cinderella tale, the girl is astoundingly passive and tolerant of her own suffering due to this
persistent awareness of the necessity to fulfill the (possibly non-existent) expectations.
According to Marcia Lieberman, “[Cinderella’s] name is partly synonymous with female
martyrdom. [...] Ultimately, her loneliness and her suffering are sentimentalized and become
and integral part of her glamor.”*** Owing to her glamorous yet passive self-representation,
she marries a prince at the end of the story and the message behind this long-term tolerated

oppression, which eventually has a happy ending, is that

Suffering goodness can afford to remain meek, and need not and perhaps
should not strive to defend itself, for if it did so perhaps the fairy
godmother would not turn up for once, to set things right at the end.
Moreover, the special thrill of persecution, bordering at once upon self-
pity and self-righteousness, would have to be surrendered. Submissive,
meek, passive female behavior is suggested and rewarded by the
action.™?
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Another example of accepting the submissive role, influenced by the patriarchal values, is
found in the tale of Little Red Cap (the original Grimms’ title, Rotkdppchen in German). The
whole fairy tale points out to readers how important it is to obey the rules; a girl is told to
“walk nicely and quietly,”*>® but she does not and she puts herself into a dangerous situation
by her disobedience. When she meets a wolf, she is “not at all afraid of him;”154 nevertheless,
she needs to be saved by a huntsman in the end. Finally, she admits that although she had not

feared the wolf before, she was really terrified and helpless until the hunter came to save her.

Before the Grimms introduced the hunter into the tale, there was no one to save the girl and
her grandmother. In the original versions of the indigenous folk tale, Little Red Riding Hood
sometimes manages to escape, as in the French version already mentioned at the beginning of
the previous subchapter; sometimes the girl (or a boy) is being endangered and even eaten by
ogres, wild animals or werewolves. Some of these tales must have inspired Perrault when he
composed his own version of the tale.’>> His version of Little Red Riding Hood ended with
the words: “this wicked Wolfe fell upon the little Red Riding-Hood, and eat her up.”**® Jack
Zipes has noted that: “Perrault, who appears to have had a low opinion of women [...],
changed all [of the original folk-tale plots], and his ‘contaminated’ upper-class version of the
‘pure’ lower-class version makes the little girl totally helpless.™” This representative example
of deliberate editorial practice in favor of the patriarchal arrangement of the society and
personal preferences of the author illustrates how “forthright, brave and shrewd” heroines

»198 ones. As Maria Tatar

59159

were being changed into “pretty, spoiled, gullible, and helpless
comments, Perrault “intended to send a message about vanity, idleness, and ignorance,
encoded in the moral of the story, which in the original French version said that pretty girls
need to beware of the strangers; otherwise they themselves are “responsible for the violence

to which [they are] subjected.”160

Perrault’s literary version of Little Red Riding Hood most likely seemed too rough to the

Grimms. Their textual adjustments resulted in the tale in which “the pretty little girl becomes
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even more naive, and the connection between her punishment and her disobedience [...]
becomes explicit.”*®" Moreover, they employed a complete new character, which was not

used in the French model of the tale. The hunter

Is connected to a social activity, hunting or looking after woods, both of
which entail strength and, to some extent, courage; indeed he is
functionalized, and the reader’s attention is focused on his role in
society, which gives him the right to a personal identity. He is never
passivated; on the contrary, the processes in relation to which he is
activated and which characterize the figure emphasize these qualities.*®

The salvation of Little Red Riding Hood by the hunter, who represents “the savior and rebirth

f163 99164

motif and “a father figure devoid of sexuality,” " is similar to the one of Snow White. Both

girls are depicted as helpless and both would not have survived if it were not for the male
character with the qualities described above. All the Grimms’ editorial changes made in Little
Red Riding Hood, which helped to diminish indications of sexual activity and maturity, and

11%° version of

obviate cruelty, have contributed to the creation of a “prudent and puritanica
the fairy tale. As Levorato rightly comments, “the fact that this version is still so popular
(more than Perrault’s) means that the ideological message it conveys, after all this time, still

. . 1
appeals to our society’s ideas of gender roles.” 06

In this subchapter, | have illustrated how the fairy tales covertly convey the patriarchal ideas
of the 17" century, paradoxically not reduced but even reinforced by the Grimms’ early 19%

»187 35 Donald Haase writes, “weakened once—

century editing. These “editorial interventions,
strong female characters, demonized female power, imposed a male perspective on stories
voicing women’s discontents, and rendered heroines powerless by depriving them of speech,

all in accord with the social values of their time,”*®

since the expectation of women to be
obedient, passive, and, in fact, legally dependent was of course not only a literary motif. In
the following part of the paper | will discuss sexuality and attractiveness of the heroines,

another feature of gender bias present in fairy tales.
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3.2. Sexuality and Attractiveness

The male expectation of women’s roles within the Western society has been questioned since
the mid-eighteen century when “pioneers of ‘protofeminism’: writers and activists [...]
challenged the tenets of patriarchal social organisation and questioned the prescriptive norms
of gender.”*® One of the first British feminists, Mary Wollstonecraft, noticed that many male
authors and philosophers such as Milton and Rousseau, who were praised for making “liberty

. . .. 170
an object of almost universal aspiration,”

sentimentally idealized and objectified
women.'"* These otherwise innovative thinkers, who attempted to create a generally better
world for men in accordance with their own beliefs, failed to include women in their ideas
and concepts. Consequently, in the three selected fairy tales, there is no important task
awaiting the heroines besides household chores; however, the heroines themselves are being

subjects of objectification and appearance-based rating by their male counterparts.

The issues of attractiveness, beauty, sexuality (or its hints) and objectification are closely
interrelated in the fairy tales. As has been already mentioned, Theda Detlor concluded that
two of the basic paradigms present in the Grimms’ fairy tales are “Men go only for beauty”
and “Usually, beauty on the outside means being good inside.”*’? These two repetitive motifs
create the notion that the most important quality, apart from submissiveness, is heroines’
prettiness. When the pleasant appearance is recognized by a potential husband, nothing
hinders the newly-created couple from marrying. Since the marriage seems to be “the primary

1”17 of the fairy-tale heroines, beauty is highly desirable, not only beauty of the body but

goa
also of the mind, clearly represented by the qualities described in the previous subchapter.
Jack Zipes comments on this tendency, which had begun already during the French fairy-tale
vogue: “The mark of beauty for a female is to be found in her submission, obedience,
humility, industry and patience. [...] By denying herself, she could obtain what all women

supposedly wanted and want — namely, marriage in the form of male domination.” "
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In the Snow White fairy tale, after the queen has finally defeated the princess and the dwarfs
assume that she has died, Snow White is put in “a transparent coffin of glass made, so that she
could be seen from all sides.”*”® While she is lying in the coffin like in a shop window, a
prince passes by. He immediately falls in love with her, although she seems to be dead, and
demands: “Let me have the coffin [...] for I cannot live without seeing Snow-white. | will
honour and prize her as my dearest possession.”'’® Even if we ignore the fact that a man who
is meant to represent certain ideal qualities, such as “self-control, politeness, reason, and
perseverance,” " is attracted to a woman who is purportedly dead, no one can doubt that the
attraction was solely caused by Snow White’s appearance. Lewis Seifert writes about the
specific role of portraits in fairy tales that enable heroes or heroines to fall in love with their
counterparts without actually knowing them. The same situation happens basically in Snow
White tale; by falling in love with a ‘live portrait’ of Snow White, the prince demonstrates
“the control [he possesses], or lack of [Snow White’s] control, over their gendered and sexual

destinies.”*"®

The attraction, which is based on the physical appearance merely, is so strong, that when
Snow White comes to life again after they have “stumbled over a tree-stump and with the
shock the poisonous piece of apple which Snow-white had bitten off came out of her
throat,”"® he asks her to marry him without even trying to get to know each other, and, not
surprisingly, “Snow-white was willing.”*®® Although the authors, Perrault and the Grimms,
made another female cause Snow White’s catatonic state by offering the poisoned apple, the
patriarchy is still indirectly involved in it. As Gilbert and Gubart write in The Madwoman in
the Attic, “strengthening the chaste maiden in her passivity, [offering of the apple has] made
her into precisely the eternally beautiful, inanimate objet d’art patriarchal aesthetics want a

girl to be.” 18

Maria Tatar concludes that “the choice of a catatonic Snow White [...] as the
fairest and most desirable of them all may offer a sobering statement on folkloristic visions of

the ideal bride,”*®? which once again illustrates, how proper and important women’s docility
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and passiveness seemed to be for the development of the society at the time of the first

literary fairy tales.

Speaking about the significance of female prettiness in fairy tales, at the beginning of the tale
the hunter saves Snow White’s life because “she was so beautiful.”*®® The obvious
importance of woman’s beauty for her own sake is a repetitive feature; Snow White is not the
only heroine who faces this kind of treatment. The whole Cinderella-tale plot is based on the
premise that Cinderella is the most beautiful one and thus she deserves to be married to the
prince, though she has lived in very poor conditions and had not tried to raise her social status
herself. In this fairy tale, unlike in the original folk version | have already mentioned, the
connection between marriage and wealth is especially patent. Marcia Lieberman criticizes this

relation as follows:

Marriage is associated with getting rich [...]. Good, poor, and pretty
girls always win rich and handsome princes, never merely handsome,
good, but poor men. [...] Since girls are chosen for their beauty, it is
easy for a child to infer that beauty leads to wealth, that being chosen

means getting rich. Beauty has an obviously commercial advantage
[...].18

As Lieberman noticed, the messages which are conveyed via these fairy tales create the idea
of a straight correlation between wealth and appealing appearance. In the tale, “all the

»18 are invited to the ball; does it mean that those not-so-beautiful young

beautiful young girls
girls must stay at home? Beauty seems to be “a girl’s most valuable asset, perhaps her only
valuable asset.”*® In the fairy tale, the prince only notices Cinderella because she is the most
beautiful of all; he might not have even asked about her name or identity, it is completely
sufficient for him that “every one was astonished at her beauty.”*®’ The prince does not even
manage to identify his beloved dance partner until he recognizes her face while she is
standing right in front of him. The whole ending of the tale acknowledges that “the immediate

and predictable result of being beautiful is being chosen.”*®®

Additionally, there is even more extreme example of the absurd relation between beauty and

success that is marked by inaction instead of action — the two stepsisters, who also attempt to
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be chosen by the prince, cut of parts of their feet in order to fit in the slipper. Their desperate
desire might illustrate that the Grimms would probably consider only the real, natural and
passive beauty as acceptable, not the artificial one, which does not manifest the coveted
character qualities. The unhealthy connection between women’s appearance and their destiny
is another patriarchal attribute that has, most likely intentionally, intruded into fairy tales.
From Perrault’s version on, Cinderella has been objectified similarly to Snow White; although
she was not put in the shop window; however it was still only due to her lovely face that the

prince decided to search for her and marry her eventually.

The last of the heroines to be analyzed in terms of sexuality is Little Red Riding Hood.
Obviously, there is no evident relationship with a male; there is no prince she would be
involved with. Yet, according to Jack Zipes, there is a lot of (once suppressed, and recently
again highlighted) sexuality in the story. As has been already mentioned several times, some
original versions of the tale featured a girl who managed to outwit a wolf. These tales also
included allusions of certain bodily functions. Together with the presence of a grandmother as
a representative of the old, wise and matriarchal, and the girl’s ability to overcome dangerous
situation, all these features of the old indigenous folk tales referred to the process of initiation,

and “celebrate[d] the self-reliance of a young peasant girl.”189

However, when Perrault edited the tale, he “eliminated vulgarities, coarse turns of phrase, and
unmotivated plot elements. Gone are the references to bodily functions, the racy double
entendres, and the gaps in narrative logic.”*®® His Little Red Riding Hood is pretty but
frivolous. He was the first one to put the red cap on the girls head, probably as a
representation of sinful behavior. Although “folk raconteurs had probably already gleefully
taken advantage of the metaphorical possibilities of Little Red Riding Hood's encounter with
the wolf and also exploited the full range and play of the tale's potential for sexual
innuendo,”*** Perrault managed to use this motif as a tool for the process of socialization his
readers. He “obviously intended to warn little girls that [a girl] could be ‘spoiled’ [...] by a
wolf/man who sought to ravish her.”'® He projected his own fears of women and their
independence into the tale by drawing readers’ attention to the motif in which a young,

helpless girl encountering a strange and voracious male figure could be taken advantage off
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and, in the worst-case scenario, she might like it. Thus he put in considerable effort to prevent
girls from these encounters, using the story in which the girl is eaten for her surfeit of sexual

energy and lack of passiveness.

The Grimms, as they did with many other tales, expunged all sexual indications in the story,
focusing exclusively on the portrayal of desirable manners of the 19™ century. Unlike in the
Perrault’s version, in which the wolf says: “come into bed with me,”*** German Little Red
Cap does not lay down with the wolf, nor she has to undress herself. If she took off her
clothes, like her French cousin did, the manifestation of her sexuality would be much more
obvious, since “nakedness provides fortuitously erotic opportunity and occasions.”*
According to Jack Zipes, the Grimms’ effort to eliminate all the unwanted features in Little
Red Cap is indisputable: “They eliminated the cruelty and sexuality from the tale, demanded
that the child repress her own sensuality, and obligated her to meet the normative standards of

responsibility set by adults.”*%°

There is a major shift in the moral of the tale from Perrault’s
intended impression to the Grimms’ one, in which the wolf no more represents a sexual
threat; he instead “exploits the unsuspecting nature of the innocent child. [...] Thus the
conflict between freedom/wilderness/nature on the one hand versus school/straight path/order

on the other is set up [...] to illustrate a social-political situation.”*®

Even though Little Red Riding Hood was de-sexualized by the Grimm Brothers at the
beginning of the 19™ century, our modern Western society has always seen something sexual
and tempting in the image of a helpless girl being threatened by a beast. Jack Zipes concludes
that the fairy tale as it is perceived now has become an illustration of unequal male-female
relation and the pervasive rape theme; Little Red Riding Hood has been portrayed as a naive,
partly luscious and partly innocent girl who might be even flattered to receive the unsolicited
attention of a wolf/man.*’ These portrayals, containing clear sexual allusions, are presented
in current commercials, movies and books, and even if the particular medium attempts to

eliminate these allusions,

they always imply that, if Red Riding Hood herself had not strayed off
the straight path to her grandmother’s house, to domesticity, she would
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not have brought about the trouble she experiences. Whether sex or
sanitized object, Red Riding Hood is compelled to assume responsibility
for the “predatory acts’ of her creators themselves.'*®

Apart from the question of the heroines’ objectification by the male part of the society, or,
rather — their objectification as a result of phallocentric attributes found in the fairy-tale genre,
there is a significant feature of femininity in terms of reproduction and motherhood. The three
selected fairy tales, Cinderella, Snow White and Little Red Riding Hood, do not specifically
include this feature, although we might conclude that at least two of them would have to deal
with the motif if the fairy tales were just slightly longer. However, some other fairy tales by
the Grimms feature this topic, and as Ruth Bottigheimer writes in her essay about fertility in
folk and fairy tales, the women’s impossibility to control their own reproductive functions and
their suffering during and after the labor was a typical women’s trait of the time of the first
literary fairy tales. She concludes that the body pain and suffering, together with the allusion
of weakness that surrounded women at the beginning of the 19" century, helped to create the

image of a modern literary fairy-tale heroine:

Why did the Grimms’ girls suffer? In part it was because popular
“knowledge” willed it so. The proverb was “Ménner tun, Frauen leiden”
(men act, women are acted upon). The proverb meant that women are
passive, but the word “leiden” allows a second meaning, “suffer,” [...].
Women in tale collections no longer survived by their wits and had
sexual pleasure along the way. Instead, their bodies became vehicles of
“honor” and “dishonor”. [...] As the genre [of fairy tales] developed
towards its modern form, two notable changes occurred in their plots.
Men became a danger to women, and newly disempowered women
cowered in fear. [...] The dangers that men posed sexually were
generalized into a fairy-tale world in which women suffered wicked
abductors, relentless captors, long captivity, and increasing isolation. In
short, the modern fairy-tale heroine was born.*

As evident from the quotation above, and as has been discussed in the previous subchapters,
the concurrent socio-economic and even political consequences of the first literary fairy tales
played an extremely significant role in forming and shaping of the heroines, who were
supposed to convey certain messages about the expected women’s role of that time. Beauty
and passiveness were the most desirable qualities indicating the absurd, yet highly appreciated

connection between one’s appearance and character. However, in the Grimms’ fairy tales,
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there are some female characters that are not passive; | will discuss the possible meanings of
their presence in the selected fairy tales in the following subchapter.

3.3. Young and Beautiful, Older and Wicked

When dealing with specific examples of the contrast between the young, passive, and
beautiful girls and old(er), wicked, and active women, the stories of Snow White and
Cinderella are especially useful; I will not include Little Red Riding Hood in this part of the
analysis, since the only female characters except the girl herself are her mother and
grandmother, representing the good, proper, obedient and well-behaving women. The
character of a godmother, which is featured in some versions of Cinderella, will not be
included as well, since in the Grimms’ version I work with she is replaced with birds and the
spirit of her dead mother. Good female characters in general are excluded, as they do not
violate the image of a perfect woman; on the contrary, they are shown as almost “mythical,”

not belonging to the ‘real’ world,”®

since they are so flawless and they represent the ideal
arrangements of the patriarchal society. Besides that, “they are not examples of powerful
women with whom children can identify as role models; they do not provide meaningful
alternatives to the stereotype of the younger, passive heroine.”?®* Therefore, this subchapter
focuses exclusively on the portrayal of mature, calculating and generally negatively depicted

women who seem to provide an exemplary dichotomy between good and evil.

The Grimms based a lot of their stories on the preceding process of patriarchalization of folk
tales; they utilized and further developed the already existing images of (old) women. These
women would have been described as healers and herbalists if it were not for the church and
its hard effort to portray them in the worst possible light.?*? Eventually, fairy-tale characters
such as the queen in Snow White developed from the (perhaps positive) matriarchal origin
into something marked and doomed; it is evidenced by Bottigheimer’s research, in which she
observed that the Grimms’ “female characters became increasingly mute [which was very
appropriate] [...], while evil female characters used their tongues with ever-increasing
acerbity [and as a result did not act appropriately].”®® The evil female characters are

frequently represented by mothers (in the original, folk versions) and later replaced by

200 Andersen, Thinking About Women, 83.
LT ieberman, “Some Day My Prince Will Come,” 391.
202 Andersen, Thinking About Women, 227.
293 Jarvis, “Feminism and Fairy Tales,” 158-159.
51



stepmothers. Maria Tatar states that “the fantasy of rivalry with the mother [...] has become a
prominent, virtually undisguised theme in popular tales [...]. (Step)mothers are habitually

demonized as nags at home and witches in the woods.”?%

The stepmother in Cinderella is definitely a nag, while the queen in Snow White is probably
the most representative example of a vicious and cunning stepmother who is more a witch,
though being mostly set at home. She is “a beautiful woman, but proud and haughty, and she
could not bear that anyone else should surpass her in beauty.”?*® The question of appearance
has been already discussed; once again, attractiveness is presented as the most important
quality. The new motif here is the queen’s beauty negatively related to unpleasant character
qualities such as haughtiness. The same description can be observed in Cinderella: the two
stepsisters are “beautiful and fair of face, but vile and black of heart.”?® What is the
difference between the prettiness of the queen and the stepsisters and the one of Snow White
or Cinderella has been, in fact, already indirectly answered in the previous subchapter. Power

297 nonetheless, these women

and happiness in fairy tales are often closely related to beauty,
lack the acceptable inner beauty represented by certain behavior. Although Cinderella’s
stepsisters are described as pretty, they are lordly, vain and unduly ambitious and greedy in
terms of marriage and thus they could never surpass Cinderella, who is patient, deferential

and submissive.

In the case of the queen in Snow White, who is “fairest of all,”?% the desire to be the most
beautiful, and, more importantly, prettier than her stepdaughter, might be, according to Tatar,
a symbol for the unuttered fight for the attention of an absent father and husband figure.?*
Although it is possible that “the competition between the two women results from a

»210 \when analyzing

patriarchal culture that pits woman against woman for the favor of a male,
the character of the queen from the same point of view as Cinderella’s stepsisters, the
explanation of the rivalry based on the appearance may be almost the same here. The queen

does not posses the desirable qualities; she is “jealous of beauty and greedy for wealth, 2!
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and she fights for a certain kind of power represented by attractiveness. The fact that “being

212 may be the logical reason why she

powerful is mainly associated with being unwomanly,
is, despite her beauty, regarded as a negative character. As Lieberman puts it, active female

characters are not generally positively received; the stories with such heroines

reflect a bias against the active, ambitious, ‘pushy’ woman [...]. They
establish a dichotomy between those women who are gentle, passive and
fair and those who are active, wicked, and ugly. [...] Those women who
are human, and who have power or seek it, are nearly always portrayed
as repulsive.”*?

Another attribute of the queen that patriarchy might not be delighted with is her knowledge of
magic. “By the help of witchcraft, which she understood, she made a poisonous comb.”**
And when the comb did not work, “she went into a quite secret, lonely room, where no one
ever came, and there she made a very poisonous apple.”®® Being a representative of
witchcraft and a haughty, greedy female at the same time, the queen could not have ever been
regarded as a positive character. As written in previous subchapters, “the transformations in
the portrayal of [...] cultural patterns [in fairy tales] were connected to significant changes
within the civilization process.”’® Some of these cultural patterns included witchcraft and
magic, which might have been a favorite topic of the oral tradition until the Middle Ages, but
when several thousands (maybe even millions) of people, mostly women, were tortured and
killed during the witch hunts, those who perform magic in order to hurt and harm definitely

could not be depicted positively in fairy tales

The relation of the negative fairy-tale characters to magic they use may stem from the time of
the biggest ‘anti-witch’ fever, when “women who were singled out as witches were women
who deviated from the religious norms of the time.”?"’ Margaret Andersen concludes that it is
also possible to assume that witchcraft symbolized women’s sexuality and independence
which men feared.?*® As there was a need for a profoundly negative representative in the fairy
tales at the time of their creation, witches were a good choice — they symbolized all the

unwanted qualities and provided readers with the purposeful opportunity to compare the bad
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women with the good ones. Gilbert and Gubar, authors of a famous critical book The
Madwoman in the Attic, describe the comparison of the two females in Snow White as

follows:

The Queen is [...] a witch, an artist, an impersonator, a woman of almost
infinite creative energy, witty, wily, and self-absorbed [...]. On the other
hand, in her absolute chastity, her frozen innocence, her sweet nullity,
Snow White represents precisely the ideal of “contemplative purity”
[...]. An angel in the house of myth, Snow White is not only a child but
[...] childlike, docile, submissive, the heroine of a life that has no story.
But the Queen, adult and demonic, plainly wants a life of “significant
action,” by definition an “unfeminine” life.?*®

Such comparisons were presumably inserted into the fairy tales by their authors with the
intention to highlight the acceptable behavioral patterns of the young, submissive heroines.
Patriarchy has intruded into fairy tales and as a result, any women who are either too
nonconformist or too ugly are considered villains; among the most memorable of which are
stepmothers, who “stand as an abiding source of evil in countless fairy tales.”?? There are, of
course, also possible psychological and socio-cultural interpretations behind the themes
including a power fight of two women in fairy tales. Apart from the theory of the oedipal
complex mentioned above, Jack Zipes states another possible reason for depiction of the evil

stepmother in fairy tales:

[Snow White is a] story dealing with competition and selection, and the
relevance of the tale - the reason why it remains with us today and is
passed on in a discursive strain - is marked by the manner in which
females cope with one another to select or attract a male whom they
consider worthy of their eggs.?

In his interpretation, Snow White is “a dangerous competition” to the queen, who “must
maintain her status in her family and in the realm as the most beautiful woman.”??* Although
this explanation is based more on the natural processes and socio-cultural patterns than on
gender bias reflected in the tale, Zipes admits that “the moral code is predicated on male

hegemony and thus ruthlessly punishes women who actively pursue their self-interest.”*

219 Gilbert and Gubar, The Madwoman in the Attic, 39.
220 Tatar, The Hard Facts of the Grimms’ Fairy Tales, 141.
221 Zipes, Why Fairy Tales Stick, 135.
222 Zipes, Why Fairy Tales Stick, 135.
223 Zipes, Why Fairy Tales Stick, 136.
54



3.4. Impacts of Patriarchy in Fairy Tales on Readers

The previous subchapters have attempted to provide a concise overview of the three main
areas through which patriarchy intruded into fairy tales. Passiveness and inactivity of the
heroines have been highlighted, since they represent the most appreciated character qualities;
and the expected relation between the outer and inner beauty has been suggested. Those
females in the selected fairy tales who lack one of these two basic components cannot be
regarded as heroines; they are either too ugly, too mean or too active. Those who are beautiful
are being chosen to become wives; they are not allowed to decide about their marriage by
themselves. As Marcia Lieberman puts it, “beautiful girls are never ignored; they may be
oppressed at first by wicked figures [...], but ultimately they are chosen for reward.”*** What
she is concerned about, and many other feminist critics as well, is the fact that certain
appearance is described to have connection with certain character qualities in fairy tales, and
that such a description might influence children and consequently make them prejudiced:

If a child identifies with the beauty, she may learn to be suspicious of
ugly girls, who are portrayed as cruel, sly, and unscrupulous in these
stories; if she identifies with the plain girls, she may learn to be
suspicious of and jealous of pretty girls, beauty being a gift of fate, not
something that can be attained. %*°

All the patriarchal attributes discussed earlier in this chapter contribute to the possible
situation in which “girls may be predisposed to imagine that there is a link between the
lovable character, and to fear, if plain themselves, that they will also prove to be unpleasant,
thus using the patterns to set up self-fulfilling prophecies.”??® This connection between beauty
and success is not the only potentially harmful paradigm children may attain; fairy tales also
“prescribe restrictive social roles for women and perpetuate ‘alluring fantasies’ of punishment
and reward: passivity, beauty, and helplessness lead to marriage, conferring wealth and status,
whereas self-aware, ‘aggressive,” and powerful women reap opprobrium and are either

ostracized or killed.”??’

The problem is, as Donald Haase suggests, that even though these possibly detrimental

features have already been highlighted and discussed by scholars and critics, the real
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influence they might have on women who are acquainted with classic fairy tales is not easy to
trace and document.??® Haase points out that there has not been a long-term recent research on
this topic, although Kay Stone tried to address the perception of fairy-tale readers, both men
and women, in the 1970s. Her study showed that “being influenced by the passive heroines
[the respondents] have encountered seemed to substantiate the role played by the classical
fairy tale in promulgating gender stereotypes.”??® Twenty years later, research by Rita
Comtois followed Stone’s work. Comtois concluded that “women perceive fairy tales not as
helpful but as problematic because of the discrepancies between their own life circumstances
and those described for the fairy-tale heroine.”?*® Therefore, although the research was
conducted with a limited number of respondents and there definitely are women who do not
consider themselves affected by their childhood fairy-tale listening and reading, the words of
many feminist critics have proven true in this particular case: fairy tales might be considered

to “manipulate our notions about sex roles.”*?

Kay Stone also tried to compare older versions of selected tales with their modern
translations, and as Jack Zipes comments, “the results of her study reveal that the products of
the modern culture industry specify that a woman can only be considered a heroine if she is

»232 Moreover, the results based on Stone’s

patient, industrious, calm, beautiful and passive.
interviews with American women show that the only fairy-tale heroines generally known
were those popularized by Disney, which are, unfortunately, “mass-marketed fairy tales [...]
[that] have undergone a sanitization process according to the sexual preferences of males and
the conservative norms of the dominant classes [...].2 It is a trend that is, in fact, in
accordance with the tendency of media since the 1950s. Margaret Andersen describes the
typical situation in media in the late 1980s as follows: “Women tend to be portrayed in roles

d:>%* in television shows,

in which they are trivialized, condemned or narrowly define
“women are cast as glamorous objects, scheming villains, or servants. And for every

contemporary show that includes more positive images of women, there are numerous others
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[...] where women are shown as either sidekicks to men, sexual objects, or helpless

imbeciles.”>*®

However, the typical depiction of women in fairy tales improved during the last few decades,
since one of the aims of the feminist critics was to create new versions of the classic fairy
tales, and therefore it is possible now to find unbiased, considerate tales which address the
most recent issues. In the research by Ella Westland conducted in 1993, certain results of the
twenty-year effort to raise young readers’ awareness of gender roles in fairy tales were shown.

Shawn Jarvis summarizes the research outcomes as follows:

While the boys appeared to have little incentive to alter the standard
fairytale structure (beyond enriching the mixture with added violence)
because they had more to lose than to gain from the changes, the girls
argued they would not want to be a princess because it was simply too
boring and restrictive; their [own] stories were closely moulded on
published upside-down stories with independent, plain, and active
heroines. The work of the past 30 years has indeed created a generation
of ‘resisting readers. 236

To explore what exactly has made the “upside-down stories with independent, plain, and

active heroines”>’

appealing to some readers of the second half of the 20" century, | will
introduce some of these alternative versions, compare them to the classic ones and try to

assess their contribution to the ‘revival® of the fairy-tale genre in the following chapters.

2% Andersen, Thinking About Women, 25-26.
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4. Modern Versions of the Classic Fairy Tales

The fairy-tale genre has an interesting history; it has never stopped developing and
transforming. During and after the 19™ century, the literary fairy tales were created by authors
who were not so interested in folklore and whose area of interest was beyond fairy tales as
such; Oscar Wilde for example employed fairy-tale-like features in some of his short stories
but these tales do not resemble the classic fairy tales by Perrault or the Grimms, if they were
to be compared. | have already mentioned that works by Frank Baum, Angela Carter and
Margaret Atwood, or Lewis Carroll, Thomas Mann, and J.R.R. Tolkien represent the fairy-
tale genre, but also many other authors from various areas of culture, such as ballet, opera or
film have contributed to its development, especially since the beginning of the 20™ century.
One could argue that the literary works by the authors above are not fairy tales; however,
Elizabeth Harries claims that there have always been two types of fairy tales, “one the
compact model Perrault and the Grimms favored; one the longer, more complex, and more
self-referential model.”**® She states that the tales she calls ‘compact’ are “foundational or
original [...]. Their carefully constructed simplicity works as an implicit guarantee of their
traditional and authentic status.””* On the other hand, tales which she calls ‘complex’ “work
to reveal the stories behind other stories.”?*® According to this division, all three fairy tales
discussed in the previous chapter would be, obviously, compact ones, unlike works by the
authors above.

The new, modern versions that are to be introduced and compared with their older
predecessors were all written in the second half of the 20™ century, specifically between
1970s and 1990s. They all were certainly influenced by new approaches and literary critiques
of that time. | tried to choose examples of not only typical pro-feminist and unbiased
rewriting but also of different attitudes towards the original sources, such as more political
and satirical ones. When the feminist authors begun writing their own versions of the classic
fairy tales, they also developed the following categorization: “l1.anthologies of active
heroines to counter the negative impact of passive female stereotypes promulgated by
canonical texts on maturing adolescent girls; 2. ‘alternative’ or ‘upside-down’ stories with

reversed plot lines and/or rearranged motifs; and 3. collections of feminist works or original

2% Elizabeth Wanning Harries, Twice Upon a Time (Princeton University Press, 2001), 16.
2% Harries, Twice Upon a Time, 17.
20 Harries, Twice Upon a Time, 17.

58



tales based on well-known motifs.”?** The tales chosen to be analyzed in this chapter mostly

belong to the second and third categories.

There are versions of the three classical fairy tales (Cinderella, Snow White and Little Red
Riding Hood), found in the collection of tales Politically Correct Bedtime Stories (1994) by
James Finn Garner, who represents satirical writing, mocking “the language and politics of
political correctness.”?* Another book | will refer to is The Paper Bag Princess (1980) by
Robert Munsch, Canadian author of children’s literature, whose fairy tale represents an
unbiased fairy tale, aimed primarily at children. Anne Sharpe’s Not So Little Red Riding
Hood (1985), a typical role-reversal-based feminist tale, will be also included. I also provide a
brief analysis of Gilinter Kunert’s Sleeping Beauty (1972) as a representation of a unique
attitude towards fairy tales featuring any type of a passive princess or young girl. When

speaking generally about the feminist fairy tales, Jack Zipes writes:

The contemporary feminist fairy tales have drawn upon a rich tradition
of feminist tales or tales with strong women which may not be widely
known but have nevertheless provided models and the impetus [...] to
challenge the dominant male discourse. [...] All the tales emanate from
a basic impulse for change within society, and though the writers have
reacted to this impulse on different levels, they share the same purpose
of questioning socialization, have influenced one another to some
degree, and have been stimulated by feminist criticism to rethink both
fairy tales as aesthetic compositions and the role they play in
conditioning themselves and children.?*

As obvious from the quotation above, feminist authors “promote the values of gender equality
and women’s assertiveness in contrast to the dominant pattern of women’s oppression as seen
in the Perrault or Disney fairy-tale classics.”** A great example of such promoting efforts
within recent literary works is found in Munsch’s Paper Bag Princess. Munsch, who “writes
about various controversial topics with a wry sense of humour and a propensity for the

245 created a clever, self-confident princess Elizabeth in this upside-down fairy tale.

fantastic,
Elizabeth is going to marry Prince Ronald and she probably likes her expensive clothes, but

when a dragon comes, destroys everything and kidnaps Ronald, Elizabeth does not hesitate
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and “decide[s] to chase the dragon and get Ronald back.”**® By making this decision, she
becomes an active heroine who does not wait for the prince to save her; on the contrary, she

realizes that there is no one to help and it is up to her to save the prince.

Since it is not appropriate for a princess to go around naked, as her clothes were burnt by the
dragon, Elizabeth puts on a paper bag. She soon reaches the cave where the dragon lives. She
gains his attention and by flattering him and asking for exhibition of his strength — which
might be considered as a slight innuendo of men’s vanity, since the dragon probably
represents the most masculine figure in the tale — she totally exhausts the dragon so that he
ultimately becomes defenseless. When she finally finds Ronald, he shows neither surprise nor
relief; he looks at Elizabeth and says: “Elizabeth, you are a mess! You smell like ashes, your
hair is all tangled and you are wearing a dirty old paper bag. Come back when you are dressed
like a real princess.”**’ However, the princess, who is no passive and obedient heroine,
replies: “You look like a real prince, but you are a bum.”?*® And breaking all the classic
happy-ending paradigms of the Grimms’ fairy tales, Elizabeth claims her right to participate
in the decision about her own future, and chooses not to marry Ronald in the end.

The conclusion is quite an extraordinary for a classic fairy tale but totally understandable and
appropriate for the alternative one, and it is especially important, because typically, classical
fairy tales’ endings reinforce “a way of predicting outcome or fate according to sex.”24
Switching the roles between the princess and the prince in terms of the attitude towards one’s
appearance and its importance is also very significant; the idea of interconnected beauty and
goodness, observed in Cinderella and Snow White, is no more foisted on readers in this fairy
tale. Yet, the story includes probably the most typical representatives of fairy-tale characters:

a princess, a prince and a dragon, therefore it does not lose its natural appeal to children.

4.1. Fairy Tales Not So For Children

Sleeping Beauty by Glinter Kunert, German poet and writer, violates all the patterns of the

Grimms’ or Perrault’s fairy tales we, as readers, have been used to. It starts as an essay: “It is

2%% Robert N. Munsch, The Paper Bag Princess (Annick Press Ltd., 2010), 3.
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precisely this fairy tale that fascinated generations of children [...],”**°

rather than a fairy tale,
there is no “Once upon a time” at the beginning of the tale. His writing is short; it consists
only of one longer and one very short paragraph. He uses words that would not typically

29 <c

appear in a fairy tales, such as “vertical,” “impenetrable,” “trollop.” He begins his writing by
mocking the classical story of Sleeping Beauty, in which despite “doubt as to whether there
actually was such a desirable princess”?* princes kept coming and “all remained stuck along

the way.”252

The relation between prettiness and blissfulness in classic fairy tales is completely disarrayed
in this version. When it comes to the description of the princess, who is “beautiful even in

253 in the classic version, Kunert describes her as follows:

[her] dormant, enchanted state
“The sleeping princess was resting, her toothless mouth half opened, slavering, her eyelids
sunken, her hairless forehead crimped with blue, wormlike veins, spotted, dirty, a snoring
trollop.”* This scene would not be pleasant for those princes; therefore, according to Kunert,
“blessed be all those who, dreaming of Sleeping Beauty, died in the hedge and in the belief
[...].7%° Male chase for female beauty present in the classic fairy tales has become vain and
abortive in this version; moreover, it is rewarded with a horrifying sight. Kunert exhausted his
literary possibilities, which Jack Zipes specifies as “tendency [...] to break, shift, debunk, or

rearrange the traditional motifs to liberate the reader,”?*°

while the reader “is compelled to
consider the negative aspects of anachronistic forms and perhaps transcend them.”®’ Kunert
does so in order to draw readers’ attention to the pointless endeavors of the princes who were
“speared by thorns, entangled, caught and bound by vines; attacked by poisonous vermin and
paralyzed,”?*® without even knowing if they really want or appreciate the reward (i.e. the
princess) they suffer for. Kunert’s work is also highly political at the same time. Jack Zipes

states that Kunert

has often experimented with fairy tales in his work and endowed them
with subtle social and political meanings. [In Sleeping Beauty] he
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Culture, ed. Jack Zipes (New York: Viking Penguin, 1991), 701.
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alludes to the hedge as the Berlin Wall that conceals not a Utopian
socialist society in the figure of the sleeping princess but a snoring
trollop.?>®

Similarly to Kunert’s Sleeping Beauty, Not So Little Red Riding Hood by Anne Sharpe also
does not represent a typical ‘compact’, flat, classic fairy tale. Similarly to the case of Sleeping
Beauty, Not So Little Red Riding Hood was not meant primarily for children but for adults.

3

As Jack Zipes comments, in these types of tales, “uncomfortable questions about arbitrary

authoritarianism, sexual domination, and social oppression are raised to show situations that
call for change and can be changed.”?® In this version of Red Riding Hood, it is the situation
in which a man is presented as a threat and a woman (or a girl) as a victim that is to be
questioned. The tale begins according to the well-known pattern: a girl, whose name is Scarlet
in this version, walks through the forest, not “concerned that the dusk had fallen.”?®! The

59262

wolf, however, is depicted as a “man in perfectly cut grey suit,”“”* eager to seduce any woman

that passes by. Women have resisted him so far; nevertheless, “he had not given up on the

»283 and he has been trying his moves — “a show of dusting down his jacket and

264

entire sex yet
straightening his collar, flick[ing] back his tinted hair with carefully manicured nails in

e . 2
order to “offer a courteous invitation,” 6

as he calls it. When Scarlet refuses and indifferently
walks away, he rages and decides “to make sure that she never forgot him.”?®® What he does
not know is that Scarlet is karate-trained; she eliminates him quickly and eventually the wolf

begs for mercy.

Sandra Beckett suggests that Sharpe’s ironical story “inverts the socially constructed binary
opposites of masculine and feminine gender roles in the kind of “see-saw” feminist

parody.”?®’

It staunchly refuses “the limitations that are imposed by sex upon a person’s
chances of success in various endeavors”?®® by portraying Little Red Riding Hood as a
completely self-sufficient and fearless heroine and the wolf as a pleading, wretched creature.

The wolf gives readers the impression of a strong, determined animal, but in the end he fails
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to prove his strength (either physical or mental); the girl is expected to be weak and helpless
but eventually she beats the wolf with minimal effort. There is a victor and a looser but none
of them, even not the victor, are happy in the end; Scarlet just shrugs her shoulders when
being asked how her day was, the wolf crawls to drown the experience in alcohol. The last

»2%9 ghviously lacking

sentence of the story says: “It was best for both of them that way really,
a happy ending or a moral. What might be encoded in this version of the tale, which is not
really fairy-tale-like and the only link with the original version is provided by the two
characters and the setting, is probably a certain warning that things and people are not always

as they seem, and that “though fairy tales must end happily, life does not have to.”%"

The three fairy tales, Cinderella, Snow White and Little Red Riding Hood, in Politically
Correct Bedtime Stories by James F. Garner resemble the previously mentioned alternative
version in their nonconformity, but rather than from the feministic point of view, Garner
wrote his famous parodies with the growing tendencies of politically correct ways of
expressing in mind. He overuses politically correct terms and phrases where there is no need
for neutral language, which creates the intentional notion of this language being senseless in a
way. Jack Zipes comments on his specific style: “Garner’s hyperbole is most evident in his
penchant for neologism.”?"* The author purposefully exaggerates from the very beginning of

the book, in the introduction there is a following apology to the readers:

If, through omission or commission, | have inadvertently displayed any
sexist, racist, culturalist, nationalist, regionalist, ageist, lookist, ableist,
sizeist, speciesist, intellectualist, socioeconomicist, ethnocentrist,
phallocentrist, heteropatriarchalist, or other type of bias as yet unnamed,
| apologize and encourage your suggestion for rectification. In the quest
to develop meaningful literature that it totally free from bias and purged
from the influences of its flawed cultural past, | doubtless have made
some mistakes.?"2

His tales are full of references and hints; he uses topics and motifs which have already been
employed either in the classic or even in the new fairy tales to mock them. For example, in
the first tale about Little Red Riding Hood, he explains that the girl was not afraid to go to the

forest, though “many people believed that the forest was a foreboding and dangerous
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place,”?” because she “was confident enough in her own budding sexuality that such obvious

7214 The funniest moments in Garner’s tales are

Freudian imagery did not intimidate her.
probably those, in which he deliberately prolongs obvious situations and dialogues and the
characters speak to each other using professional and specialized terms in their direct
speeches. When Little Red Riding Hood meets the wolf who warns her about being alone in
the forest, she replies: “I find your sexist remark offensive in the extreme, but I will ignore it
because your traditional status as an outcast from society, the stress of which has caused you

to develop your own, entirely valid, worldview.”?"

The tale continues as in the classic version, the wolf eats a grandmother and he puts on her
clothes, “unhampered by rigid, traditionalist notions of what was masculine or feminine.”?°
When Little Red Riding Hood enters into the house, they quarrel and as a result, the girl starts
to scream “because of his willful invasion of her personal spalce.”277 A “passing woodcutter-
person (or log-fuel technician, as he preferred to be called)”?’® hears the scream and bursts in,
ready to help the girl in a distress. However, his presence in the cottage is not appreciated at
all, since Little Red Riding Hood shouts at him: “Sexist! Speciesist! How dare you assume
that womyn and wolves can’t solve their own problems without a man’s help!”*"® Finally, the
grandmother jumps out of the wolf’s mouth, cuts the woodcutter’s head off and they “set up

an alternative household based on mutual respect and cooperation.”280

Similar ironical attitude is employed in Snow White. In the tale, Garner points out and
ridicules several attributes of the classic patriarchal fairy tales: for example, Snow White’s

name is “indicative of the discriminatory notions of associating pleasant or attractive with

light, and unpleasant or unattractive qualities with darkness;?®! the queen is, after “the years

of conditioning in a male hierarchical dictatorship, [...] insecure about her own self-worth™?%

59283

and therefore she adopts “masculine power trip”“"” when she orders Snow White be killed.

The latter is a reference to the already mentioned typical feature of female fairy-tale
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characters — “women who are either partially or thoroughly evil are generally shown as

active, ambitious, strong-willed.”?*

In the last tale, Cinderella, Garner becomes more interested in class system. He focuses on
mocking and satirizing class-distinctions and affiliation of the particular characters; he
comments on the social classes with allusions to exaggerated Marxist criticism. The prince,
for example, “was celebrating his exploitation of the dispossessed and marginalized peasantry

by throwing a fancy dress ball.”?®

However, although there are many “classist” references in
the tale (“gilded carriage painfully pulled by a team of horse-slaves,”*® Cinderella “walk[ing]
with her head high and carry[ing] herself like a wommon of eminent social standing,”?*"), the
overall impression of the story is, like in Little Red Riding Hood, feminist, and reduced to
absurdity. The females “enslave their natural body images to emulate an unrealistic standard

»28 \while males are depicted as “sex-crazed human animals”?®° fighting

of feminine beauty,
for Cinderella and shocking women “by this vicious display of testosterone.”® In both tales,
Cinderella and Snow White, Garner makes the female characters cooperate in the end and

renounce men for their own common good.

To conclude the main emancipatory and liberating traits of these tales, it is possible to say
that Garner’s fairy tales are, in a way, fulfilling the original purpose of the first literary fairy
tales in the 17" and 18" centuries; they are intended to entertain adults, for whom they were
written, and they convey certain messages and ideas of the author. Garner’s intention to draw
readers’ attention to exorbitant and absurd usage of political correctness in today’s means of
communication parallels with Perrault’s and the Grimms’ efforts to civilize and socialize their
contemporaries. In a similar way to Garner’s tales, Anne Sharpe’s story points out stereotypes
which some adults, parents especially, may strain to avoid. Finally, The Paper Bag Princess
sets reasonable standards for parents who might want to involve new, modern, innovative

stories when selecting fairy tales for their children.
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5. Alternative Fairy Tales: Fashion or Necessity?

When dealing with the alternative fairy tales, it is necessary to bear in mind that “most writers
on fairy tales assume, whatever their ideological position, that tales will have effects on their
child audiences; reader response always includes reader acculturation.”®* As I have already
suggested at the end of the previous chapter, authors transfer their ideas and values onto their
readers; in the case of the classic literary fairy tales, this particular transmission is not time-
limited and therefore readers have been exposed to the influence of the traditional fairy-tale
arrangement since their first publication until now. The features and values praised in the
traditional tales may not be desirable for the modern Western society, since they provide
controversial demonstrations of gender inequality and stereotypization of women’s and men’s
roles. As Marcia Lieberman concludes, in many classic fairy tales the morals are clearly sex-
linked;?* for example, one of the main traditional paradigms is that “the boy who sets out to
seek his fortune [...] is a stock figure [unlike girls]. What is praiseworthy in males, however,
is rejected in females.”?*® Other repetitive patterns include girls seeking marriage or male

saviors, but only very rarely (or rather never) the paradigms function vice versa.

I have demonstrated in the previous part of the thesis that the portrayal of females in the three
selected traditional fairy tales is tightly restricted. The heroines are intended by the authors to
be favorably accepted by the audience only if they possess such qualities as beauty,
submissiveness, patience to wait for the salvation, and willingness to be (sexually)
objectified, which is a result of patriarchal influencing; and “as fairy tales became primarily a
genre for children, their socializing function becomes more and more explicit.”*** Such
authors as Walt Disney, who “managed to have such a profound influence on civilizing
children and adults,”*® helped to spread the regressive images of helpless, passive heroines
that were not known to the first fairy-tale authors such as Basile and Straparola; they were
only introduced by Perrault and the Grimms to gradually fade into obscurity until Disney
rescued them from oblivion. Although it was already long after the works by Lewis Carroll,

Frank L. Baum or E. Nesbit with a new type of female characters were published, Disney
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once again drew the audience’s attention towards his heroines, portrayed as “young women,

always virginal and sweet, [...] [who]cannot save herself,”?%

In the research by Kay Stone, majority of female respondents only knew the versions of fairy
tales by Disney and “were surprised to learn that there were tales about independent women
to which they could relate in a more satisfying manner.”?®" Therefore, it is not surprising that
girls and women who grew up knowing only these versions may be influenced by many
misconceptions; Cathy L. Preston states the quote of one of her female students participating
in her course on folklore and women studies in 1999 that illustrates the questionable impact

of patriarchal fairy tales on girls and young women:

Little girls that are told again and again of princes who come to save a
beautiful but foolish princess may be learning that, in order to get a
prince, they must be outwardly rich with beauty, but do not need to
posses the common sense that is essential in keeping them from needing
to be saved in the first place. The fairy tales of the past are permeated
with the ideals of the past, and could be updated in a way that would
keep the integrity of the story, while relaying behavior that is now
socially acceptable.”®

I would not put it better myself, the quotation above neatly summarizes the situation that
accompanies the traditional versions of Cinderella, Snow White and partially (as there is no
prince, but a male figure is present) Little Red Riding Hood since the debates concerning the
gender bias and inequality in fairy tales appeared in the 1960s. In order to introduce that
“socially acceptable” behavior, alternative versions were made, such as those | have

discussed in the previous chapter.

| believe that there is a great benefit of reading these fairy tales to children, especially
regarding what Jack Zipes calls “disturbance.”®*® He admits that it is extremely difficult to
anticipate the impact of the alternative, emancipatory literature on children, mainly when we
take into consideration the fact that “if their social expectations have been determined by a
conservative socialization process, they find changes in fairy tales comical but often unjust

and disturbing, even though the tales purport to be in their interests and seek their

2% Zipes, Fairy Tales and the Art of Subversion, 209.
297 Zipes, Don't Bet on the Prince, 7.
2% Cathy Lynn Preston, “Disrupting the Boundaries of Genre and Gender: Postmodernism and the Fairy Tale,”
in Fairy Tales and Feminism: New Approaches, ed. Donald Haase (Wayne State University Press, 2004), 203.
2% Zipes, Fairy Tales and the Art of Subversion, 188.
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emancipation.”®® The same opinion is shared by Preston, who claims that by using certain
fixed phrases and structures traditionally observed in classic fairy tales in new, modern,
alternative literary surrounding, the conflict of the “authoritative” with new tales could result
in the situation, in which the new texts would “stand alongside the older ones, competing for
social space but ultimately not displacing their authority.”*** In other words, she presumes
that traditional patterns, when used seriously but not in a typical, traditional fairy-tale
arrangement, might lead to misunderstanding; readers are used to recall certain images when
hearing or reading e.g. “Once upon a time,” and when the story does not continue as they
expect, they might easily conclude that it is just a satirical, not a serious piece of literary

work. 3%

The disturbance, however, which comes with introducing the alternative tales to children, is

intentional and helps to create more critical environment for their readers. Zipes suggests that:

This provocation is why it is more important to [...] recognize the
upsetting effect of emancipatory tales. The quality of [these tales] should
be judged not by the manner in which they are accepted by readers but
by the unique ways they bring undesirable social relations into question
and force readers to question themselves.

The most important, according to Zipes, is the way of distribution of these tales; it is
necessary to provide children with objective and supportive reading leadership if we intend to
introduce the alternative fairy tales to them, after they have been already exposed to the
classic ones. Theda Detlor managed to present some of the modern versions to her pupils.
Consequently, they created a new list of patterns observed in less gender-biased tales: “Boys
and girls can learn to make their own decisions. Both women and men can stand up for
themselves. Girls and boys can decide not to marry. Who you are is more important than how
you look. Girls can be confident. “*® As Detlor comments, the most important thing is the
reader’s possibility of choice. She states that she believes her lessons have “freed children to
think more flexibly about characters’ roles and behavior;”** however, “children also need to

feel free to cast characters in traditional roles, if they so choose.”*®

300 Zipes, Fairy Tales and the Art of Subversion, 188.

301 preston, “Disrupting the Boundaries of Genre and Gender, 199.
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6. Conclusion

The aim of this thesis was to analyze three typical fairy tales by the Grimms’, discuss their
possible influence on children readers in general, and women in particular; and compare them
with the alternative, modern fairy tales by contemporary authors. Specific traits of gender bias
in the tales of Cinderella, Snow White and Little Red Riding Hood have been highlighted and
divided into three main areas of gender-based oppression and stereotypization of women in
the classic fairy tales: emphasis on passivity of heroines and their obedience to men; sexual
attractiveness representing the most valuable quality and consequent objectification of
heroines; and artificially constructed notion of a link between age, appearance and desirable
character qualities of women in fairy tales. These areas are, of course, closely interrelated
with each other; appearance of Cinderella attracts potential husband but, in fact, it is her
passivity that is rewarded with marriage. Disobedient Red Riding Hood is left at the mercy of
a male savior, while Snow White’s life is spared by the hunter only because she is young and
pleasant to look at. Later, she is objectified by the prince who, not regarding her dead-like
condition, insists on keeping her body for whatever his purposes are.

The modern versions of fairy tales provide readers with alternatives, varying from slightly
‘alerting’ stories in which the plot does not follow the typical patterns, yet they include typical
characters, such as The Paper Bag Princess; and tales similar to Politically Correct Bedtime
Stories, which are primarily aimed at adults and attempt to raise awareness of the concurrent
issues; to postmodern upside-down stories, (sometimes also set in urban or industrial
surrounding) employing only few fairy-tale-like features, reminiscing fairy tales in order to
deepen their own ideas and purposes, like in Not So Little Red Riding Hood. The modern
versions may be liberating, emancipatory and even educational, as they convey ideas and
attitudes that are not only fashionable but inevitable for the functioning of the 21%-century
society (or at least its Western part). Unfortunately, they have not reached the point in which
they would be considered an equal constituent of children’s literary canon yet. As it was
mentioned in the last chapter, some readers might tend to regard them as an attempt to
ridicule the traditional tales only; they may seem to lack other purpose than the entertaining
one to the people who have never thought of such issues as gender (in)equality in children’s

literature.
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To abandon the indigenous, original tales would not be effective at all. Children, who are used
to the traditional fairy tales with the traditional, gender-based roles, would perhaps struggle
with the idea of the liberating, emancipatory tales at first, but they would definitely accept
them ultimately. Moreover, it is probably inevitable for us, readers, to know the classic tales
along with the new ones, otherwise we would not be able to identify the differences and
discuss them. The classic versions are not harmful by themselves; it is the lack of dialogue
and explanation on the adults’ side that helps to inadvertently spread the ideas which the
Western society has officially struggled to eliminate for the past decades. | am convinced that
the more often we encounter the alternative fairy tales, offering children and adults of both
gender alternatives to the concurrent situation in the society which seems to employ equality
but still inclines towards the old, patriarchal social construct, the more easily and peacefully
we become accustomed to them. As a desirable result, future generations of readers will be
provided with the possibility to make the decision on their own acculturation without the

necessity to reprobate traditional fairy tales.
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Resumé

Tato diplomova prace se zabyva stereotypnim zobrazovanim zenskych postav v klasickych
pohadkach od bratii Grimmu: Popelce, Snéhurce a Cervené Karkulce. Ugelem prace bylo
demonstrovat, jak tyto pohadky S§ifi patriarchalni myslenky sedmnactého az devatenactého
stoleti mezi ¢tenare ve stoleti jednadvacatém, a zda jsou tyto myslenky a nazory pro soucasné
détské Ctenaie (a Ctenarky v dospélém veéku) néjakym zptisobem nevhodné. Prace také fesi
moderni, alternativni verze klasickych pohadek a zkouma, zda tyto nové pohadky maji Sanci
zaujmout a ziskat si své misto v tak specifické literarni oblasti, jakou je détska literatura. Pred
samotnou analyzou zminénych pohadek je samoziejmé nutné specifikovat terminologii a
definice. Anglické vyrazy ,.folk tale,” ,,wonder tale* a ,fairy tale” lze do Ceského jazyka
ptekladat jednotné jako ,,pohadka,” ovSem v anglo-americkém kontextu bylo nutné v prvni
podkapitole vymezit pouziti téchto terminli pro konkrétni utvary lidové slovesnosti. Je zde
také zatfazen strucny prehled vyvoje détské literatury od vynalezu knihtisku a jeho rozsiteni
Vv zépadni Evropé do vydani prvnich sbirek pohadek. Nésledujici podkapitoly jiz pojednévaji
o historickém vyvoji pohadek.

Zakladem pohadky jako literarniho zanru byla dila italskych autort Francesca Straparoly a
Giambattisty Basile. Jejich sbirky, ovlivnéné lidovou slovesnosti z pielomu Sestnactého a
sedmnactého stoleti, se staly pfedobrazem a zaroven zdrojem pro pozd¢jsi francouzské autory
a autorky. Ve Francii za doby vlady Ludvika XIV. se pohadky staly zadanym a modnim
literarnim  Gtvarem; nikoliv mezi détmi, nybrz mezi dospélymi z vysSich, cCasto
aristokratickych, kruhd. Mezi prvni autorky téchto pohadkovych novel patfila Madame
Marie-Cathérine d’Aulnoy, nasledovana naptiklad Marii-Jean Lhéritier, autorkou prvni
kompletni literarni verze pohadky zndmé v ¢estiné pod ndzvem Rumplcimprcampr. OvSem
nejznamé&j$im francouzskym autorem pohadek byl Charles Perrault, ktery v roce 1697 vydal
sbirku kratkych pohadek, Histories ou contes du temps passé, znamou nejen ve Francii ale 1
v anglicky mluvicich zemich jako Pribéhy matky husy, obsahujici verze Popelky, Cervené
Karkulky a Sipkové Rizenky. Zemi, kde byl vyvoj klasickych literarnich pohadek dokonden,
bylo Némecko prvni poloviny devatenictého stoleti. NejzndméjSimi a bezesporu (pro
pohadkovy zanr) nejvyznamnéjSimi autory byli bratfi Grimmové. Wilhelm a Jacob Grimmové
se zajimali o pohadky a folklor z n€kolika diivodl: jako lingvisté v nich hledali dikazy o
vyvoji némeckého jazyka, jako folklorist¢ se zajimali o ndrodni bohatstvi, které lidova

slovesnost poskytovala, a jako autofi dokdzali v pohadkdch rozpoznat pfilezitost, jak
71



promlouvat k masam jednoduchym a uéinnym zplUsobem; jinymi slovy, umné¢ vyuzili
pohadky, stejn¢ jako sto let pfed nimi Perrault, pro Sifeni svych nédzorti a ideji v ramci

socializace svych ¢tenaft.

Jak je ziejmé z nasledné analyzy konkrétnich pohadek, tyto nazory byly poplatné dobé svého
vzniku. Zeny jsou v nich obecné zobrazovany a pojimany jako hii§né osoby s niz§im
spoleCenskym statusem, které musi byt hlidany a vychovavany podobné jako déti. A praveé
témito postoji, které dnes nazyvdme genderové stereotypni, neboli stereotypni na zakladé
pohlavnich rozdil, se mimo jiné zabyva feministicka literarni teorie. Ta je spolecné
S psychoanalytickou a marxistickou teorii diskutovana v druhé kapitole prace. Jsou zde
uvedeny hlavni myslenky feministické literarni kritiky, ktera se snazi upozornit na pozustatky
patriarchalniho uspofadani spolecnosti v literatufe a nasledné je nahradit literaturou, v tomto
ptipadé pohadkami, s piijatelnéjSimi postoji a zavéry. Podle mnohych autorti a kritiki, ktefi se
feministickému pojeti literarni kritiky vénuji od sedmdesatych let dvacatého stoleti, jsou to
prave ty nejznaméjsi pohadkové hrdinky, diky nimz se $ifi patriarchalni mySlenky mezi nové
generace. Prestoze néktefi odbornici zastavaji opaény nazor a hlasaji, Ze existuji i samostatné,
aktivni hrdinky v zapomenutych piibézich, jimz by se méla vénovat pozornost, je logické, ze
nejvlivnéjsi a nejplsobivesi jsou prave ty, které najdeme v kazdé sbirce pohadek od dob

Grimmi aZ po soucasnost, a se kterymi pfijde do kontaktu nejvetsi pocet détskych ctenari.

S timto teoretickym uvodem zapocind ve tieti kapitole vlastni analyza tfi zminénych pohadek.
Zde jsou nejdiive vysvétleny pojmy jako patriarchat (nadvlada muz) ¢i teorie falocentrismu
(tendence literarnich autort tvofit sva dila z muzského pohledu na danou problematiku, nutici
zenské Ctenare piijimat muzskou identitu z divodu porozuméni textu). V tivodu této kapitoly
je také nutné zodpoveédét otazku, pro¢, nebo spise kdy a kvili komu se do pohadek dostaly
patriarchalni rysy. Prvni verze nyni znamych pohédek, jako je Karkulka a Popelka, totiz
pracovaly s neohrozenymi, schopnymi hrdinkami, které ale po Perraultové zasahu a po
literarnich Gpravach bratry Grimmovymi ziskaly mnohem pasivnéjsi role. Ke zméndm tedy
doslo pravdépodobné v disledku onéch zminovanych socializacnich snah, které se zakladaly
na moralce a zvyklostech dané doby a spolecnosti, jakoZ i na vlastnim ndbozenském a

spolecenském piesvédCeni a socidlnim statusu autorti.

Pokud mluvime o obecnych znacich patriarchalni spolec¢nosti v klasickych pohadkach, za
zminku jisté stoji experiment americké ucitelky a folkloristky Thedy Detlor, ktera se svymi

zaky prvniho stupné vypracovala seznam opakujicich se vzorcti v pohadkach bratii Grimmu.
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Nikoliv ptekvapivé v ném nalezneme takovato hesla: Dévcata placou, kdyz jsou v nesndzich.
Muzi voli pouze krasu. Princezny jsou vzdy krasné. Princezny nikdy nerozhoduji samy za
sebe. Pouze dévcata délaji domaci prace apod. Tyto vzorce dokazuji, Ze mySlenky a nazory
patriarchalni spolecnosti, v niz vznikaly prvni literarni pohadky, stale ovliviiuji nové a nové
generace Ctenarti. Konkrétni piiklady stereotypizace zen v pohddkach jsou uvedeny ve tfech
podkapitolach: prvni se vénuje vSeobecné pasivité pohddkovych hrdinek a jejich poslusnosti
vu¢i muzim a patriarchalnimu uspotradani spole¢nosti; druhd se zabyva vlastnim pfistupem
muzskych postav k hrdinkdm jako k pfedmétim, ladkajicim pouze svym vzhledem, a
potlacenou sexualitou hrdinek; tfeti podkapitola fesi konflikt mezi mladymi, krasnymi a
favorizovanymi hrdinkami a star§imi nebo zlymi, v obou piipadech vSak démonizovanymi

zenskymi postavami, jako jsou kralovna ve Snéhurce ¢i nevlastni sestry a matka v Popelce.

Z analyz konkrétnich ptikladl v téchto tfech podkapitolach vyplyva, ze zenskd pasivita,
trpélivost a poslusnost byly ucelné zobrazovany jako vitané charakterové vlastnosti ‘pravych’
hrdinek, kdezto Zenské postavy, které se aktivné zasazovaly o sviij vlastni Gspéch a nebyly
tedy ne¢inné, byly v riznych verzich pohddek postupné vykreslovany jako stale vice zlé a
Spatné, nebo pfinejmensim vyjimeéné osklivé. V obou piipadech jsou tyto zlé a/¢i osklivé
Zeny vnimdny negativné, zatimco spojeni krasy a posluSnosti, trpélivosti a jakési dobrovolné
necinnosti je v pohddkach oslavovano. Divky, které se prokazi témito zminénymi vlastnostmi,
jsou nasledné¢ odmeénény manzelstvim, coz vytvaii klamny dojem, Ze uspéSnost Zeny je
zavisla na jejim neaktivnim pfistupu a libivém vzhledu, jako v pfipadé Popelky ¢i Snéhurky.
Jsou také stavény do pozice ,,zbozi,* coz je nejvice ziejmé v piipad€ Sn¢hurky, ktera preziva
Vv témé&f mrtvolném stavu, zatimco princ a trpaslici fesi, kdo bude vlastnit jeji t&lo. Cervena
Karkulka, na rozdil od Popelky a Snéhurky, sice nezaujme myslivce, ktery ji posléze
zachrani, svym vzhledem, 1 zde se vSak uplatituje urcity patriarchalni vzorec, ve kterém muz
jakoZto predstavitel siln€jSiho a schopné&jSiho pohlavi musi ochranit bezmocnou Zenu/divku.
Zajimavé v piipadé pohadky o Cervené Karkulce je také fakt, Ze oproti piivodni slovesné, a
pozd&jsi francouzské verzi, je némecka (tzn. ta, kterou zname i1 v souCasnosti) Karkulka
zbavena veSkerych odkazl na sexualitu, dospivani a nahotu, coZ jen dale ilustruje snahy bratii
Grimmi vytvorit a §ifit pfibéhy obsahujici pouze témata a myslenky, o nichz se oni sami

domnivali, Ze jsou vhodné pro tehdejsi ctenate.

V posledni podkapitole tykajici se analyzy klasickych pohadek se tesi, jestli a do jaké miry

ovliviuji klasické pohadkové hrdinky sebeuvédoméni a oCekavani déti a dospélych zen, které
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snimi byly v détstvi seznameny. Jedna z nejvétSich kriticek klasickych pohadek, Marcia
Lieberman, zformulovala mozné nésledky vlivu vySe zminénych charakteristickych vzorct ve
svém eseji na pocatku sedmdesatych let. Vyjadfila zde svou obavu, ze déti, a predevSim
divky, které znaji pouze klasické pohadky, mohou ziskat mylnou pfedstavu, ze krasa je vzdy
odménéna bohatstvim a Gspéchem, coz by mohlo vést k jejich nedivétivosti a averzi vici
»mén¢ krasnym lidem,”“ pokud by samy sebe za krasné povazovaly, anebo K nizkému
sebevédomi a zavisti vici ,,vice krasnym lidem,* pokud by se citily mén¢ hezké. Rita Comtois
zjistila na zaklad¢ rozhovora s nékolika desitkami Zen v devadesatych letech, ze pocitovaly
frustraci z nenaplnéného ,,pohadkového* snu, ve ktery doufaly jako divky, ¢imz se potvrdila
teorie, ze pohadky opravdu mohou manipulovat s nasim ocekavanim, zejména co se tyce

pfijimani socialnich roli na zaklad¢ pohlavnich rozdilu.

Jako reakce na vySe uvedené diskutabilni patriarchdlni vzorce, které jsou obsazené v
analyzovanych pohadkach, se zacaly od sedmdesatych let dvacéatého stoleti objevovat
alternativni moderni pohadky, v angli¢tiné casto nazyvané ,emancipatory,” ¢ili
,emancipacni.” Tyto pfibéhu bud’ sledovaly stejnou déjovou linku jako klasické pohadky, ale
snazily se eliminovat stereotypni prvky v nich obsazené, nebo vytvarely vlastni, nové
zapletky v modernim déjisti, s modernimi postavami. Velice Casto se také zacala objevovat
dila, kterd vyuzivala jen jeden konkrétni aspekt pohadky v uplné odliSném kontextu. Pro
potieby této prace byla vybrana Ctyti alternativni dila, ktera vznikla v rozmezi sedmdesatych a
devadesatych let. Velice oblibenymi se v této dob¢ staly také rizné sbirky a antologie, které
obsahovaly nejen piivodni tvorbu feministickych autori, ale také zapomenuté, respektive
béZnym ctendfem opomijené pohadkoveé piib&hy, myty a povidky z celého svéta, v nichz lze,

na rozdil od klasickych pohadek, nalézt neohroZzené hrdinky.

The Paper Bag Princess (do ¢estiny pielozitelné jako Princezna papirového sacku) od autora
Roberta Munsche, zastupuje alternativni pohadky vyuzivajici pohadkové postavy
charakteristické pro klasické pohadky, jako jsou princezna, princ a drak, které vSak d&ove
nepodléhaji stereotypiim. PouZitim znamych postav neztraci tato pohadka na zajimavosti pro
détské Ctenare, jeji vyznéni je vSak veskrze ,,emancipacni® — princezna Elizabeth se vydava
hledat prince Ronalda, svym rozumem pifemutze draka a poté, co ji Ronald misto vdécnosti
vyéte jeji vzhled, se Elizabeth rozhodne, Ze se za Ronalda nevda. Naopak Sipkova Ruzenka
Giintera Kunerta, némeckého basnika a prozaika, je prvni z n€kolika alternativnich pohadek,

uvadénych v této praci, které jsou ve skutecnosti zamysleny vyhradné pro dospélého Ctenaie.
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Kunert v pouhych dvou odstavcich popird vSechny typické znaky a zdkonitosti pohadek;
nepouziva obvyklé fraze jako ,,kdysi davno,“ ¢i ,,bylo nebylo,* a v podstaté nevypravi zadny
d¢j — jeho dilo je spiSe popisem marného snazeni mnoha princti, kteii se, s vidinou krasné
princezny ve vézi, nechali pfemoci rostlinou, jez véz obklopuje. Princeznu navic vykresluje
jako ohavnou mrtvolnou bytost, o niz ve skute¢nosti neni co stat. Pro feministickou analyzu
mén¢ podstatny, avSak obecné nikoliv nezajimavy je fakt, ze mnozi kritici v Kunertové

RiZence nachazi metaforické ztvarnéni Berlinské zdi.

Politicky podtext maji také ptibéhy z knihy Politically Correct Bedtime Stories (Politicky
korektni pribéhy na dobrou noc) od Jamese Garnera. Politickd korektnost, jak néazev
napovida, je zde dovedena do absurdniho maxima, ¢imz Garner paroduje soucasné tendence
byt za kazdou cenu korektni, mnohdy i na ukor obsahu. Jeho Cervena Karkulka si uvédomuje,
ze zpisob, jakym k ni promlouvad vlk, neni jeho osobni volba, nybrz vliv patriarchalni
spole¢nosti, v niz byl vychovén, a je velice rozladéna, kdyzZ se kolemjdouci myslivec pokusi
zasdhnout do jejiho sporu s vlkem, ¢imZ se v jejich ocich projevi jako typicky Sovinista.
Snéhurka je nucena utéct pted svoji frustrovanou macechou do lest, kde narazi na trpasliky,
ktefi uéi zzenstélé muze byt opét muznymi pany tvorstva; a o Popelku se na bale poperou
vSichni muZi hndni svymi nizkymi pudy, nasledkem cehoZz se vSechny ptfitomné damy

rozhodnou radéji se vénovat podnikani a zanechat muze jejich primitivnim potyc¢kam.

V posledni ukézce alternativni pohadky, Not So Little Red Riding Hood (volné pieloZeno
jako Ne tak mala Cervena Karkulka, ¢i Tak trochu jina Cervena Karkulka) od autorky Anne
vytvaii dojem podobnosti s ptivodni verzi, zahy se v§ak ¢tenat dozvi, Ze vlk je v této pohadce
zosobnén muzem v dobfe $itém Sedém obleku. Tento muZz se snazi svést Scarlet, coz je jméno
Karkulky v tomto piibéhu, na coz ona nereaguje a bezelstné pokraCuje v cesté za svoji
babickou. To muze rozzuii a rozhodne se, zZe se postard, aby na n¢j divka nezapomnéla. Co
vSak netusi je, Ze divka je nositelka ¢erného pasku v karate, a tudiZ ji ne€ini Zadny problém
muze vyridit. Tato verze méla, jako ostatné vétSina feministickych pohddek pro dospélé
Ctenafe, upozornit na samoziejmost, s jakou pfijimame predepsané socialni role a vlastnosti, a
jak je, jako rodice a pedagogové, Sitime dal mezi détmi, aniz bychom se nad jejich vyznamem

a ptivodem zamysleli.

V posledni kapitole je vénovan prostor k zamysleni, zda maji alternativni pohadky viibec jiny

vyznam kromé toho zdbavného, a jak muze jejich Cetba ovlivnit détské ctenate. Jelikoz, stejné
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jako pred nékolika sty lety, i dnes vznikaji pohadky s imyslem Sifit urcitd autorova
stanoviska, tyto moderni pohadky maji v dnes$ni dob& ur€ité své misto v détském literarnim
kanonu. Existuje zde sice stale riziko, Ze jejich vzdélavaci a socializacni atributy zlstanou
nepochopeny, ovSem uz jen ona snaha jejich autorti nabidnout ¢tenaiim jinou, osvobozujici
¢etbu je krok spravnym smérem. Jiz zminénd pedagozka Theda Detlor vypracovala se svymi
zaky po spolecném precteni né¢kolika alternativnich ptibéha dals$i seznam vzorci, které ale
V tomto piipadé nejsou zatizené genderovymi piedsudky a stereotypy. Tyto détmi navrzené
vzorce pak zahrnovaly napiiklad: Divky a chlapci se mohou naucit délat sva vlastni
rozhodnuti. Divky se nemusi vdat za prince. Muzi mohou také délat doméci prace. Divky
mohou byt sebevédomé, ¢i velice dulezité: Kdo jsi je dulezitéjsi, nez jak vypadas. Na tomto
piikladu Ize demonstrovat, ze détsti ¢tenafi mohou znat klasické i alternativni verze, a Ze tato

oboustranna znalost je vysoce zadouci, protoze vede k rozvoji kritického mysleni.

V zavéru bych proto vysledky této prace shrnula nasledovné: Tradi¢ni pohadky nejsou samy o
sob& nijak $kodlivé. Skodlivy je nedostatek rozmanitosti a jednostrannost pohadkovych
hrdint a hrdinek, které se dostanou k béZznému détskému C&tenafi. Bohuzel, s rozmachem
masovych médii, zejména filmu a televize, se jesté vice prohloubila propast mezi pivodni
tradi¢ni lidovou slovesnosti a tim, co dnes povazujeme za klasické pohadky; Walt Disney je
bezesporu jednim z hlavnich striijcii cilené popularizace typizovanych pohadkovych hrdinek.
Po stovky let slouzily klasické pohadky k Sifeni mySlenek, které se v soucasnosti snazi
zapadni spolecnost potlacit a vyvratit; zdroven je vSak nevédomky Sifime mezi nové a nové
generace détskych ctendit a divakd. Alternativni pohadky proto predstavuji skvély protipdl,
diky kterému by mohlo vice déti klast vice otazek. ProtoZe neni feSenim klasické pohadky

zavrhnout, nybrz je porovnavat s alternativnimi, a diskutovat nad divody jejich rozdilnosti.
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