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PREFACE

The Greenwood Encyclopedia of Folktales and Fairy Tales offers English-
speaking readers a unique introduction to the burgeoning field of folktale and
fairy-tale studies. Interest in the subject is not new, of course. Nonetheless, de-
spite almost two centuries of scholarly study and popular interest, and despite
the dynamic growth of fairy-tale studies and the creative revitalization of the
genre over the last thirty to forty years, there is to date no reference work in
English that offers an encyclopedic treatment of the fairy tale’s multifaceted ex-
istence around the world and the new knowledge that scholars have generated
about it. In other words, there has been no central English-language resource
that teachers, students, scholars, and other interested readers could consult to
find reliable information about folktales and fairy tales in a global context. This
encyclopedia is an effort to fill this gap. The scope of this work is accordingly
broad in terms of its geographic and cultural coverage, its historical range, its
disciplinary breadth, and its topical variety.

Scope and Coverage

Geographic-Cultural Scope. The encyclopedia’s coverage is global and
multicultural. It extends beyond Europe and North America to include informa-
tion about significant individuals, titles, and traditions from regions and cultures
throughout the world. While every attempt has been made to offer worldwide
coverage, the finite nature of a three-volume encyclopedia makes it impossible
to include every discrete tale tradition. Consequently, coverage is necessarily
representative and not comprehensive or exhaustive.

Historical Scope. In terms of its historical scope, this encyclopedia ranges
from antiquity to the present. Recent scholarship has produced a wealth of new,
well-documented information about the relation of fairy tales not only to medie-
val literature but also to ancient literature and culture. Therefore, it is now possi-
ble to include historically accurate coverage of periods predating the birth of the
literary fairy tale in the early modern period.

Disciplinary Scope. A wide range of disciplines is represented throughout
this encyclopedia. Folklorists, anthropologists, ethnologists, children’s literature
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specialists, film scholars, and scholars of literary and cultural studies have all
contributed in different but useful ways to the study of folktales and fairy tales.
It is a fundamental premise of this encyclopedia that multi- and interdiscipli-
nary perspectives are vital to our understanding of these genres. Accordingly,
the contributors who have written the entries for this encyclopedia do so from
the vantage point of their individual disciplines. While the folklorist may write
about a particular tale or motif from a perspective decidedly different from that
of a specialist in children’s literature—invoking different texts and using differ-
ent terms, analytical concepts, and perspectives—each will produce useful
insights and information. Juxtaposed, these diverse approaches will stimulate
fresh ideas and new questions, leading the reader in different, perhaps unex-
pected directions. Taken together, the distinct voices speaking throughout this
encyclopedia offer insights into the possibilities for fairy-tale studies and dem-
onstrate the rich texture of this multidisciplinary field of study.

Topical Scope. Because the potential number of topics reaches into the thou-
sands, a judicious selection was necessary. The topics covered were chosen
(1) to provide representative global coverage; (2) to emphasize matters of fun-
damental importance in the field of fairy-tale studies; (3) to highlight important
developments in the field of fairy-tale studies since roughly 1970, when the
field was revitalized by cultural forces and by a thorough critical reevaluation
of the fairy-tale tradition; (4) to signal emerging trends in the production and
reception of fairy tales; and (5) to highlight important but otherwise neglected
dimensions of fairy-tale studies. In selecting topics, I also took into account the
topics and tales that are covered in contemporary courses and anthologies and
that therefore may be of special interest to students.

Entries

The encyclopedia’s 670 entries, many of which are illustrated, fall into the
following eight categories:

1. Cultural/National/Regional/Linguistic Groups. Entries in this category pro-
vide succinct introductions to the narrative traditions of specific groups. In
some instances, the coverage is defined by linguistic, cultural, ethnic, or
national categories (e.g., French Canadian tales, Japanese tales, Slavic tales,
Spanish tales); in other cases, the coverage is organized in broader geographic
terms (e.g., African tales, Pacific Island tales, Scandinavian tales, South Asian
tales).

2. Genres. This category includes not only entries elucidating how scholars
have understood the principal terms “folktale” and ‘“fairy tale” but also
entries discussing many other fundamental genres and subgenres at the core
of folktale and fairy-tale studies (such as animal tale, cautionary tale, didac-
tic tale, wonder tale, etc.). Entries in this group also describe genres that
play a significant role in the history of the fairy tale and in the discourse of
fairy-tale studies (e.g., ballad, cante fable, epic, legend, etc.).

3. Critical Terms, Concepts, and Approaches. Entries in this category describe
the terminology, ideas, and methods of scholars specializing in the study of folk-
tales and fairy tales. These entries define the fundamental vocabulary of oral
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narrative research and fairy-tale studies—from “adaptation,” “anthropological
approaches,” and “authenticity” to “tale type,” “urform,” and “variant.”

4. Motifs, Themes, Characters, Tales, and Tale Types. This category consists
of especially important subjects selected from the very corpus of folktales and
fairy tales and includes topics such as “Ali Baba,” “Beauty and the Beast,”
“Spinning,” “Violence,” and “Witch.”

5. Eras, Periods, Movements, and Other Contexts. Entries in this group address
important historical, intellectual, and cultural contexts—colonialism, magical
realism, and postmodernism, for example—that helped to shape both the pro-
duction and reception of folktales and fairy tales.

6. Media, Performance, and Other Cultural Forms. This category includes
entries focusing on manifestations of the fairy tale in a variety of expressive
and cultural forms, from “Animation,” “Art,” and “Internet” to “Puppet Thea-
ter,” “Storytelling,” and “Tourism.”

7. Television, Film, Animation, and Video. This category encompasses entries
dealing with the fairy tale’s role in visual culture, from “Bluebeard Films” to
“The Wizard of Oz.”

8. Individual Authors, Editors, Collectors, Translators, Filmmakers, Artists/
Illustrators, Composers, Scholars, and Titles. Entries in this category provide
information about a wide range of individuals and titles that have played a role
in the history of folktales, fairy tales, and the scholarship about them. In no way
exhaustive, these entries were chosen to offer a global mix of historical and
contemporary figures, including a selection of those who are well-known inter-
nationally for their key contributions and canonized works (e.g., Charles Per-
rault, Jacob and Wilhelm Grimm, Hans Christian Andersen, and Angela Carter)
and those historically overlooked or emerging individuals who deserve more
attention from fairy-tale scholars (e.g., Mary W. Wilkins Freeman, Neil Gai-
man, Miyazaki Hayao, Luisa Valenzuela, and Tawada Yoko).

Each entry contains cross-references to related topics that may deepen the
reader’s understanding and provide opportunities for further exploration and dis-
covery. Cross-references are signaled in the body of an entry by words appear-
ing in boldface type and, where appropriate, by a “See also” section following
the entry. Terms that occur in nearly every entry—for instance “folktale” and
“fairy tale”—are marked as cross-references only in those instances where the
further exploration would be especially illuminating for understanding the topic
at hand.

The Further Reading list that follows the entry text provides the reader with
suggestions for pursuing additional research on that topic. In some cases,
“readings” include not only printed books and essays but also Internet resources
and visual materials such as DVDs. Whenever possible, reliable and authorita-
tive readings in English are included. Given the encyclopedia’s global scope, of
course, readings in languages other than English are also offered; and in a few
instances relevant readings in English may not be available at all. Many foun-
dational works of fairy-tale scholarship are written in languages other than Eng-
lish, and while such works might be linguistically inaccessible to some readers,
the expert contributors to this encyclopedia have done a great service in synthe-
sizing and summarizing the research and knowledge of scholars from around
the world.
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Bibliography and Resources

The encyclopedia concludes with an extensive section devoted to Bibliogra-
phy and Resources reflecting the project’s multicultural and multidisciplinary
orientation. The primary and secondary literature related to folktales and fairy
tales is enormous, and even the extensive selection offered here constitutes only
a sampling and starting point for anyone interested in pursuing further research.
The bibliography has four divisions. The first offers a list of useful collections,
editions, anthologies, and translations of folktales, fairy tales, and related pri-
mary texts (such as fantasy, legend, and myth). The second includes a selection
of scholarship devoted to the folktale, fairy tale, and related areas of study
(such as children’s literature, folklore, and illustration). The third division pro-
vides a list of especially important journals and serial publications. I have
included the URLs for those that have Web sites, although the existence of a
Web site does not necessarily indicate that the publication itself is available
online. Many scholarly journals, of course, are available in electronic form
online through libraries and subscription services. The fourth division offers an
annotated list of selected Web sites relevant to the study of folktales and fairy
tales. Internet resources pose a special challenge for the student or scholar seek-
ing reliable texts or accurate information in digital form. In my selection, I have
endeavored to list sites that have had a stable existence and in my judgment are
knowledgeable, reliable, and useful.

Also included is a Guide to Tale-Type, Motif, Migratory Legend, and Ballad
References Used in the Entries that describes the various classification systems
used in the entries. These systems defining such things as tale types and motif
and ballad numbers are well known to folklorists but will likely be unfamiliar
to students and interested general users. A Guide to Related Topics groups
entries by broad topical categories and allows users to more easily trace impor-
tant ideas, themes, concepts, and connections across the more than 600 entries.
The extensive Introduction places the current state of folktale and fairy-tale
studies into useful context, especially for nonspecialist readers.

These three volumes are offered as a resource for users interested not only in
looking back at the history of the folktale and fairy tale but also in looking for-
ward to a new century of fairy-tale production and scholarship—a time in
which tales can be produced and disseminated quickly in new media and as
transnational phenomena. With its broad scope and wide range of topics, this
encyclopedia strives to offer a rich and representative overview of an infinitely
diverse worldwide phenomenon, to encourage exploration beyond each reader’s
individual realm of experience and expertise, and to promote thinking, reading,
writing, and discussion about folktales and fairy tales across disciplinary boun-
daries.
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GUIDE TO TALE-TYPE,
MOTIF, MIGRATORY LEGEND,
AND BALLAD REFERENCES
USED IN THE ENTRIES

Tale-Type Numbers and Names

Folklorists do not always refer to tales by their individual titles. Some tales told
in oral tradition might not even have a fixed title in the same way that a published
tale usually would. Instead, folklorists often refer to the fale type to which a certain
narrative belongs. Folklorists have developed a system for classifying tale types
using a number and name. The original classification system developed by Antti
Aarne in 1910 was revised and enlarged by Stith Thompson in 1961. That revised
classification was thoroughly overhauled by Hans-Jorg Uther in 2004. Additional
tale-type catalogues for specific cultures have been developed, but they usually
build on the Aarne-Thompson or the Aarne-Thompson-Uther classifications. The
following abbreviations are used throughout this encyclopedia to refer to tale types:

ATU = Aarne-Thompson-Uther

Example: ATU 333, Little Red Riding Hood

Example: ATU 510B*, The Princess in the Chest

Source: Uther, Hans-Jorg. The Types of International Folktales: A Classification
and Bibliography Based on the System of Antti Aarne and Stith Thompson. 3 volumes.
Helsinki: Academia Scientiarum Fennica, 2004.

AT or AaTh = Aarne-Thompson

Example: AT 780A, The Cannibalistic Brothers

Source: Aarne, Antti. The Types of the Folktale: A Classification and Bibliogra-
phy. Translated and enlarged by Stith Thompson. 2nd revision. 1961. Helsinki:
Academia Scientiarum Fennica, 1987.

Motif Numbers and Names

The motifs out of which tales are constructed recur in many different con-
texts. Folklorist Stith Thompson has classified these recurring motifs with a
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letter-number combination and descriptive label. Motif references throughout
this encyclopedia are based on Thompson’s motif index and appear as follows:

Example: Motif D735, Disenchantment by Kiss

Source: Thompson, Stith. Motif-Index of Folk-Literature: A Classification of Nar-
rative Elements in Folktales, Ballads, Myths, Fables, Mediaeval Romances, Exempla,
Fabliaux, Jest-Books, and Local Legends. Revised and enlarged edition. 6 volumes.
1955-58. Bloomington: Indiana University Press, 1975.

Migratory Legend Numbers

Like tale types, migratory legends have also been classified and given num-
bers and names. The standard classification system is that of Reidar Thoralf
Chistiansen. Occasional references to migratory legends are found throughout
this encyclopedia and appear as follows:

ML = Migratory Legend

Example: ML 6035, Fairies Assist a Farmer in His Work

Source: Christiansen, Reidar Thoralf. The Migratory Legends: A Proposed List of
Types with a Systematic Catalogue of the Norwegian Variants. 1958. Helsinki:
Academia Scientiarum Fennica, 1992.

Ballad Numbers

When citing English-language ballads, scholars refer to the collection of tra-
ditional ballads published by Francis James Child. Such references occur occa-
sionally in this encyclopedia and are given as follows:

Example: Child 2
Source: Child, Francis James. The English and Scottish Popular Ballads. 5 volumes.
Boston: Houghton Mifflin, 1882-98.
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Critical Terms, Concepts,
and Approaches

Adaptation
Anthropological Approaches
Archetype

Archives

Authenticity

Collecting, Collectors
Comparative Method
Conduit Theory
Contamination

Context

Diffusion

Editing, Editors
Ethnographic Approaches
Fakelore

Feminism

Fieldwork

Folk

Folklore

Function

Gender
Historic-Geographic Method
Hybridity, Hybridization
Informant

Intertextuality

Linguistic Approaches
Memory

Metafiction

Monogenesis

Moral

Motif

Motifeme

Mythological Approaches
Oicotype

Oral Theory

Performance

Polygenesis
Psychological Approaches
Sociohistorical Approaches
Structuralism

Tale Type

Translation

Trauma and Therapy
Urform

Variant

Cultural/National/Regional/
Linguistic Groups

African American Tales

African Tales

Albanian Tales

Australian and Aotearoan/New Zealand
Tales

Aztec Tales

Celtic Tales

Chinese Tales

Dutch Tales

Egyptian Tales

English Tales

Estonian Tales

Finnish Tales

French Canadian Tales

French Tales

German Tales

Greek Tales

Inca Tales

Indian Ocean Tales

Inuit Tales
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Iranian Tales

Italian Tales

Japanese Popular Culture
Japanese Tales

Jewish Tales

Korean Tales

Latin American Tales
Maya Tales

Native American Tales
North American Tales
Pacific Island Tales
Portuguese Tales
Russian Tales
Scandinavian Tales
Slavic Tales

South Asian Tales
Spanish Tales

Eras, Periods, Movements,
and Other Contexts

Anti-Semitism
Childhood and Children
Classical Antiquity
Colonialism

Faerie and Fairy Lore
Feminism

Gay and Lesbian Tales
Japanese Popular Culture
Magical Realism

Middle Ages
Nationalism

Négritude, Créolité, and Folktale
Pedagogy

Politics

Postmodernism

Race and Ethnicity
Salon

Genres

Anecdote

Animal Tale

Anti-Fairy Tale
Aphorisms

Ballad

Bawdy Tale

Beech Mountain Jack Tale
Bible, Bible Tale

La bibliotheque bleue
Broadside

Cante Fable
Cartoons and Comics
Cautionary Tale
Chain Tale
Chapbook
Conte de fées
Cumulative Tale
Didactic Tale
Epic

Erotic Tales
Etiologic Tale
Exemplum, Exempla
Fable

Fabliau, Fabliaux
Fairy Tale
Fantasy
Feminist Tales
Folktale

Frame Narrative
Ghost Story
Graphic Novel
Incantation

Jack Tales
Jataka

Jest and Joke
Legend

Literary Fairy Tale
Marchen
Memorate

Myth

Nonsense Tale
Novel

Novella

Opera
Pantomime
Parable

Parody

Poetry

Proverbs

Puppet Theater
Religious Tale
Riddle

Saga

Saint’s Legend
Simple Forms
Tall Tale
Theater
Unfinished Tale
Urban Legend
Wonder Tale
Young Adult Fiction
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Individuals
Animators and Filmmakers

Avery, Frederick “Tex”
Burton, Tim
Davenport, Tom
Disney, Walt

Duvall, Shelley
Henson, Jim

Khemir, Nacer
Mélies, Georges
Miyazaki Hayao
Pasolini, Pier Paolo
Reiniger, Lotte

Trnka, Jifi

Walt Disney Company

Artists/Illustrators

Amano Yoshitaka
Anno Mitsumasa
Bachelier, Anne
Beskow, Elsa
Bilibin, Ivan
Crane, Walter
Disney, Walt
Doré, Gustave
Dulac, Edmund
Ekman, Fam
Froud, Brian

Gag, Wanda
Grimm, Ludwig Emil
Housman, Laurence
Innocenti, Roberto
Kittelsen, Theodor
Mizuno Junko
Nielsen, Kay
Nystrom, Jenny
Parrish, Maxfield
Rackham, Arthur
Rego, Paula
Richter, Ludwig
S., Svend Otto
Schwind, Moritz von
Sendak, Maurice
Smith, Kiki
Spiegelman, Art
Steig, William
Ubbelohde, Otto
Ungerer, Tomi
Vess, Charles

Walt Disney Company
Windling, Terri
Zelinski, Paul O.

Authors

Aesop

Alcott, Louisa May

Alexander, Lloyd

Andersen, Hans Christian

Andersen, Hans Christian, in Biopics

Andersson, Christina

Apuleius, Lucius

Arnim, Bettina von

Arnim, Gisela von

Asturias, Miguel Angel

Atwood, Margaret

Aulnoy, Marie-Catherine d’

Auneuil, Louise de Bossigny,
Comtesse d’

Balazs, Béla

Barrie, Sir James Matthew

Barthelme, Donald

Basile, Giambattista

Baum, L. Frank

Bechstein, Ludwig

Bécquer, Gustavo Adolfo

Benavente, Jacinto

Bernard, Catherine

Beskow, Elsa

Block, Francesca Lia

Bly, Robert

Boccaccio, Giovanni

Bohl de Faber, Cecilia

Borges, Jorge Luis

Brentano, Clemens

Bronté, Charlotte

Broumas, Olga

Browne, Anthony

Burnett, Frances Eliza Hodgson

Byatt, A. S.

Cabrera, Lydia

Calvino, Italo

Capek, Karel

Capuana, Luigi

Carroll, Lewis

Carter, Angela

Castroviejo, Concha

Cazotte, Jacques

Chamisso, Adalbert von
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Chamoiseau, Patrick
Chaucer, Geoffrey
Chukovsky, Kornei
Clarke, Susanna
Cocchiara, Giuseppe
Collodi, Carlo

Coloma, Luis

Coover, Robert

Correia, Hélia

Craik, Dinah Maria Mulock
Crowley, John

Dadié, Bernard Binlin
Dahl, Roald

Daudet, Alphonse

Dazai Osamu

De Lint, Charles

De Morgan, Mary

Dean, Pamela

Deledda, Grazia

Deulin, Charles

Dickens, Charles

Diop, Birago

Donoghue, Emma

Duffy, Carol Ann

Dumas, Philippe
Eichendorff, Joseph Freiherr von
Ekman, Fam

Ende, Michael

Erdrich, Louise

Ershov, Pyotr

Ewald, Carl

Ewing, Juliana Horatia
Fagunwa, Daniel Orowole
Ferré, Rosario

Fouqué, Friedrich de la Motte
Freeman, Mary E. Wilkins
Frost, Gregory

Gaarder, Jostein

Gaiman, Neil

Galland, Antoine

Garcia Marquez, Gabriel
Garner, Alan

Gautier, Théophile
Goethe, Johann Wolfgang von
Gozzi, Carlo

Grace, Patricia

Grass, Gunter

Grimm, Wilhelm

Gripari, Pierre

Gripe, Maria

Hamilton, Anthony
Hamilton, Virginia

Harris, Joel Chandler
Hartzenbusch, Juan Eugenio
Hauff, Wilhelm

Hau‘ofa, Epeli
Hawthorne, Nathaniel
Hay, Sara Henderson
Helakisa, Kaarina
Helvig, Amalie von
Hesse, Hermann

Hoban, Russell
Hoffmann, E. T. A.
Hofmannsthal, Hugo von
Hopkinson, Nalo
Housman, Laurence
Hurston, Zora Neale
Thimaera, Witi

Ispirescu, Petre

Ingelow, Jean

Janosch

Jansson, Tove

Jarrell, Randall

Jones, Diana Wynne
Jones, Terry

Kafka, Franz

Keller, Gottfried
Khemir, Nacer
Kreutzwald, Friedrich Reinhold
Kurahashi Yumiko
Kushner, Ellen

La Fontaine, Jean de

La Force, Charlotte-Rose de Caumont de

Laforet, Carmen
Lagerkvist, Par

Lagerlof, Selma

Le Guin, Ursula K.

Lee, Tanith

Leprince de Beaumont, Jeanne-Marie
Lewis, C. S.

Lhéritier de Villandon, Marie-Jeanne
Lindgren, Astrid

Lochhead, Liz

Lubert, Marie-Madeleine de
MacDonald, George
Maeterlinck, Maurice
Maguire, Gregory

Mailly, Jean, Chevalier de
Malerba, Luigi

Marie de France

Martin Gaite, Carmen
Matute, Ana Maria
McKillip, Patricia A.
McKinley, Robin
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Metaxa-Krontera, Antigone

Mhlophe, Gcina

Miyazawa Kenji

Mizuno Junko

Molesworth, Mary Louisa

Momaday, N. Scott

Munro, Alice

Murat, Henriette-Julie de Castelnau,
Comtesse de

Musaus, Johann Karl August

Namjoshi, Suniti

Napoli, Donna Jo

Naubert, Benedikte

Nesbit, E.

Nodier, Charles

Novalis

Nyblom, Helena

Ocampo, Silvina

Ochlenschlager, Adam

Ovid

Pérez Galdos, Benito

Perodi, Emma

Perrault, Charles

Pitzorno, Bianca

Piumini, Roberto

Pizarnik, Alejandra

Planché, James Robinson

Pogorel’sky, Antony

Pourrat, Henri

Pratchett, Terry
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Pullman, Philip
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Raud, Eno

Ritchie, Anne Thackeray
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Shvarts, Evgeny
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Thurber, James

Tieck, Ludwig
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Trueba, Antonio de
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Humperdinck, Engelbert
Rimsky-Korsakov, Nikolai
Tchaikovsky, Pyotr I1’ich

Editors, Collectors, Translators,
and Scholars

Aarne, Antti

Afanas’ev, Aleksandr
Alcover, Antoni Maria
Amades, Joan
Anderson, Walter
Asbjgrnsen, Peter Christen
Barlea, Ovidiu
Bechstein, Ludwig
Benfey, Theodor
Bettelheim, Bruno
Bolte, Johannes
Boratav, Pertev Naili
Boskovié¢-Stulli, Maja
Brentano, Clemens
Briggs, Katharine M.
Brothers Grimm in Biopics
Burton, Richard Francis
Busk, Rachel Harriette
Calvino, Italo

Croker, Thomas Crofton
Cruikshank, George
Dégh, Linda

Delarue, Paul

Dorson, Richard M.
Dundes, Alan

Espinosa, Aurelio M.
Franz, Marie-Louise von
Freud, Sigmund
Frobenius, Leo

Galland, Antoine
Gonzenbach, Laura
Gregory, Lady Isabella Augusta Persse
Grimm, Jacob

Grimm, Wilhelm
Grundtvig, Svend
Hamilton, Virginia
Harris, Joel Chandler
Holbek, Bengt

Honko, Lauri

Hurston, Zora Neale
Thimaera, Witi

Imbriani, Vittorio
Ispirescu, Petre

Jacobs, Joseph

Jung, Carl Gustav

Karadzi¢, Vuk Stefanovié¢
Kohler, Reinhold

Lane, Edward W.

Lang, Andrew

Loorits, Oskar

Liithi, Max

Machado y Alvarez, Antonio
Mardrus, Joseph Charles
Maticetov, Milko

Mayer, Charles-Joseph, Chevalier de
Megas, Georgios A.
Metaxa-Krontera, Antigone
Moe, Jorgen

Miiller, Friedrich Max
Opie, Iona, and Opie, Peter
Pitré, Guiseppe

Polivka, Jifi

Pourrat, Henri

Propp, Vladimir

Ranke, Kurt

Roheim, Géza
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Salmelainen, Eero
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Cultural Forms
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Art

Bible, Bible Tale
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Broadside

Cartoons and Comics
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Dance

DEFA Fairy-Tale Films
Film and Video
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Illustration

Internet

Music

Novel

Opera

Oral Tradition
Pantomime

Parody

Pedagogy
Performance

Poetry

Politics

Proverbs

Puppet Theater
Silent Films and Fairy Tales
Stamps

Storytelling
Television

Theater

Tourism

Walt Disney Company
Young Adult Fiction

Motifs, Themes, Characters, Tales,
and Tale Types

Age

Aladdin

Ali Baba
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Animal Bride, Animal Groom
Anti-Semitism

Baba Yaga
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Beauty and the Beast
Beech Mountain Jack Tale
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Bluebeard
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INTRODUCTION

Since the 1960s, folktales and fairy tales have been a veritable growth industry.
To be sure, interest in the fairy tale is hardly breaking news, and historical sur-
veys reveal a long lineage and international presence. However, this history is
also characterized by periods of profound interest and prolific production. For
instance, the so-called French fairy-tale vogue of the late seventeenth and early
eighteenth centuries generated a corpus of tales that was so extraordinary and
influential that it even gave a special name to the genre—‘“conte de fées”—
which later gave birth to the English term “fairy tale.” Germany during the late
eighteenth and the early nineteenth centuries provides another case in point.
The period was characterized on the one hand by the German Romantics’ crea-
tive experimentation with the literary fairy tale and on the other by the cultural
reverence and scholarly enthusiasm for folktales that produced Jacob and Wil-
helm Grimm’s landmark collection, the Kinder- und Hausmdrchen (Children’s
and Household Tales, 1812—15). These two manifestations of what Jack Zipes
has called the “German obsession with fairy tales” were the catalysts for the
further spread of the literary fairy tale, the widespread collecting and editing of
folktales, and the birth of folktale scholarship. By 1878, when the Folk-Lore
Society was established in London, the study of folktales and fairy tales had
developed into a recognizable discipline, and the way had been paved for the
“golden age of folklore discovery,” that fruitful period in the nineteenth and
early twentieth centuries characterized by the collection and publication in Eng-
lish of folktales from around the word (Jacobs, ii). Such “vogues,”
“obsessions,” and “golden ages” map for us both the persistence of the folktale
and fairy tale and those periods in which there has been intense activity around
them.

Whether we label the production and reception of the fairy tale in the last
four decades of the twentieth century a “vogue,” an “obsession,” a “golden
age,” or a “growth industry,” one thing remains certain: an enormous amount
of cultural energy and creative, intellectual, and economic capital have been
invested internationally in the folktale and fairy tale—and this continues to be
the case during this first decade of the twenty-first century. It is significant that
these years have seen in particular the international institutionalization of folk-
tale and fairy-tale studies. Two signal events set the stage for this. In 1959, the



XXXiV

INTRODUCTION

International Society for Folk Narrative Research (ISFNR) was established
under the leadership of German folklorist Kurt Ranke, an event that followed
by just two years Ranke’s founding of Fabula—a pioneering international Jour-
nal of Folktale Studies, as its subtitle announces in German, English, and
French. This formation of a professional organization and scholarly journal sig-
naled that the study of folktales and fairy tales had emerged as an internation-
ally recognized discipline with a future.

As scholarly activity around the subject grew, so did the number of forums
for research and publication. Given the iconic status of the Brothers Grimm and
the canonical role of their fairy-tale collection, important initiatives focusing on
their work followed one upon the other during the last decades of the twentieth
century. In 1963, the hundredth anniversary of Jacob Grimm’s death, German
Grimm scholar Ludwig Denecke published the Briider Grimm-Gedenken—a
compendium dedicated to the work of the Brothers Grimm and the first volume
of what was to become a serial publication. In 1979, the Briider Grimm-Gesell-
schaft (Brothers Grimm Society) inaugurated its monograph series, Schriften
der Bruder Grimm-Gesellschaft, which over the years has devoted a number of
significant volumes to Grimms’ fairy tales. Then, in 1991, as interest in the
Grimms and their work continued to grow, the Society began publishing the
Jahrbuch der Briider Grimm-Gesellschaft (Yearbook of the Brothers Grimm So-
ciety), a scholarly forum replete with contributions documenting the genesis
and reception of Grimms’ fairy tales, as well as a copious annual bibliography
(through the year 2000) documenting the worldwide scholarly interest in the
Grimms.

This latest fairy-tale vogue, however, has not been only about the Grimms.
In 1963—the same year that Denecke established the Briider Grimm-
Gedenken—American folklorist Robert M. Dorson launched Folktales of the
World, an influential series of folktale collections, in English translation, edited
by leading experts and published by the University of Chicago Press. In 1980,
the Europaische Marchengesellschaft (European Fairy-Tale Society), an organi-
zation of storytellers and scholars established in 1956, published the first of its
annual volumes, which are typically based on papers from its yearly conferen-
ces. The series—Veroffentlichungen der Europaischen Marchengesellschaft
(Publications of the European Fairy-Tale Society)—includes thirty-one volumes
to date.

The international scope of the steadily growing work on folktales and fairy
tales is evident in the Enzyklopadie des Mdarchens (EM), which was established
by Kurt Ranke at the University of Gottingen and began publication with its
first fascicle in 1975. With eleven of its projected fourteen volumes currently in
print, the EM aims to cover approximately 3,600 entries emphasizing the com-
parative study of folktales in sociohistorical context and the relation between
oral and literary traditions. If Ranke had set the stage for the institutionalization
of folktale and fairy-tale studies in the late 1950s by establishing both a profes-
sional organization (the ISFNR) and a journal (Fabula), with the EM he gave
the field its most comprehensive reference work. The EM was the first in a
string of complementary reference volumes that appeared over the next three
decades, including Walter Scherf’s Lexikon der Zaubermdrchen (Lexicon of the
Magic Tale) in 1982 and Marchenlexikon (Fairy-Tale Lexicon, 1995; CD-ROM
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2003), Ulf Diederich’s Who’s Who im Marchen (Who's Who in the Fairy Tale)
in 1995, Jack Zipes’s Oxford Companion to Fairy Tales in 2002, and Ulrich
Marzolph and Richard van Leeuwen’s The Arabian Nights Encyclopedia in
2004. Also in 2004, Hans-Jorg Uther, a member of the EM’s editorial team,
published The Types of International Folktales, a comprehensive revision of the
Aarne-Thompson tale-type index, thus internationalizing and revitalizing that
foundational taxonomy of folktales for the new era of global folktale studies.
Moreover, by involving scholars around the world in decades of encyclopedic
research, the EM has generated additional interest and new research, which in
turn has encouraged the creation of new scholarly forums devoted to folktales
and fairy tales.

Taking his lead from Fabula, Jacques Barchilon—a scholar of French litera-
ture at the University of Colorado, Boulder—founded in 1987 the international
journal Merveilles et contes. Its inaugural issue presented scholarship from
France, Sweden, and the United States on topics ranging from the classical Her-
odotus to Victorian-era children’s book author E. Nesbit. Devoted not only to
disseminating scholarship from around the world and from different disciplines
but also to publishing primary texts, Merveilles et contes was an effective
response to the burgeoning interest in fairy tales. When it moved to Wayne
State University Press in 1997 as Marvels & Tales: Journal of Fairy-Tale Stud-
ies, it soon spawned a book series—the Series in Fairy-Tale Studies (2004- )—
and further contributed to the institutionalization of fairy-tale studies, especially
as a transdisciplinary phenomenon.

More specialist journals followed. In 1990, the Marchen-Stiftung Walter
Kahn (Walter Kahn Fairy-Tale Foundation), which had been established in Ger-
many in 1985, began publishing the journal Mdrchenspiegel (Fairy-Tale Mir-
ror). Directed at both scholars and a broader range of readers, Marchenspiegel
is dedicated to fairy-tale studies and the cultivation of storytelling, which has
also undergone a worldwide revival sparking additional interest in fairy tales
(see, e.g., Calame-Griaule; Sobol; Stone, 8-9). In 2003, the French journal
Féeries appeared under the editorship of Jean-Francois Perrin of the University
of Grenoble. A scholarly journal focusing on the French fairy tale from the sev-
enteenth to the nineteenth centuries, Féeries has published special issues on
such vital topics as fairy-tale collections, the Orientalist tale, and the politics of
the fairy tale. Fairy Tale Review, the most recent of the new professional jour-
nals, debuted in 2006. Edited by author Kate Bernheimer of the University of
Alabama, Fairy Tale Review is an annual literary journal that demonstrates the
thriving interest of creative writers and artists in the genre by publishing their
original fiction, poetry, and art.

The texts of folktales and fairy tales themselves have also been issued and
reissued in great numbers during this period, recreating and redefining the cor-
pus of texts available to scholars, students, and other avid consumers. Academic
presses and trade publishers issued and continue to issue scholarly and popular
editions, translations, anthologies, and textbooks to meet the demand created by
new fairy-tale courses being offered at universities. These include on the one
hand important new editions and translations of canonical tale collections based
on advances in fairy-tale scholarship. For example, since the 1970s, there have
been numerous new editions and translations of major fairy-tale works by
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Hans Christian Andersen, Giambattista Basile, the Brothers Grimm, and Charles
Perrault (see this encyclopedia’s Bibliography and Resources section), as well
as an important edition of the Arabic text of the Arabian Nights (Mahdi) and
new English translations of the Nights (Haddawy). On the other hand there are
volumes offering tales that have been historically ignored, neglected, sup-
pressed, or overshadowed. In this category, collections of tales by or about
women have been especially common—such as Kathleen Ragan’s Fearless
Girls, Wise Women, and Beloved Sisters: Heroines in Folktales from Around
the World; Hasan M. El-Shamy’s Tales Arab Women Tell; Jack Zipes’s Beauti-
ful Angiola: The Lost Sicilian Folk and Fairy Tales of Laura Gonzenbach,
Nadine Jasmin’s edition of the tales of Marie-Catherine d’Aulnoy; and Shawn
C. Jarvis and Jeannine Blackwell’s anthology, The Queen’s Mirror: Fairy Tales
by German Women, 1780-1900. The possibilities of using electronic media to
reissue folktales and fairy tales in ways that make them easily accessible to a
wide range of readers eager to consume them is demonstrated by two digital
projects on CD-ROM edited by Hans-Jorg Uther in 2003 and 2004: Deutsche
Marchen und Sagen (German Folktales and Legends) and Europdische
Mdarchen und Sagen (European Folktales and Legends). The latter alone
includes more than 7,000 tales and legends from some of the most important
European collections representing some fifty linguistic regions. These few
examples represent just a small fraction of the many texts that have been made
available in recent years. If there is any doubt that the term “growth industry”
truly applies to the steady ascent of the folktale and fairy tale, then consider
that in 1999 even the Wall Street Journal took note of this fairy-tale publishing
phenomenon (Praeger).

This steady stream of professional journals, book series, reference volumes,
and primary texts attests both to the continuing institutionalization of fairy-tale
studies and to the unrelenting escalation of both scholarly and popular interest
in folktales and fairy tales, especially since the 1970s. It is no mere coincidence
that this remarkably rapid expansion parallels other scholarly developments and
cultural trends. The simultaneous surge in the study of children’s literature dur-
ing this period reinforced the rise of critical interest in the fairy tale. In
the same vein, sociohistorical and political approaches to literature—which
were influenced by Marxism, critical theory, and the sociopolitical dissent of
the 1960s and 1970s—focused a critical light on classical fairy tales, which
were thought to have been co-opted by a conservative bourgeois ideology and
enlisted in the repressive cultural indoctrination of children. The feminist cri-
tique of fairy tales, which emerged explosively in the 1970s, also fueled public
debate in the West about the social value and historical role of fairy tales
(Haase, “Feminist Fairy-Tale Scholarship”). The influence of feminism on
fairy-tale studies has persisted and continues to prompt study of the relationship
between folktale and gender in narrative traditions worldwide (e.g., Apo,
Nenola, and Stark-Arola; Appadurai, Korom, and Mills). The interest generated
by feminism and gender studies in women'’s roles in the production and recep-
tion of fairy tales also led to the rediscovery of those women who actually cre-
ated the vogue for fairy tales in late seventeenth-century France and to the
recovery of neglected fairy-tale writings by women, as noted earlier.
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Grimm scholarship in particular gave a significant impetus to the critical
reevaluation of fairy tales. Beginning in 1975, Heinz Rolleke’s numerous edi-
tions of Grimms’ tales and his study of the brothers’ informants and editorial
practices shed new light on the genesis and nature of the Kinder- und
Hausmdrchen. The findings of Rolleke and others revealed the extent to which
the Grimms themselves had shaped the content and ideology of their tales
through their methods of collecting, selecting, and editing. This not only raised
important questions about the sociohistorical roots of the Grimms’ tales, it also
challenged conventional wisdom about the tales’ relationship to oral tradition.
Research on these topics was propelled by the attention lavished on the Grimms
worldwide in 1985 and 1986—the bicentennial years of their births (Haase,
“Reviewing”). This work, however, had implications that transcended the
Grimms and has had far-reaching and long-lasting consequences for folktale
and fairy-tale studies in general. Questions about the Grimms’ sources, inform-
ants, and editorial interventions have since been translated into questions about
the very nature of collecting and editing. Leela Prasad and Sadhana Naithani,
for example, have critically examined the work of collectors and editors in the
intercultural context of colonial India. Naithani’s work has challenged in partic-
ular the “system of binary oppositions” (57) that we typically use to understand
the production of folktale collections by colonial folklorists. Similarly, ques-
tions about the authenticity of the Grimms’ tales and their relation to oral tradi-
tion have prompted reassessment of ‘‘authenticity” itself (Bendix) and
destabilized the oral-literary opposition that has long defined and constrained
the discourse of folktale and fairy-tale studies.

To be sure, fairy-tale studies have been spurred over the last forty years by
the extraordinary production of literary fairy tales, and the default position has
frequently been to consider these literary works as belonging on one side of the
conventional oral-literary divide. Responding to the same cultural trends that
have motivated scholars to critically reexamine the fairy-tale tradition, creative
writers for both children and adults have produced an enormous corpus of new
tales that question, challenge, subvert, revise, and otherwise adapt classical ta-
les. Authors such as Margaret Atwood, Angela Carter, Robert Coover, Michael
Ende, Alejandra Pizarnik, Salman Rushdie, Lusia Valenzuela, Tawada Yoko,
and countless others have returned repeatedly to the folktale and fairy tale to
engage both sociocultural themes and issues of narrative and storytelling. At
the same time, numerous authors have drawn on oral storytelling traditions to
revalidate the history, values, and narrative traditions of peoples whose cultures
are threatened by the spread of Western, Anglo-European cultures. Patrick Cha-
moiseau, Bernard Binlin Dadié, Birago Diop, Louise Erdrich, Nalo Hopkinson,
N. Scott Momaday, and others have created innovative works that frequently
mediate between oral tradition and Western literary forms, as well as between
(or among) several cultures. Such texts—which have emerged in a postmodern,
postcolonial era and are not easily squeezed into the nineteenth-century cate-
gory of “literary fairy tale”—exist in an intercultural space. They challenge our
conventional terminology, our habit of ascribing to tales a singular cultural
identity, and our dichotomous (and politically charged) thinking about orality
and literacy (see Bacchilega; Seifert).
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That the oral and the literary need not exist in an oppositional relationship or
be the defining terms of fairy-tale studies should be self-evident, especially in
the twenty-first century. Folktales and fairy tales have manifested themselves
in extraordinarily diverse ways, not just in oral and literary narratives but also
in theater, puppet plays, pantomime, music, dance, opera, art, illustration,
advertising, theme parks, cartoons and comics, graphic novels, television, live-
action film and video, animation, and hypertextually on the Internet. In some
forms, they may appear as full-fledged narratives, especially in oral and written
storytelling, but frequently they appear as fragments, motifs, allusions, inter-
texts—fairy-tale synecdoches. The terms “folktale” and “fairy tale” may
initially suggest principally narrative forms and the media-based polarity of
“oral vs. written”; or they may suggest the generic variety signaled by the term
“marchen,” which—as the Grimms used it—encompasses not only the wonder
(or magic) tale but also “etiologies, fables, animal tales, moralistic stories, jests,
exempla, religious and other legends, and mixed forms, such as humorous reli-
gious tales and humorous magic tales” (Uther, Types, 1: 9). In the title and con-
ception of this encyclopedia, the terms are intended to be inclusive rather than
exclusive, flexible rather than fixed, embracing a wide range of genres, media,
texts, and intertextualities—a “fairy-tale web,” in the words of Cristina Bacchi-
lega (209).

To be freed from our fixation on the oral-literary dichotomy and to make
sense of the latest fairy-tale vogue that has accompanied globalization and the
digital age, it is necessary not only to acknowledge the flexibility and adaptabil-
ity of folktales and fairy tales but also to understand their dynamic intertextual-
ity and intermedial potential (Haase, “Hypertextual Gutenberg”). It is also
necessary to understand fairy-tale studies as an interdisciplinary effort. Folklo-
rists and literary scholars, who have learned a great deal from each other over
the last forty to fifty years, need to continue listening and talking to each
other—as do all who work on these topics using the perspectives and methods
of different disciplines and specialties. The institutionalization of fairy-tale stud-
ies has not resulted in a monolithic discourse, universally recognized canon, or
dominant methodology, which actually attests to the vitality of the field. The
challenge for fairy-tale studies is to cultivate a constructive transnational inter-
disciplinary conversation that can promote approaches that are appropriate both
for rethinking the past and for coming to grips with new forms of production
and reception during this dynamic era of fairy-tale proliferation and change.
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Aarne, Antti (1867-1925)

The Finnish scholar Antti Aarne created a system for classifying folktales and a widely
used index of folktale plots. Aarne’s tale typology—which first appeared in 1910 in Ver-
zeichnis der Marchentypen (Index of the Types of the Folktale) and has been revised three
times since—continues to be used by researchers in many countries. Archivists the world
over have organized their folktale collections according to Aarne’s eminently practical sys-
tem of classification. Folktale scholars have published dozens of type indices of folktales
collected from specific countries or language areas.

Aarne was first introduced to the research, collection, and publication of folktales under
the tutelage of Kaarle Krohn at the University of Helsinki. Aarne later pursued his study of
the folktale in Russia, Germany, Denmark, and Sweden. He earned his doctoral degree in
1907 and went on to become a professor of folklore in 1922.

When Aarne was writing his doctoral dissertation, Vergleichende Mdrchenforschungen
(Comparative Studies of Folktales, 1908), he was struck by the difficulty of acquiring
research materials from other countries. He began preparing a catalogue classifying folktales
that were represented in the oral tradition of several European countries. As his base mate-
rial, he used Finnish folktales (more than 25,000 texts), the Danish folktale collections of
Svend Grundtvig (about 850 texts), and Grimms’ Kinder- und Hausmarchen (210 texts).

Aarne divided folktales—which he designated with term “marchen”—into three sub-
genres: (1) animal tales (Tiermdrchen), (2) ordinary folktales (eigentliche Mdrchen), and (3)
jokes and anecdotes (Schwdanke). He also distinguished each type of folktale plot with a name,
number, and a brief description of its contents. For example, the ordinary folktale about the
strange little man (Tom Tit Tot, Rumpelstiltskin) who helps a girl spin gold from straw was
called The Name of the Supernatural Helper and given the tale-type number 500 (which would
be known in the standard practice of folklorists as Aa 500, later as AaTh or AT 500, and most
recently as ATU 500). The story is a typical representation of the subcategory that Aarne
called “tales of magic” (Zaubermdrchen). The other subcategories of ordinary folktales identi-
fied by Aarne are (as rendered into English by Stith Thompson): religious tales (legendenar-
tige Marchen), novellas or romantic tales (novellenartige Mdarchen), and tales of the stupid
ogre (Marchen vom dummen Teufel [Riesen]). In 1911, Aarne published his index of Finnish
folktales, Finnische Marchenvarianten (The Finnish Folktale Variants).
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Aarne based his investigations of the folktale on the historic-geographic method. He
published numerous monographs in which he analyzed and outlined the distribution, varia-
tion, and history of individual folktales. His studies often led him to conclude that a given
folktale’s starting point was in India, thus lending credence to Theodor Benfey’s vision of
the genre’s primal home. Aarne outlined his research methodology in his handbook Leitfa-
den der vergleichenden Mdrchenforschung (Guide for the Comparative Investigation of
Folktales, 1913).

Aarne’s most enduring achievement, however, is his folktale index. The international tale-
type index proved to be so useful that there are now three expanded editions. Stith Thompson
compiled the first two in 1928 and 1961. The latest, The Types of International Folktales:
A Classification and Bibliography (2004), is a three-volume edition by Hans-Jorg Uther.
See also Seki Keigo; Tale Type; Wonder Tale.

Further Readings: Hautala, Jouko. Finnish Folklore Research, 1828-1919. Helsinki: Societas Scientarum
Fennica, 1969; Jason, Heda. Motif, Type and Genre: A Manual for Compilation of Indices and a Bibli-
ography of Indices and Indexing. Helsinki: Academia Scientiarum Fennica, 2000; Rausmaa, Pirkko-Liisa.
“Aarne, Antti Amatus.” Enzyklopddie des Mdrchens. Edited by Kurt Ranke et al. Volume 1. Berlin:
Walter de Gruyter, 1975. 1-4.

Satu Apo

Adaptation

The concept of “adaptation” refers to the process that occurs when folktales and fairy
tales are changed into new versions, or variants, in the course of their transmission. Adapta-
tions can occur when a text or tale type is retold orally or rewritten and when it is trans-
ferred into a different generic form (for example, into a novel) or into a different medium
(such as, orality to print, print to orality, print to film, and so on).

Jack Zipes makes the important distinction between duplication and revision as forms of
adaptation (Zipes, 8—11). Duplication is the process of making copies of originals, which
tends to perpetuate canonical tales in spite of changes brought about by adaptation. Easily
recognizable, they merely mimic a primordial matrix, the “hypotext,” to use Gérard Gen-
ette’s taxonomy. While adaptations based on duplication may take the major colors of their
new cultural environment and reflect specific customs, they still reinforce well-known mod-
els and repeat predictable moral lessons. For example, although many new versions and
adaptations of tales by Charles Perrault and the Brothers Grimm continue to appear, they
constitute essentially faithful retellings of these canonical tales and leave their core ideolo-
gies unchanged.

Revision, on the other hand, is a process of critical adaptation in which the new version
implicitly questions, challenges, or subverts the story on which it is based by incorporating
new values and perspectives. Perrault and the Brothers Grimm were themselves in many
cases adaptors of preexisting tales, and the tales as they published them did not always
duplicate their sources. Instead, in rewriting or editing the tales, they revised their meaning
and in turn presented their readers with a new set of values. Addressing educated, literate
classes, those revisions reflected new concerns and different tastes to accomplish new goals.

Many twentieth- and twenty-first-century fairy-tale adaptations are revisionist tales that
critically engage the classical fairy-tale tradition established by Perrault, Grimm, Hans
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Christian Andersen, and others. Reflecting the cultural criticism that characterized Anglo-
European societies during the 1960s and 1970s, including the critique of fairy tales by femi-
nism, writers such as Margaret Atwood, Angela Carter, Philippe Dumas, Janosch, Tanith
Lee, and many others produced fairy-tale adaptations that call into question the values and
aesthetic of traditional tales. The challenge posed by such revisionist rewritings is signaled
by the title of Dumas’s Contes a I'envers (Upside Down Tales, 1977), a book in which
recycled red riding hoods terrorize the wolf and drive him out of town.

Folktales and fairy tales have been adapted for a variety of genres and media, including
theater, cartoons and comics, illustrations, animation, film and video, poetry, television,
the graphic novel, and so on. Adapting tales for each of these genres or media involves dif-
ferent formal or technological considerations, in addition to matters of content and theme.
Walt Disney is certainly the most famous adaptor of classic fairy tales for the cinema. One
may say that he appropriated tales such as Pinocchio, Cinderella, and “Snow White” to
“freeze” them in a sanitized form. However, media adaptations can also be critical and revi-
sionist, as seen in such films as Neil Jordan’s The Company of Wolves (1984) or Shrek
and Shrek II (2001 and 2004). See also Diffusion; Intertextuality; Translation; Variant.

Further Readings: Beckett, Sandra. L. Recycling Red Riding Hood. New York: Routledge, 2002; Zipes,
Jack. Fairy Tale as Myth/IMyth as Fairy Tale. Lexington: University Press of Kentucky, 1994.

Claire L. Malarte-Feldman

Advertising

Folklore has long been used to attract attention in advertising slogans and texts. While
proverbs, folk songs, and nursery rhymes are particularly prevalent, folktales have also
been used to lure people into a purchasing choice. In fact, the “Pied Piper of Hamelin” can
well be considered as a symbol of the world of advertising, with the pied piper playing his
pipe ever so sweetly and the consumers following him without resisting his charming and
manipulative music. Little wonder that the city of Hamelin in Germany uses the pied piper
to attract tourists and that “The Pied Piper” toy shop in St. Armands Key, Florida, used a
pied piper figure with children following him as a sign and as an illustration on its shopping
bags.

Fairy tales, however, are especially suitable to create a perfect world of desire and wish
fulfillment in the mind of consumers. Any merchant would want to describe a product in
such a miraculous fashion that a purchaser would not be able to resist buying it. And since
fairy tales appeal to people’s wish for a happy and contented life, the tales’ motifs become
perfect tools in their original or adapted wording to promote consumerism in a society
informed by the drive toward instantaneous gratification. Advertising copywriters are only
too aware of the fact that traditionally or innovatively employed fairy-tale motifs are ideal
for spreading irresistible messages to consumers.

When the phenomenon of advertising took hold at the beginning of the twentieth century,
titles or poetic verses of fairy tales or short allusions to well-known stories began to be used
as effective bait. The readers or viewers of an advertisement would immediately be
reminded of the happy ending of the underlying fairy tale, leading them more or less sub-
consciously to the conclusion that the product must be equally wonderful. Color printing
and, since the latter half of the twentieth century, television spots added important visual
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. aspects to the verbal message, making such
CARRERAS CiGARETTES | advertisements even more appealing. Again
and again, beautiful women such as Snow
White or Sleeping Beauty are illustrated in
front of a mirror or gently sleeping to
advertise a cosmetic product or a piece of
fine clothing. After all, who does not want
to be beautiful, and who could resist that fa-
mous fairy-tale question, “Mirror, mirror on
the wall, who is the fairest of them all?”
The message is always that perfection and
satisfaction are attainable, and fairy-tale for-
mulas and allusions together with explana-
tory if not manipulative texts and exquisite
illustrations create an enchanted world of
irresistible consumerism. Like it or not,
many consumers have little choice but to
accept such advertisements as convincing
signs of the wish fulfillment that also under-
lies the basic idea of traditional fairy tales.

To assure meaningful communication with
their readers and viewers, advertisers choose
primarily those motifs of fairy tales that are
commonly known. Fairy-tale titles such as
“Rapunzel” or “Cinderella” have been used
to advertise beautiful hair or a piece of
clothing that has transformed a woman from
rags to riches. A German champagne com-
pany called its product ‘“Rotkappchen”
(Little Red Riding Hood) and quite appro-
priately every bottle has a red cap on top of
Portrayal of Bluebeard on a Carreras Cigarettes card. the cork. The name and the cap conjured up
[Lake County Museum/Corbis] positive memories of Little Red Riding

Hood—or Little Red Cap—bringing a spe-
cial beverage to her beloved grandmother. The message was clearly that a bottle of
Rotkappchen champagne will help to bring some joy and bliss into the everyday world. It is
exactly this promise of making wishes come true that makes such advertisements so appeal-
ing, with some of them also simply using such slogans as “Fairy tales can come true” or
“Three secret wishes.”

Cosmetic firms in particular have found fairy-tale allusions useful to sell their products.
Revlon used the slogan “Cinderella—nails and the Magic Wand,” claiming that its cosmet-
ics make all the difference between homeliness and beauty. The U.S. Forest Service asked
provocatively, “Where would Hansel and Gretel be without a forest?” The car manufac-
turer Subaru used the catchphrase “Don’t let your coach turn into a pumpkin,” with the
illustration making the allusion to the “Cinderella” fairy tale perfectly clear. The Lindt choc-
olate company used illustrations from the Walt Disney’s animated version of “Snow White”

Bluebeard.
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on its wrappers to sell its milk chocolate as heavenly sweets. And an antismoking advertise-

ment carried the message “Kiss Me—I Don’t Smoke,” with the illustration showing that the

frog to be kissed is the nonsmoking prince from “The Frog King” fairy tale. In any case,
such advertisements suggest a better world where wishes can become true, and the slogans,
texts, and illustrations make this look as easy as fairy-tale magic.

Some companies have built entire advertising campaigns on fairy-tale motifs. For example,
the Waterford Crystal Company frequently uses fairy-tale allusions for its marvelous glass
creations. With cultural literacy being high regarding the most popular fairy tales, people will
have no difficulty recognizing the fairy tale behind the slogan “One of her glass slippers fell
off.” The same is true for the slogan “Oh, what lovely ears you have” above the image of
several pitchers whose handles brought about this variation of Little Red Riding Hood’s ques-
tions to her grandmother. Such wordplay presupposes that the reader and consumer will also
recall the traditional tale, thus creating a world where magic and reality can meet in harmony.
Perhaps the most elaborate use of fairy tales for advertising purposes was AT&T’s special
issue of Time (spring 1995) entitled “Welcome to Cyberspace.” In numerous two-page
spreads AT&T illustrated the fairy-tale-like inventions of modern electronic technology.
Fairy-tale motifs of “The Frog King,” “Little Red Riding Hood,” “Hansel and Gretel,”
“Cinderella,” and “Rumpelstiltskin” appear. The fairy-tale heroes and heroines are, of course,
transformed to fit the age of cyberspace. The same is true for their modern fairy-tale-like
messages, as for example: “Bread crumbs are for the birds. We’ll get home in no time with
this.—Hansel and Gretel have one very smart dad. He uses AT&T PersonaLink Services, a
new messaging and information network.” No matter what new products and wishes emerge
in the future, advertisers will continue sell their wares to consumers by relying on traditional
fairy tales as symbolic expressions of wish fulfillment. See also Tourism.

Further Readings: Dégh, Linda, and Andrew Vazsonyi. “Magic for Sale: Marchen and Legend in TV
Adbvertising.” Fabula 20 (1979): 47-68; Dundes, Alan. “Advertising and Folklore.” New York Folklore
Quarterly 19 (1963): 143-51; Herles, Helmut. “Sprichwort und Marchenmotiv in der Werbung.” Zeitz-
schrift fiir Volkskunde 62 (1966): 67-80; Horn, Katalin. “Grimmsche Marchen als Quellen fiir Metaphern
und Vergleiche in der Sprache der Werbung, des Journalismus und der Literatur.” Muttersprache 91
(1981): 106-15; Mieder, Wolfgang. Tradition and Innovation in Folk Literature. Hanover, NH: Univer-
sity Press of New England, 1987; Odber de Baubeta, Patricia Anne. “Fairy Tale Motifs in Advertising.”
Estudos de Literatura Oral 3 (1997): 35-60; 4 (1999): 23-53; Preston, Cathy Lynn. “Disrupting the
Boundaries of Genre and Gender: Postmodernism and the Fairy Tale.” Fairy Tales and Feminism: New
Approaches. Edited by Donald Haase. Detroit: Wayne State University Press, 2004. 197-212; Rohrich,
Lutz. “Folklore and Advertising.” Folklore Studies in the Twentieth Century: Proceedings of the Cente-
nary Conference of the Folklore Society. Edited by Venetia J. Newall. Totowa, NJ: Rowman and Little-
field, 1980. 114-15.

Wolfgang Mieder

Aesop (sixth century BCE)

Aesop is one of the most famous authors of fables. Because information about him is
sparse and uncertain, some believe that he was not a historical figure. The best sources to
reconstruct his life and work are provided by the historians Herodotus and Euagon (or
Eugeon) from the fifth century BCE and by the Vita Aesopi, a popular written text from the
first century CE. According to these sources, Aesop lived in Greece in the sixth century
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BCE and was from Thrace. He was reportedly very ugly but had charismatic skills to tell
stories for didactic purposes or entertainment. Sold as a slave on the Greek island Samos,
Aesop exhibited a cleverness greater than that of his master, probably the philosopher Xan-
thos, who later set him free because Aesop was able to interpret an important augury to
Xanthos’s benefit. Aesop’s death, apparently by execution in Delphi, remains shrouded in
myth. By the fifth century the talented and intelligent Aesop had apparently taken on leg-
endary dimensions.

From antiquity Aesop’s name has been synonymous with fables. Based on oral tradition,
Aesop’s fables were stories with mostly animals as main protagonists (the tricky fox, the
powerful lion, etc.). There are also fables that describe relationships between humans and
animals and fables that have protagonists who are humans or even plants. The fables have a
simple structure: the description of the situation at the beginning is followed generally by a
short dialogical part and then by the concluding statement containing the moral. The fables
function metaphorically and have an ironic character similar to wellerisms.

Although Aesop has been perceived since antiquity as the creator of the fable, many
attempted to write fables before him, in particular Homer, Hesiod, Archilochos, Semonides,
Stesichoros, Herodotus, Sophocles, Aristophanes, and Plato, among others. The first collec-
tion of Aesop’s fables in written form was made by the philosopher Demetrius of Phaleron
in about 300 BCE. Since then—during the Roman period, through the Middle Ages, and up
to the present day—Aesop’s fables have circulated widely as part of the fable tradition. The
fable was established as an autonomous literary genre in Roman poetry in 40 CE by Phaed-
rus, whose five-volume work with fables in Latin verse survives only in fragments. In the
second century CE, the Roman Babrius distributed 143 of Aesop’s fables in verse, as they
played an important role in Roman and Byzantine education. During the Middle Ages fables
were integrated into Christian literature and sermons. Aesop’s influence continued in Renais-
sance and Baroque fable books, and in seventeenth-century France Aesop’s reception is
especially evident in the stories of Jean de La Fontaine, who gave his fables a more humor-
ous and satirical tone. Translated into almost all languages, Aesop’s fables are often encoun-
tered allusively in popular culture and over time have also become an indispensable part of
children’s literature.

Further Readings: Blackham, H. J. The Fable as Literature. London: Athlone Press, 1985; Holzberg,

Niklas. The Ancient Fable: An Introduction. Translated by Christine Jackson-Holzberg. Bloomington:

Indiana University Press, 2002; Patterson, Annabel M. Fables of Power: Aesopian Writing and Political
History. Durham, NC: Duke University Press, 1991.

Maria Kaliambou

Afanas’ev, Aleksandr (1826-1871)

In Russia, Aleksandr Afanas’ev holds the same position as the Brothers Grimm in west-
ern Europe. The son of a lawyer, born in the small town of Boguchar, in the province of
Voronezh, Afanas’ev left for law studies at Moscow University when he was eighteen. Dur-
ing his four years of academic life, Afanas’ev published his first article, “The National
Economy under the Reign of Peter I.” The article was praised by the leading literary critic
Vissarion Belinsky, who especially stressed the scholarly level of the work. However, suc-
cess was followed by distress. Having given a lecture on the influence of the criminal code
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during the sixteenth and seventeenth centuries in Russia, Afanas’ev provoked the disap-
proval of the Minister of Education, Sergei Uvarov. Afanas’ev’s career as professor of his-
tory was over. Afanas’ev nevertheless received an assignment at the Moscow Archives of
the Ministry of Foreign Affairs, where he remained until 1862. By then he had turned to
journalism and published articles on several literary personalities of the previous century.
He was also the main editor of Bibliograficheskie zapiski (Bibliographical Notes), a position
he left to devote himself to folklore studies.

After initially writing articles on sorcery in ancient Russia and pagan legends about the
island of Buyan, Afanas’ev published a collection of Russian fairy tales in eight fascicles. A
keystone in fairy-tale history, Russkie narodnye skazki (Russian Folktales, 1855-63; often
translated as Russian Fairy Tales) contains 640 stories and is probably the largest collection
of folktales by one individual. Inspired by the collection of the Brothers Grimm, Afanas’ev
outfitted his tales with philological annotations. Furthermore, he considered it necessary to
comment upon the tales’ mythological heritage, which he thought would enable a compari-
son of the Russian tales to fairy tales from other countries. About 150 tales of the entire
collection, including variants, were contributed by the linguist and author Vladimir Dal
(from whom Afanas’ev received roughly 1,000 texts to from which to choose); others were
taken from the archives of the Russian Geographical Society. A dozen of these tales were
recorded by Afanas’ev himself, in his native region, Voronezh. The extent to which Afana-
s’ev’s edited the texts of the tales that had been collected is difficult to ascertain, although
some editorial intervention is likely. He grouped all the texts according to specific catego-
ries: animal tales, wonder tales, and tales of everyday life. The tales of everyday life seem
to be the most complex, due not least to their depiction of Russian community. Afanas’ev,
however, had an exclusively mythological approach to the tales and therefore showed little
or no interest in the storytellers themselves; and since he regarded the texts as inviolable, he
more or less ignored their geographical background as well.

In the 1860s, Russia found itself in a state of social and economic change. Afanas’ev was
once again in for trouble since his folktales were considered to be coarse and abusive
towards the clergy and nobility. Furthermore, they hailed the peasants’ wit, which was not
in accord with the authorities’ approach to the social upheavals taking place. After police
raided the printing works and a printing of the tales was burned, Afanas’ev applied for per-
mission to go abroad. Shortly after his return to Russia, the police searched Afanas’ev’s
house, and he was summoned to appear before an investigative committee. This might have
been due to his contact abroad with Aleksandr Herzen, the exiled leader of the opposition.
Although no evidence of subversive activity was ever found, Afanas’ev was nonetheless dis-
missed from his job at the Foreign Ministry in 1862 and deprived of his house. To survive,
he was forced to sell his outstanding library. In 1865, after several years without work, Afa-
nas’ev was eventually employed as an assistant clerk in a Moscow court, and after two
years he was promoted to Clerk to the Congress of Commune Judges in the Second Parish
of the City of Moscow. The hardships had ruined his health; nevertheless, in his spare time
he continued his scholarly work, and between 1865 and 1869 Afanas’ev published the mon-
umental three-volume Poeticheskie vozzreniya slavyan na prirodu (The Poetic Interpreta-
tions of Nature by the Slavs). In more than 2,500 pages, he elaborates his theories of folk
mythology and its various manifestations in the tales. Since press censorship had been
reformed in 1865, Afanas’ev succeeded in publishing his work, and he even received an
award from the Russian Academy of Science. Five years later, he realized a longtime dream
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of his by publishing Russkie detskie skazki (Russian Children’s Tales) in two volumes,

which was to become his last work. Even now tsarist censorship interfered, which eventu-

ally lead to a fierce debate about fairy tales as children’s literature.

Afanas’ev died of tuberculosis at only forty-five years of age. One interesting posthumous
publication is a collection called Russkie zavetnye skazki (Russian Forbidden Tales), which
was published in 1872 in Geneva, Switzerland. This first edition of seventy-seven bawdy
and obscene stories—which included motifs such as homosexuality, bestiality, and incest—
gives no information about the editor, publishing house, or date. Censorship had prevented
the volume’s publication in Russia during Afanas’ev’s lifetime, and it is notable that these
highly satirical tales were officially published in Russia only in 1992. However, unofficial
copies are known to have been circulating in the late nineteenth century.

The significance of Afanas’ev’s contribution to the study of Russian folklore and Slavic
mythology has been praised and admired but also debated and criticized. Nevertheless, his
influence on Russian literature as such remains indisputable. Not only did he reveal the prodi-
gious richness of Russian tales, his collections also became an inexhaustible well of inspira-
tion for authors like Lev Tolstoy, Maksim Gorky, Ivan Bunin, and others. See also Bawdy
Tale; Collecting, Collectors; Editing, Editors; Erotic Tales; Gay and Lesbian Tales.

Further Readings: Afanas’ev, Aleksandr. Russian Fairy Tales. Translated by Norbert Guterman. 1943.
New York: Pantheon, 1975; . Russian Secret Tales: Bawdy Folktales of Old Russia. Introduced
by G. Legman. Baltimore: Genealogical Publishing Co., 1998; Riordan, James. “Russian Fairy Tales
and Their Collectors.” A Companion to the Fairy Tale. Edited by Hilda Ellis Davidson and Anna
Chaudhri. Cambridge: Brewer, 2003. 217-25.

Janina Orlov

African American Tales

African American folktales provide some of the strongest evidence for African cultural
continuities in the New World. The majority of tales on both sides of the Black Atlantic are
animal trickster tales, which focus of the breaking of friendship or family norms by an aso-
cial comic figure. The percentage of such tales in the total repertoire is further dramatized
by the relative scarcity of those that feature the small animal or the little boy as hero. The
centrality of a figure who is more clever than those who otherwise appear to be superior has
been interpreted by many to mean that the stories are responses to enslavement and the need
to live by one’s wits. This may be so, though there is little evidence that this was the domi-
nant message as the tales were performed within African American communities. They are
primarily stories about how not to act when around other people.

These trickster tales came to popular notice through the publications of the Uncle Remus
tales by Joel Chandler Harris beginning in 1882. The books were read to children in mid-
dle-class homes throughout North America. Their content is strongly affected by the need to
make the stories acceptable to adults who read the stories to children. More commonly in
live storytelling situations among African Americans in villages and towns, the trickster is
portrayed as unrelentingly selfish and more malicious. He has a number of ingenious ways
of stealing food or committing outrageous physical acts that bring physical harm and even
death to trickster’s targets. He is not clever enough to evade capture; but he does escape in
many stories, thus demonstrating how quick his wits are. In some of his adventures, the
upset he causes leads to death or banishment.
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The Br’er Rabbit trickster figure of Harris’s books is perhaps most widely identified with
his adventure with the Tar Baby. Caught by his enemies when he gets physically stuck while
trying to fight the figure they have constructed (ATU 175, The Tarbaby and the Rabbit), Br’er
Rabbit manages to escape by cleverly getting thrown into the briar patch. While the details of
this tale vary from one community to another, this is indeed one of the stories most often
found in African American communities. Ironically, unlike most of the other common trick-
ster stories, it is not uniquely African in origin, for it occurs in other places as well.

Many stories depict the trickster’s mastery of larger and more powerful creatures through
the operation of his wits. He engineers this with elaborate fictions or by pulling off a seem-
ingly magical task. For instance, making a bet that he can teach the lion to be his riding
horse, he shams sickness and persuades Lion to carry him into town (ATU 4, Sick Animal
Carries the Healthy One; Motif K1241, Trickster rides dupe horseback). In allowing trickster
to ride on his back, Lion was committing an act of basic friendship. Equally widely found
is the trick of making the stone smoke (ATU 1060, Squeezing the [Supposed] Stone).

In turning that act into an awareness by the other animals that the trickster had subdued
his larger and more powerful friend, the trickster breaks one of the paramount rules of com-
munity understanding, for work was carried out as a common enterprise which relied on
friendship contracts. Having a best friend on whom one can rely is central to male life
throughout the region. The friends often farm together or carry out some other set of tasks
in everyday life.

The betrayal of community norms goes even deeper, for the trickster also consumes and
contaminates everything that he sees as being valuable. His eating is voracious, and so are
his sexual appetites. He even consumes his own children and those of his friends. These sto-
ries, then, are cautionary tales, fascinating in their focus on this protean figure but surely
not to be emulated. As the storytellers say, “When the people don’t do what they’re told to
do, they always get in trouble.”

Somewhat less widely found on both sides of the Atlantic are stories concerned with the
courtship and marriage of the unnamed “King’s Beautiful Daughter” who has been hidden
or kept in a glass box. The courtship calls for candidates to pass tests of ingenuity. The vic-
tor in this contest is actually an animal who has assumed human form (Motif D314, Trans-
formation: ungulate animal [wild] to person). After the wedding, however, the winner
carries the princess into the bush and transforms himself into an animal or a supernatural
creature. He is revealed by a clever little boy who uses this discovery not only to kill the
creature, but to better his own lot in life (ATU 300, The Dragon-Slayer). More commonly,
however, the boy (old witch boy or chiggerfoot boy) enjoys no benefit from the recovery.
His sole reward seems to reside in the demonstration of his cleverness.

The boy in this tale is the king’s son, though he has no status in the king’s household and
lives under a bed or in the ash heap and sneaks around the yard spying on everybody. He
has witching powers and thus is able to recognize the character of his sister’s suitor; how-
ever, when he tries to warn their father, no one listens. He stealthily follows his sister and
her lover into the bush and discovers the magical formula the animal uses to take on his
human disguise. When the spy says the magical formula, the animal returns to his natural
form and is killed.

As with other trickster tales, the moral center of the story lies in the careful maintenance
of the household. One’s business should be kept to oneself if possible. The story reveals the
king’s foolishness in letting his affairs get out of hand and be discovered by the lowest
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member of the family, who is a gossip, likes to stir up others, and seems content in his sta-
tus as troublemaker. Whatever motives may be disclosed on the part of the boy, and no mat-
ter how clever he is, his status is not altered. As with animal tricksters, his powers reside in
his ability to transform himself, which seems to intensify his outsider status. In the Anglo-
phonic Caribbean, he is sometimes called the Old Witch Boy and is endowed with the
power of witchcraft of a sort. He has the power of disruption but not of reconciliation.

These actions are understood as taking place in the world before now, and just in case
that is not obvious, the storytellers remark that they are “lies above suspicion,” from the
time when animals talked like humans, and humans acted like animals. As with trickster
tales, they are the source of great humor. In fact, in the United States they are commonly
told in the context of a joking-contest along with other narratives of community disruption.
Such tales are framed by a real world of social rules (“doing what you’re told to do”),
which the trickster violates.

As the cultural productions of an enslaved and culturally heterogeneous population, the
folktales of African Americans testify to the resilience and inventiveness of millions of the
slaves’ descendants. While they came from a great many different nations and spoke a wide
range of languages, those enslaved shared certain principles of worship, healing, and per-
formance styles. With regard to patterns of performance, they and their descendants main-
tained a set of practices in dances, songs, religious rituals, and festival enactments, as well
as most of the stories passed on from one slave generation to the next. The stories especially
could be performed in the relative privacy of the slave yard. Commonly performed at fu-
neral wakes, they seem to have thrived even under the most repressive plantation regimes.

Folktales as well as songs, dances, orations, sermons, and rhyming are all animated by
the same impulses of creative opposition between voices. Even the much-discussed call-
and-response pattern common on both sides of the Black Atlantic occurs not only in games,
songs, and dances, but also as a core element of storytelling. In fact, storytelling is often
found within display events in which song, dance, riddling, and playfully competitive
speechmaking take place. This competition is performed not so much to produce winners
and losers as it is in the spirit of enabling each virtuoso performance to be matched by the
one that follows it. In many African American communities, voice overlap is central to all
play, including storytelling. The good storytellers will have a second performer with them
to introduce an alternative answering and commenting voice. Moreover, when told in the
deepest Creole languages, and fast paced, the stories bewilder outsiders.

Silence is expected only during the occasional activities in which older members of the
community communicate with younger listeners, and the stories tend to have either an
absurd comic flavor or a moral ending. Because the Br’er Rabbit tales first popularized by
Harris were presented as children’s entertainment, the view of reading audiences has under-
scored this dimension of such storytelling. Although there have been many collections of
African American folktales from North America and the West Indies, few of them come
from actual fieldwork. This has skewed the view of the repertoire of the slave and the ex-
slave populations as being primarily made up of tales about a clever trickster, Br’er Rabbit.
As Harris presented them, the stories were told to white children on the plantation by an
aged family retainer. The recasting of the Uncle Remus tales in the Walt Disney movie of
that name has simply reinforced this attitude.

Harris and many others since who grew up with house-slaves thought the stories reflected
slaves’ lowly status, even after Emancipation. This impression arose from the ways in which
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the stories were put into the mouths of those superannuated slaves, those Uncle and Aunt
characters who told tales of how to get by via wit in the face of those who were larger and
more powerful. In this dimension the tales work not unlike marchen, in that the smaller,
cleverer figure appears to obtain a prize or some other source of power that he then uses to
gain his rewards. In the case of Br’er Rabbit, however, the prize commonly involves slip-
ping out of harm’s way rather than any golden goose.

This is not to say that the Br’er Rabbit or Daddy Jake stories reported by Harris did not
tell the common stories of the African American repertoire. The 138 tales that Harris printed
in his lifetime were predominately from an African substrate of storylore. However, he did
not collect them from black storytellers himself but accumulated them from correspondence
with whites raised on the plantation. In this, Harris operated no differently than most nine-
teenth-century collectors. But he made claims for the authenticity of the stories “as told by
slaves” that can’t be proven from his correspondence.

Despite the fact that Harris and other southern Americans wrote down these stories in
remarkably accurate Creole speech, they were actually several times removed from the tell-
ers. Harris’s papers make it clear that he did not take the tales directly from ex-slaves but
rather from the recitation of whites who had grown up on plantations and developed simi-
larly close relationships with one or another slave nurturer. It is also significant that these
stories are presented as typical of the entire repertoire but are written as if they were told to
children and were thus used as tales with important messages. Black folklorists who col-
lected tales directly from ex-slaves found a different repertoire, one that included in fact a
number of the Uncle Remus tales, which were told as jokes, often at the expense of the
planter Old Master or his overseer.

In an attempt to present the full range of African American folktales, the faculty at the
Hampton Institute in Virginia initiated a project of collecting both tales and songs of ex-
slaves. Their efforts were aimed not just at Harris’s work but at the blackface minstrel
shows, which purported to portray real plantation scenes and sketches. They presented the
results of this collection at their meetings before publishing them in their journal Southern
Workman and Hampton School Record beginning in the early 1890s.

Readers had to wait until the mid-1930s, with the publications of the Floridian Afro-
American ethnographer, novelist, and collector Zora Neale Hurston before a reasonable
sample of continental African American tales were published by a trade publisher. Even
then her classic Mules and Men (1935) did not have many readers until it was reissued dur-
ing the 1960s. During that period of rising awareness of civil rights, more contemporary sto-
ries were reported, first from prisons and ghettos. Public attention grew as these stories
achieved some prominence. Many of them were tales of tricksters not unlike those reported
earlier, but they were performed as “toasts”—narrative poems with subjects reflecting the
growing sense of resistance in urban areas. One of these, “The Signifying Monkey,” became
emblematic of the concerns of young men in African American street-corner groups. This
toast concerned “signifying,” a term for brazen trickery not unlike that pulled off by Br’er
Rabbit and Compe Nansi; but now the trickster was openly identified with young black
men, and the butts of his hijinks were whites in command. Even more openly critical of the
white power structure is another toast dealing with Shine, an African American sailor on the
Titanic who outswims all of those whites left behind, signifying at them as he swims away.
See also African Tales; Anansi; Hamilton, Virginia; Négritude, Créolité, and Folktale;
North American Tales.
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Roger D. Abrahams

African Tales

The African continent is home to thousands of different groups distinguished by language,
lifestyle, and culture. As the self-proclaimed continent of orality, it is also home to vibrant
and still-active traditions of oral performance and narrative, although the march of modern-
ization is imperiling these traditional forms. Despite the enormous opportunities presented
by this wealth of variety, the collection and study of African folktales has lagged behind
other parts of the world, in part because of the very challenges of the material. The diversity
of local languages in which stories are told, the effort required to transpose these stories
from an oral medium to writing, usually with a translation into a European language, and
the diverse languages in which scholarship is published make the task of study daunting.
Thousands of folktales have been collected from all parts of the continent in the past two
centuries, but the collections are not fully supported by tools such as tale-type or motif
indexes, or the study of individual narrators’ repertories and life histories. Much work
remains to be done.

Early Collections

The systematic collection of African folktales began in the nineteenth century, as Chris-
tian missionaries, and later colonial administrators and travelers, began to penetrate African
societies, to learn the languages, and to record their observations of the cultures they
encountered. (Traders, whose contacts go much further back, rarely wrote of what they
experienced; an exception would be the eighteenth-century Danish trader Ludewig Rgmer,
who offered the first Anansi stories on record in 1760). To this period, until roughly 1940,
we owe a number of influential collections from which tales have been widely anthologized.
Many of these collections offer the original language versions of their stories, but few pro-
vide reliable information on the informant or the circumstances of collection; in a number
of cases they clearly demonstrate the beliefs of the collector (an example being Ruth Fish-
er’s Twilight Tales of the Black Baganda, 1911). But time and widespread reproduction
have made some individual tales from these collections into something like classics.

In southern Africa, Wilhelm Bleek’s work with San-speaking informants (often convicts
assigned to serve with him) led to his collections, first Reynard the Fox in South Africa
(1864), and later, in collaboration with Lucy Lloyd, Specimens of Bushman Folklore (1911),
a bilingual collection of texts, in which the English is an unreadable literal translation of
the original. Stories from this collection, rewritten, were later popularized by Bleek’s daugh-
ter Dorothea in Mantis and his Friends (1923). Around the same time, the Reverend Henry
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Callaway published his Nursery Tales, Traditions, and Histories of the Zulus (1868), which
is also a bilingual edition.

In West Africa, R. S. Rattray published Akan-Ashanti Folktales (1930), collected in the
British Gold Coast Colony (later the Republic of Ghana). This introduced the popular spi-
der-trickster Ananse (that is, Anansi). His collection is supplemented for neighboring groups
by A. S. Cardinall’s Tales Told in Togoland (1931). Togoland at the time was a former Ger-
man colony placed under British mandate following World War I, and at independence in
1958, the enclave chose to remain with Ghana.

For French West Africa, Laurent Jean Baptiste Bérenger-Feraud published an anthology,
Recueil de contes populaires de la Sénégambie (Collection of Popular Tales from Senegam-
bia, 1885), followed later by the administrator Francois-Victor Equilbecq, who in 1913 pub-
lished an extensive three-volume collection of tales from different regions, preceding them
with an extensive descriptive essay (Essai sur la littérature merveilleuse des noirs, suivi de
contes indigenes de I'Quest africain francais [Essay on the Marvelous Literature of the
Blacks, Followed by Native Tales of French West Africa]). One should also mention the in-
fluential anthology of Blaise Cendrars, Anthologie negre (1927), which contributed to the
Paris-based Négritude movement. For North Africa, René Basset published large collections
of Berber and Arabic folktales, including Contes populaires berberes (Popular Berber Tales,
1887), Nouveaux contes berberes (New Berber Tales, 1897), and Mille et un contes,
legendes et récits arabes (A Thousand and One Arabic Tales, Legends, and Stories, 1925—
27). From central Africa (the Congo basin) there are a number of collections in French from
missionaries: H. Trilles, Contes et légendes pygmées (Pygmy Tales and Legends, 1931); Jo-
seph van Wing and Clément Scholler, Légendes des Bakongo-Orientaux (Legends of the
Eastern Bakongo, 1940); and A. de Rop, Versions et fragments de I épopée mongo (Ver-
sions and Fragments of the Mongo Epic, 1978). Some of the scholarship, however, is in
Flemish, reflecting the Belgian origins of the collectors.

German story-collecting activity in their colonies of East and West Africa more or less
ceased following World War I, when their territories were handed over to other powers.
Before the war, however, the Germans had been very active in linguistic and ethnographic
research, and the Zeitschrift fiir Kolonialsprachen (Journal of Colonial Languages), later
renamed Afrika und Ubersee (Africa and Overseas), and other similar journals contain
numerous collections of tales from southern and eastern Africa, in the original language
with a German translation. Karl Meinhof made a good anthology of stories entitled Afrikani-
sche Marchen (African Tales, 1921), but it is eclipsed by the monumental, twelve-volume
collection of Leo Frobenius: Atlantis: Volksmdrchen und Volksdichtungen Afrikas (Atlantis:
Folktales and Folk Literature of Africa, 1921-28). Each volume represented a different
region of the continent, the stories having been collected during a series of expeditions Fro-
benius made in the early years of the century. The collection offers volumes 1-3: Tales of
the Kabyles (Algeria/North Africa); volume 4: Tales from Kordofan (Ethiopia-Sudan); vol-
ume 5: Traditions of the western Sudan (a descriptive essay, and stories of the Nupe, Mossi,
and Mande peoples); volume 6: Epic traditions of the western Sudan (Soninke, Fulani,
Baman, and Dogon); volume 7: Spirits of the western Sudan (Mande, Bozo/Sorko, Jukun,
and Hausa); volume 8: Tales of the western Sudan (Malinke, Mossi and others); volume 9:
Central Sudan (Nupe, Hausa, and others); volume 10: the Yoruba; volume 11: Upper Guinea
(Togo: Bassari, Tim, Munchi); volume 12: Kasai (modern Congo) (n.b. in these titles, Sudan
means not the modern republic along the Nile, but the old Arabic Bilad es-Sudan, the land
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of the Blacks, or Africa south of the Sahara and especially the Sahel). Another book, Eryth-
rdia (1931), offers description and stories from the region of modern Zimbabwe.

Americans working in Africa have contributed to the effort. Heli Chatelain, working as a
missionary in Angola, published Folktales of Angola in 1894. Melville and Frances Hersko-
vits, visiting the French colony of Dahomey in the 1930s, collected materials published in
1958 as Dahomean Narrative, which was at the time an exemplary work; their interest in
Dahomey was guided by Melville Herskovits’s curiosity about the trans-Atlantic continuities
of African cultures. It should be stressed that the titles mentioned above are only some of
the many publications from this period that offer African tales to a wider audience outside
the continent.

Later Collections

The task of collecting folktales has continued wherever there have been literate listeners
who desired to preserve what they heard. Publication opportunities have perhaps not been
so common. In the period since 1960, the era of independence for many African nations,
the enterprise was renewed, under somewhat different premises: the collections were no lon-
ger intended to assist administrators in understanding their colonial subjects or to allow mis-
sionaries to learn the local languages, but were intended to preserve and to present the
national heritages of oral literature and the collective wisdom and worldview of given peo-
ples. A few notable series deserve mention. In the 1960s and 1970s, Oxford University
Press published a series, the OLAL (Oxford Library of African Literature), devoted to schol-
arly editions of transcribed oral traditions from a variety of peoples. Many of their texts
were devoted to poetic forms, but some collections of folktales also appeared: Ruth Finne-
gan’s Limba Stories and Story-Telling (1967), John Mbiti’s Akamba Stories (1966), Harold
Scheub’s The Xhosa Ntsomi (1975), and E. E. Evans-Pritchard’s collection, The Zande
Trickster (1967). In France, the Classiques Africains offered a similar series of scholarly,
bilingual editions of oral traditions, often with accompanying sound recordings. Again, some
of the volumes were devoted to folktales. The French government has also subsidized the
publication (in the name of Francophonie) of a series of thinner and more affordable collec-
tions of stories, usually presented in bilingual formats. From the Congo, the Centre d’études
ethnographiques du Bandundu (CEEBA: Bandundu Center for Ethnographic Studies) has
published over a dozen substantial collections of tales of peoples in the region: Le pére qui
ne voulait pas de fille (The Father Who Wanted No Daughters, 1974); Pourquoi le coq ne
chante plus? (Why Doesn’t the Rooster Crow Any More? 1973); Tu es méchant, personne
ne te mangera (You Are Naughty, No-One Will Eat You, 1975); and Ma femme n’est pas
ton gibier (My Wife Is Not Your Game, 1977).

A significant difficulty with all collections of African folktales is that of availability and
access; many works have been published in limited distribution. There are also certainly
countless tales, transcribed and often translated, but unpublished, in the collections of the
generations of researchers who have worked in Africa.

Content and Themes

For centuries, Aesop was the first African storyteller of record (until earlier Egyptian
folktales were discovered and translated), and since his time the realm of animal fable has
seemed peculiarly African. It is true that much of the early material collected, especially
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from southern Africa, was in the form of animal tales and that animal heroes (especially
tricksters) are found across the continent. But these stories are almost never moral fables;
instead, the animal world mirrors the human world in most regards (such as behavior, social
relations, and other problems). As an example of the differences, one might look to the clas-
sic story of the race between the hare and the tortoise, which in folktales the tortoise wins
by guile: he lines up his kinsmen along the course, so that each time the hare calls out, a
tortoise answers from somewhere ahead of him, and of course, one is waiting at the finish
line to greet the frantic and exhausted hare (ATU 1074; variants of the story pit any one of
a number of small and slow animals against larger and faster competitors). Other wide-
spread animal tales include the hare’s tug-of-war, in which the hare (or another small ani-
mal) pits the elephant and the hippopotamus against each other, each pulling a rope but
unable to see who is pulling at the other end, or the story of how the hare ate the lioness’
cubs and escaped. The animal world presents an array of stock characters (large or small,
strong or weak, meat-eaters or prey, aquatic or terrestrial) rather than an accurate reflection
of the local fauna.

Stories of human action are equally common, often involving the ordinary tensions of
social existence: questions of marriage partners, rivalry of co-wives, and the position of
children. One of the most widespread types uses the structure of ATU 480, The Kind and
the Unkind Girls: a first actor is sent on a quest and returns with riches, whereas the sec-
ond, sent in imitation, muddles the tasks and is rewarded with death or disgrace. The pro-
tagonists may be of either gender and almost any condition or status. Young women refuse
all eligible suitors and finally go off with a man who proves to be a monster; some escape,
but more, perhaps, are devoured. Suitors understand the riddling messages sent by the
maiden they are courting, and so they succeed in winning her hand. Hunters are seduced by
women who prove to be beasts; in some cases these hunters marry maidens whom they
know to be transformed antelopes, as the hunter has hidden her skin while she bathed.
Wives are cast off because they are barren, and a child is born who eventually restores them
to prosperity and esteem (see Birth; Infertility). Also frequent are adventure stories in
which clever humans escape monsters; often the protagonists are a group of brothers who
are saved by the preternatural ingenuity (or magic) of the youngest sibling. A frequent motif
in this last series is the monster’s attempt to eat the children during the night, which is
foiled by the hero who switches the identifying markers with the monster’s own children, so
that they are the ones eaten instead.

In many cases, the action involves hunger and food: disorder comes from the desire to
avoid sharing food or from attempts to conceal a supply. The trickster traps the elephant
between two trees and trims off meat to allow the larger animal to get free. While working
a field with a partner, the trickster goes off to “see a friend” but really eats all the supplies
they have brought for the day; he answers inquiries with punning names: “I saw my friend
‘Still-some-left’” and later “It’s-all-gone.” A greedy husband ends up being buried because
he did not wish to share food with his family.

Cycles of trickster stories are found across the continent. The trickster is usually animal in
shape: Ananse of the Ashanti or Ture of the Zande are spiders; Leuck of the Wolof is a hare,
as are Kalulu of the Bemba and Sungura of the Swabhili; Ajapa of the Yoruba is a tortoise,
and there are other tortoises in tales from central Africa. The trickster’s guile is employed to
escape traps set by larger animals, to make off with the prize (food or other desirable
objects), or to make a fool of a larger foil; the hyena is the frequent butt of the trickster’s
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schemes. One tale type occurring across the continent is that of The Profitable Exchange
(ATU 1655), in which the hero starts with an object of small worth and by a combination of
persuasiveness and chicanery trades up to something of great value: from honey to grain to a
chicken, ending with the chiefdom; or from a corncob to a chicken to a sheep and ending
with a hundred slaves; or from a cockroach to a wife. Ananse (or Anansi) is the best known
of the tricksters, and his actions often have a mythological dimension; he is the companion of
the sky-god. Other tricksters such as Ture may not function in an overtly mythological frame-
work, but their actions nevertheless may benefit humanity, such as by releasing hoarded
waters or discovering fire. In some areas the trickster is a terrible child of a fairly specific
type (often known as the enfant terrible), one who does the opposite of all normal actions, of-
ten with destructive effect. The series of adventures leads to confrontation with a chief and
conclude in varying ways: the child finally dies, having chosen to kill a bird who is carrying
it to safety, or the child may replace the chief on the throne.

Many folktales are mythological or etiological in content, describing consequences rang-
ing from the trivial (the color of a bird’s feathers) to the cosmic (the origin of the sun and
moon). The most widespread narrative on the origin of death is that of the perverted mes-
sage, in which a slower animal is sent first to announce that humans will not die, or will
revive after death, and a faster animal sent later; the second messenger arrives first, or the
message may be misunderstood. Individual cultural heroes also give rise to story cycles, for
instance, Lianja of the Mongo/Nkundo peoples of the Congo or Jeki la Nzambe of the Duala
in Cameroon; often episodes of the cycles occur as stand-alone folktales. A favorite theme
is a past in which current conditions were inverted: smiths worked on rooftops, the leopard
played with the goat, and women had power (although in some cases women do retain their
authority). Sexual themes are frequent: body parts at first may have been inconveniently
placed (in the armpit for example), and their use may not have been known. Men cannot
understand what women are (the corollary rarely occurs). Relations between husband and
wife continue to be a topic of amusement and interest. Hero stories featuring hunters and
warriors are frequent. One very widespread narrative is a variation on the Perseus/monster-
slayer legend, in which a hero comes to a town, finds it suffering under the rule of some
monstrous creature (which usually restricts access to water), and Kkills the beast. The story
can be found from Ethiopia (part of the legend of the Queen of Sheba) through to Senegal.
One variant appears in the myth of origin of the town of Abuja, the new capital of Nigeria.
Serious myths (in a given culture) are not generally the subject of popular narration; they
are recounted in ritual or ceremonial contexts, not as entertainment but to enlist the power
they embody.

Islam spread very quickly over North Africa in the seventh century and then filtered down
across the Sahara, following trade and later pilgrimage routes. In eastern Africa Islam
spread somewhat later and remained a coastal phenomenon. Christianity, although present
from its start in Egypt and Ethiopia, was slower to spread into the continent and is largely
associated with the arrival of European traders and later colonialism. Both faiths brought
stories (often the same ones, from slightly different perspectives), but their general impact
before the modern era is difficult to assess. As an example, one might look at a motif that
is found frequently in southeastern Africa (Zimbabwe and its neighbors): that of the tower
built to allow contact with heaven. It falls down, causing disasters. The story resembles that
of the tower of Babel, but it generally stands alone without other etiological elements out of
Genesis that might argue for influence and contact. The Herskovitses, working in the old
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kingdom of Dahomey (modern Benin) encountered a story of creation involving Adam and
Eve that is explicitly set in opposition to the account given by missionaries.

One favorite genre, not so widespread elsewhere, is the dilemma tale, a story that ends
with a question put to the audience. For example, three brothers help rescue a princess;
which of them should marry her? Three women help save the life of a man; which should
be the principal wife? William Bascom (1975) assembled an anthology of such texts, which
reflect the original and very communal context for performance—the family fireside. Such
stories also serve a pedagogic purpose, in that the reasoning used to justify answers follow-
ing the question is an exploration of cultural norms and expectations.

Performance Contexts

The classic African performance context, described by many nineteenth-century observers,
is of course the family fireside at night, when an older adult may relate a series of tales, or
the different members of the audience may make their own contributions. The audience
would extend beyond a nuclear family. A given compound might house several adult siblings
and their families, or several co-wives and their offspring, as well as other relatives and
friends. Frequently, restrictions apply to the telling of tales. In some areas, they may not be
told during the farming season, and often they are not to be told during the daytime (both for-
bidden periods should be devoted to work). Ordinary social norms will apply: the audience
will defer to the older members present, and younger members will require explicit permis-
sion to raise their voice. A session typically involves a series of shorter tales (which may be
thematically related) rather than an extended narrative. Many tales involve songs or dramatic
action, in which the audience may participate; the chantefable (cante fable) is a staple. Sto-
ries are frequently introduced by formulas that define the subsequent content as something set
apart from ordinary discourse, and often invite the audience’s attention and participation.

The narration of a tale involves much more than just the story. The teller will often pro-
vide different voices for the characters; idiophones to suggest action are common; and the
teller will often mime some of the action. None of these features translates readily or easily
into the printed medium. The verbal element of African tales, no matter how accurately
reproduced, is almost always only a shadow of the original event.

The professional storyteller appears to be rare. While a few individuals may earn some
income from their performances, these are usually more specialized professionals whose out-
put is not entirely comparable to the ordinary folktale: the initiate of mvett-performances in
Cameroon/Gabon, the hunter’s bard of the Mande world, or the karisi-spirit initiate who
recites the Mwindo epic. The stories they tell, in stylized and extensive performances, often
embody the plots of well-known tales, and there is a clear continuity; however, the delivery
and reception are quite distinct from ordinary storytelling. Such a performance is more for-
mal, often involving an ensemble, music, and special occasions. The griot of West Africa
(also known as jeli, gewel, gesere,or gawlo; local names vary, as do the social expectations)
is more of a praise-singer and genealogist than a storyteller, despite the current image preva-
lent in America (probably since the time of the popular novel Roots, 1976). The association
of griots and folktales is due more to literary invention than to actual practice. A good an-
thology illustrating the difference in content and style of ordinary narrators and griots in the
Gambia area is by Katrin Pfeiffer, Mandinka Spoken Art (1997). In this region, the social
category of “griot” is defined by lineage and includes members who may not actually be
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performers. The idealized vision of the older male storyteller, lore-master of the group (and
so recalling bards and sages of other cultures), is an imaginary construct; the typical African
storyteller is an older woman.

Within a culture defined by oral tradition, however, tales have a place beyond that of fire-
side narration; they are part of the common heritage of the group, and so they can be used,
often elliptically or allusively, in the course of ordinary conversation. In some regions, part
of the art of public speaking involves the appropriate and apposite use of tales and proverbs
in the course of making an argument.

This point raises the question of generic boundaries, which in Africa are far more fluid
than the theory of folklore genre classification might wish. Folktales coexist with innumera-
ble other forms of local narrative, from the individual memorate to collective histories, cult
stories, and imported religious materials, and particularly what might be called the “high
art” of the African oral tradition: allusive praise poetry and more expansive epic recitations.
Epics are not found everywhere on the continent, and they represent a distinctive perform-
ance genre that is not identical to Eurasian forms (the use of meter and music, for instance,
render them far less “textual” than European literary examples). But epics, in their consider-
able variety, do employ the standard techniques and building blocks of folktale materials:
pattern and repletion and hero-centered plots. There are of course significant differences in
tone, reference, and sophistication, but the commonalities deserve recognition. Motifs
migrate very freely among these various genres, especially in the historical material that can
be considered the common, secular property of the culture (specific cult myths are more re-
stricted in their distribution). So a story of rivalry between stepbrothers (sons of different
co-wives), which is part of the epic of Sunjata in the Mande world (Mali-Guinea), becomes
an etiologic tale about social relations among the Kuranko (Guinea-Sierra Leone); and the
story of the ring found in the fish’s belly (ATU 736A, The Ring of Polycrates) appears as
part of the history of the kingdom of Segou.

Literary Tales

Certain literary versions of folktales may be better known and more influential than the
original materials. Working in Senegal, the veterinarian Birago Diop produced three vol-
umes of stories that have become widely known: Les contes d Amadou Koumba (The Tales
of Amadou Koumba, 1947), Les nouveaux contes d Amadou Koumba (The New Tales of
Amadou Koumba, 1958), and Contes et lavanes (Tales and Enigmas, 1963). In Francophone
Africa, Diop’s protagonists, Leuck the Hare and Bouki the Hyena, are as familiar as Br’er
Rabbit and Br’er Fox (to whom they are almost certainly related). Diop does not really
attempt to reproduce an oral style; his stories are written in an elegant, witty, and literary
French, and as such are very effective images of the culture. In Cote d’Ivoire, Bernard
Dadié also retold folktales in Le pagne noir: Contes africains (1955; translated as The Black
Cloth: A Collection of African Folktales, 1987), although with less verve than Diop. Amos
Tutuola also made use of Yoruba folktales in constructing his first novel, The Palm-Wine
Drinkard and His Dead Palm-Wine Tapster in the Deads Town (1952).

Form and Analysis

Scholars such as Melville and Frances Herskovits, Ruth Finnegan, and Isidore Okpewho
have critiqued the application of Eurocentric models of interpretation to African folklore
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and folktales, but the critiques have rarely been accompanied by more positive methodolo-
gies. The notion of orality, now widespread, has not proved a very effective heuristic tool,
although considerations of orality remain an essential starting point in approaching the mate-
rial. In France, various projects at the Centre National de Recherche Scientifique (National
Center for Scientific Research) led by Denise Paulme, Genevieve Calame-Griaule, Veronika
Gorog-Karady, and others such as Jean Dérive, have published collective works on such
topics as the theme of the tree, the family universe, and enfants terribles. Their focus has
been to interpret tales in terms of the local sociology and perception. The French approach
is more oriented to the structural/morphological approaches of Claude Levi-Strauss and
Vladimir Propp than to the taxonomic methods of Germanic and Anglophone scholarship.
Michael Jackson (Allegories of the Wilderness, 1982) does attempt a similar task for the
Kuranko of Sierra Leone, discussing a corpus of tales from the perspective of various social
issues. Harold Scheub is one of the few American scholars to approach folktales formalisti-
cally. Working principally with materials from southern Africa, where he has done extensive
fieldwork, he identifies a doubled structure in tales, in which the elements of the initial
problem are duplicated, and often transformed, in the resolution to the tale. Scheub has also
given us one of the few performer-centered studies, dedicated to a Xhosa narrator, Nonge-
nile Masithathu Zenani (The World and the Word, 1992). American studies of African folk-
tales were at first oriented to tracing connections between African folktales and their
continuities in the New World (the Br’er Rabbit stories, among others), but in recent years
have turned more to questions of performance context, following the methods of Richard
Baumann (Verbal Art as Performance, 1977) and Dan Ben-Amos, who applied the princi-
ples to African folklore.

Classification of African tales is an unfinished enterprise. African tales are not as well rep-
resented as they might be in indexes of motifs and tale types. Over the years, a number of
dissertations have attempted to provide tools for specific regions, but their value and avail-
ability are limited. As a further complication, while many African tales do show some resem-
blance to foreign analogues, they are also very thoroughly acculturated in the local context so
that the resemblances sometimes need to be teased out. African folktales in general seem
closer to Native American tales in their themes and content than to the bourgeois examples
collected by the Brothers Grimm, which served as armature for the original indexes of tale
types and motifs. Many of the trickster stories are very similar: one animal visits another and
is fed magically; when the animal tries to reproduce the methods, it dies or is maimed; the
trickster is taken for a ride by a bird, but is dropped. This line of inquiry has not been well
explored. Adding to the question of acculturation is a tendency (in the newly independent
countries) to define folktales in nationalist terms as the part of a specific heritage; such chau-
vinism is hardly unique to the field but does discourage comparative work.

African folktales are still being be told, often with new twists and modern settings, and
new collections continue to appear. The focus is very much upon individual cultures and
language groups. African scholars face great difficulties in their work (a lack of support for
research, poor library resources for reference work, and almost no publication outlets), but
there are a growing number of studies from within cultures. Outside Africa, the value of
folktales for understanding the cultural dynamics of the continents’ many peoples is not
appreciated, and the problem is compounded by generalized visions that efface all the spe-
cific traits of groups and social contexts. See also African American Tales; Kirikou et la
sorciere; Ogre, Ogress.
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Further Readings: Abrahams, Roger D. African Folktales: Traditional Stories of the Black World. New
York: Pantheon Books, 1983; Bascom, William. African Dilemma Tales. The Hague: Mouton, 1975;
Finnegan, Ruth. Oral Literature in Africa. London: Oxford University Press, 1970; Gorog-Karady, Ver-
onika. Littérature orale d’ Afrique noire: Bibliographie analytique. Paris: Maisonneuve, 1981; Klipple,
May Augusta. African Folktales with Foreign Analogues. New York: Garland Press, 1992; Scheub, Har-
old, ed. The African Storyteller: Stories from African Oral Traditions. Dubuque: Kendall Hunt Publish-
ing, 1990; , ed. The World and the Word: Tales and Observations from the Xhosa Oral
Tradition. Madison: University of Wisconsin Press, 1992.

Stephen Belcher

Age

All cultures divide life into stages. The famous riddle of the sphinx solved by Oedipus
depicts three such phases: infancy, adulthood, and old age; whereas William Shakespeare
puts seven “ages of life” into Jacques’ famous soliloquy in As You Like It (1599).

The fable “Die Lebenszeit” (“The Life Span”; ATU 173, Human and Animal Life Spans
Are Readjusted), recorded by Jacob and Wilhelm Grimm, but also found in collections attrib-
uted to Aesop, and elsewhere, depicts these phases with humor. In a typical version, man and
various animals bargain with God concerning their respective life spans. Different animals re-
linquish some of their allocated years to man, giving him a longer life. But his final years are
beastly: from the age of thirty onward he is treated respectively like a donkey (working for
others), a dog (growling in a corner), and finally a monkey (a laughingstock for children).

The admonition “Honor your father and mother,” however formulated, is a moral corner-
stone of most cultures, and one supported by folktales everywhere. Especially relevant are
tales of type ATU 980, The Ungrateful Son. An exemplary story from this group is the
Jataka tale describing how a middle-aged man plans to kill his elderly father and bury him.
The old man’s seven-year-old grandson watches as the father digs a grave, then snatches the
spade and begins to dig nearby. Asked what he is doing, the boy tells his father, “When
you are old I will treat you as you are now treating your father.” Repentant, the man takes
his old father back home and restores him to a position of respect. Tales of type ATU 980
reflect a morality based on enlightened self interest, with middle-aged people belatedly sup-
porting a tradition that will benefit them when they themselves grow old.

Other tales depict threatened or neglected old people gaining care through deception and
trickery. In “The Pretended Inheritance” (ATU 982) by J. Hinton Knowles (Folk-Tales of
Kashmir, 2nd ed., 1893), an old man distributes his wealth to his sons before he dies,
expecting to be supported by them; but, now possessing their inheritance, they neglect him.
He regains their attention by having a friend deliver to him four bags filled with gravel,
while loudly announcing that he is repaying a loan. Thinking that their father is again weal-
thy, the sons give him the best possible care until finally he dies, and they discover that the
inheritance supplement is worthless.

Another tale of care gained through trickery is the fable of type ATU 101, The Old Dog
as Rescuer of the Child. Here a husband and wife plan to do away with a dog deemed too
old to protect the household. A wolf learns of the threat to his cousin, and together they
conspire to help the latter. As planned, the wolf steals the couple’s child, but then allows
the dog to overtake him and “rescue” the baby. The grateful parents vow to care for the old
dog as long as he lives.
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The best-known fable about animals threatened because of their age is “Die Bremer
Stadmusikanten” (“Bremen Town Musicians”; ATU 130, The Animals in Night Quarters) as
recorded by the Grimm brothers. Five old animals, rather than submitting to abandonment
or slaughter as threatened by their owners, set off for Bremen, where they intend to support
themselves as musicians. Underway they find shelter in a house in the woods. It is inhabited
by robbers, who are so frightened by the intruders that they flee, abandoning the house to
its new occupants. Thus these old animals, deemed unfit by their human masters, find pro-
tection and support through their own resourcefulness, plus a generous portion of good luck.

Numerous legends from around the world tell of a time in the distant past when old peo-
ple were put to death as a matter of custom and law. Various explanations are advanced as
to why this practice was stopped, typically because of one old person’s demonstration of un-
usual wisdom. “Warum heutzutage die alten Leute ihren eigenen Tod sterben” (“Why Today
Old People Die Their Own Death,” ATU 981, Wisdom of Hidden Old Man Saves King-
dom), as recorded by Bohdan Mykytiuk in Ukrainische Marchen (Ukrainian Folktales,
1979), is exemplary. Here a kind-hearted son hides his old father instead of putting him to
death as dictated by custom. A famine comes, and no one has seed for the next crop, until
the elderly father suggests dismantling their thatched roof and rethreshing the straw, thus
gaining sufficient seed for a new planting. Impressed with the old man’s wisdom, people
resolve henceforth to allow everyone to die their own death.

Old people in folktales can also be targets of derision, especially regarding their sexual-
ity. The compilers of medieval and Renaissance jest books and their literary successors, pre-
eminently Giovanni Boccaccio and Geoffrey Chaucer, made ample use of such material,
taking special delight in ridiculing old men married to young women. Such stories are told
worldwide and are found in some of the oldest collections still extant. For example, “The
Old Man with the Young Wife” from the Panchatantra (book 3) tells of an old man mar-
ried to a young woman who cannot bear to look at him. One night, while she is asleep with
her back toward him, a thief enters the house. Terrified, she embraces her husband, thus
thrilling his every limb. He is so grateful to the intruder for this stimulation that he thanks
the thief profusely, inviting him to take whatever he wants.

Similarly, but with an added ironic twist, “The Farmer’s Wife” (Panchatantra, book 4)
depicts a woman married to a man “so old that he cannot stir,” so she takes his money and
absconds with a youthful lover. Arriving at a river, the young man asks himself, “What am
I to do with this middle-aged female?” He tells her that he will carry the money and her
clothing across the river, and then return for her, but instead he escapes with everything,
abandoning her naked at the river’s edge.

Further Reading: Ashliman, D. L. “Aging and Death in Folklore.” 2006. http://www.pitt.edu/~dash/
aging.html.

D. L. Ashliman

Aladdin

Aladdin is the title character of “Aladdin and the Wonderful Lamp,” one of the best
known and most often adapted tales of the Arabian Nights. Like “Ali Baba and the Forty
Thieves,” “Aladdin” is an orphan tale that does not derive directly from Arabic manuscripts
of the Arabian Nights. It first appeared in France when the Syrian monk Hanna told it,
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Illustration from The Arabian Nights titled Aladdin’s Wonderful Lamp, by the Imperial
Burlesque Co. [Library of Congress]

along with several other stories, to Antoine Galland in 1709. Galland then included it in his
French version of the Thousand and One Nights in 1712. In other words, “Aladdin,” like
“Ali Baba,” is actually a French-Syrian creation from the beginning of the eighteenth cen-
tury. In contrast to “Ali Baba,” there is no written version of “Aladdin” as Hanna told it to
Galland, so we cannot compare the French adaptation to its source.

Because Galland’s version founds its way into many oral traditions, “Aladdin” has come
to constitute its own tale type—ATU 561—in the classification system used by folklorists
(although a simpler form is represented by tale type ATU 560, The Magic Ring, which pro-
vides the basic intrigue). The tale’s basic structure is very close to a fairy tale: a poor young
man, with the aid of a magic object, builds a palace more beautiful than that of the King
and marries a princess; when he loses them, thanks to a second magic object, he manages
to recover everything he has lost. The hero Aladdin is described as a bad sort—undisci-
plined, lazy, and responsible for the death of his father and the misery of his mother. At
the beginning, he does no good deed that would qualify him to obtain a magic object or to
marry a princess. But he is without hypocrisy; he succeeds, and in the end he becomes good
and wise.

The transformation of the bad lot into a good boy seems to take place, as in an initiatory
account, in an underground realm, during a symbolic death and rebirth. Initially, when
Aladdin is locked up in the darkness—thirsty, famished, and ready to die—he thinks for the
first time of God. When he joins his hands to pray, he unwittingly rubs the magic ring,
which reveals a genie who will save him and bring him back to the light. Later in the story,
in a symmetrical way, after having lost everything—full of despair and threatened by the
king with death—Aladdin wants to pray to God one last time. Again he involuntarily rubs
the magic ring, and the genie appears and takes him to the place where the palace and the
princess have been transported. The hero, despite all of his flaws, is saved because he is
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able to find the right way—to act in accord with what is good. This makes him particularly
human and appealing.

The international popularity of “Aladdin and the Wonderful Lamp” is evident in the tale’s
broad reception and in the way its motifs—especially the genie, the magic lamp, and the
magic ring—have become part of popular culture. “Aladdin and the Wonderful Lamp” is
frequently reprinted in children’s picture-book format, and the story, characters, and individ-
ual motifs have been repeatedly adapted for the theater, opera, television, and film and
video. See also Animation; Arabian Nights Films; Pantomime; Reiniger, Lotte; Thief of
Bagdad Films; Walt Disney Company.

Further Reading: Cooperson, Michael. “The Monstrous Births of ‘Aladdin.”” Harvard Middle Eastern

and Islamic Review 1 (1994): 67-86. Reprinted in The Arabian Nights Reader. Edited by Ulrich Mar-
zolph. Detroit: Wayne State University Press, 2006. 265-82.

Aboubakr Chraibi

Albanian Tales

The Albanians are an Indo-European people inhabiting the southwestern Balkans. They live
primarily in the Republic of Albania and in Kosova, where they form the absolute majority
of the population, and in the western part of the Republic of Macedonia, where they form
about one-quarter of the total population. There are also Albanian minorities in the neighbor-
ing countries of Montenegro and Serbia, as well as old settlements in southern Italy and
Greece. Albanian territories in the Balkans formed part of the Ottoman Empire for five centu-
ries, during which writing and publishing in Albanian was forbidden. Accordingly, written lit-
erature was late to develop. Oral literature, handed down from generation to generation, was
thus of greater significance to the Albanians than to many neighboring peoples. It was in oral
form that the wealth of their traditional culture was preserved, without the need for books.

The Albanians are a small population. At the declaration of independence in 1912, there
were less than one million people in the country. Empires and foreign occupants have come
and gone, and the Albanians have been subjected to many external influences over the cen-
turies. Their oral literature, in particular their folktales and oral verse, reflect this heteroge-
neous background.

Though a historical stratification of Albanian tales has not yet been undertaken, it is evi-
dent that certain elements of classical antiquity have survived, in particular in figures of
mythology. The zana, for instance, the courageous and often formidable mountain fairy of
Albanian oral literature, derives its name from the Roman goddess of the hunt Diana, as
does the Romanian zina (forest nymph).

Evident to any knowledgeable observers, too, are many old Balkan elements common to
the neighboring Balkan cultures of the southern Slavs, the Romanians, and the Greeks. It is
difficult, especially in the case of Albania, to evaluate just how old these common Balkan
elements are. One example is a Balkan motif of immurement in the grim tale of Rozafat
Castle in Shkodra. The story of a woman being walled in during the construction of a bridge
or castle to stabilize the foundations is widespread in oral literature in Albania, the Balkans,
and elsewhere.

Albania’s centuries as part of the Ottoman Empire and the Islamization of the majority of
the population created strong links to the folk cultures of Turkey and the Middle East.
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Albanian and Turkish tales have many parallels. Pashas and dervishes abound in an other-
wise European context. Figures of Oriental legendry, such as Nasreddin Hodja and Sari
Salltek, from Turkish Sar1 Saltuk, are well known in Albania, as are figures of fairy tales
and mythology such as the div from Turkish dev, div (ogre, giant); the gose from Turkish
kose (barefaced man); the xhind from Turkish cin (jinn); the werewolflike karanxholl from
Turkish karakoncolos (black bogey, black werewolf); the perria from Turkish peri (fairy,
good jinn); and the dwarflike xhuxh or xhuxhmaxhuxh from Turkish ciice (dwarf).

Other figures of mythology that occur regularly in Albanian fairy tales are the kulshedra
(dragon), the shtriga (witch), the lugat (vampire), and the katalla (cyclops). Among the
forces usually representing the power of good are the ora, a female fairy who can serve as
a protective fairy godmother; the drangue, a semihuman figure who combats the dragonlike
kulshedra, and in particular the Bukura e Dheut (Earthly Beauty), a fair maiden with magic
powers who lives in the underworld.

Albanian fairy tales, often centered on the struggle between good and evil, typically have
a young, male protagonist. Female figures are usually secondary and passive, reflecting
Albania’s traditional patriarchal culture. The hero will often use a ruse to get the earthly
beauty or some animal to assist him. Snakes are particularly common and are uniformly
good in Albanian tales and mythology. Among other animal figures familiar in folktales are
owls, nightingales, and the gjysmagjel (half rooster), a one-legged bird who has many an
adventure in the course of its travels, carrying its weary companions on its back or in its
belly. Rams and stags also occur, which have magic powers in their horns.

Albanian folktales were first recorded in the middle of the nineteenth century by Euro-
pean scholars such as Johann Georg von Hahn (1854), Karl H. Reinhold (1855), and Giu-
seppe Pitre (1875). The next generation of scholars to take an interest in the collection of
Albanian folktales were primarily philologists, among them well-known Indo-European lin-
guists concerned with recording and analyzing a hitherto little-known European language:
Auguste Dozon (1879, 1881), Jan Jarnik (1883), Gustav Meyer (1884, 1888), Holger Peder-
sen (1895), Gustav Weigand (1913), and August Leskien (1915).

The nationalist movement in Albania in the second half of the nineteenth century, the so-
called Rilindja period, gave rise to native collections of folklore such as: Albanike melissa/
Bélietta sskiypéetare (The Albanian Bee, 1878) by Thimi Mitko, Albanikon alfavétarion/Ava-
batar arberor (Albanian Spelling Book, 1882) by the Greco-Albanian Anastas Kullurioti, and
Valét e Detit (The Waves of the Sea, 1908) by Spiro Dine. In the last fifty years, much field-
work has been done by the Institute of Folk Culture in Tirana and by the Institute of Albanian
Studies in Prishtina, which have published numerous collections of fairy tales and legends.
Unfortunately, very little of this substantial material has been translated into other languages.

The only substantial collections of Albanian folktales to have appeared in English up to
the present are: Tricks of Women and Other Albanian Tales by Paul Fenimore Cooper,
which was translated from the collections of Dozon and Pedersen; Albanian Wonder Tales
by Post Wheeler; Albanian Folktales and Legends by Robert Elsie; and Faith and Fairies
by Mustafa Tukaj. A large and significant manuscript of Albanian fairy tales translated into
English by the Scottish anthropologist Margaret Hasluck and located in Oxford remains
unpublished for the moment.

Further Readings: Cooper, James Fenimore, trans. Tricks of Women and Other Albanian Tales. New
York: W. Morrow, 1928; Elsie, Robert, trans. Albanian Folktales and Legends. 2nd edition. Peja:
Dukagjini, 2001; Elsie, Robert. A Dictionary of Albanian Religion, Mythology, and Folk Culture. New



ALCOVER, ANTONI MARIA (1862-1932) 25

York: New York University Press, 2001; Tukaj, Mustafa. Faith and Fairies: Tales Based on Albanian
Legends and Ballads. Edited by Joanne M. Ayers. Shkodra: Skodrinon, 2002; Wheeler, Post. Albanian
Wonder Tales. London: Lovat Dickson, 1936.

Robert Elsie

Alcott, Louisa May (1832-1888)

Well before her major success with Little Women (1868), the Massachusetts writer Louisa
May Alcott had tried to market tales set in Fairyland. Her collected Flower Fables (1854)
included stories she wrote at the age of sixteen. But it was her updating of Charles Per-
rault’s “Cendrillon” in “A Modern Cinderella, or the Little Old Shoe” (1860) that signifi-
cantly anticipates Little Women. Here, it is Nan, the oldest rather than the youngest of three
sisters, who is rewarded for her drudgery. John Lord, a princely suitor, much prefers the
domestic virtues of a forerunner of Meg and Beth March to the artistic ambitions of Diana
and Laura, the archetypes for Jo and Amy.

In Little Women, Alcott seems to depreciate such literary efforts. We are told that a
burned manuscript contained “only half a dozen little fairy tales” that Jo had hoped to con-
vert into “something good enough to print.” Still, direct and oblique allusions to fairy tales
steadily enrich the novel. These can function ironically when, for instance, Meg is assured
by the friend who has overdressed her that they will look “like Cinderella and her god-
mother going to the ball.” But they also broaden a plot that reworks Jeanne-Marie Leprince
de Beaumont’s “Beauty and the Beast,” which is itself related to the Cinderella type of
tale. Just as Charlotte Bronté had done in Jane Eyre (1847), Alcott rewards a heroine who
is no “beauty” with an older suitor who retains his resemblance to an ursine “beast.” See
also Intertextuality; North American Tales.

Further Readings: Knoepflmacher, U. C. “Introduction: Literary Fairy Tales and the Value of Impurity.”
Marvels & Tales 17 (2003): 15-36; Shealy, Daniel, ed. Louisa May Alcott’s Fairy Tales and Fantasy
Stories. Knoxville: University of Tennessee Press, 1992.

U. C. Knoepflmacher

Alcover, Antoni Maria (1862-1932)

Antoni Maria Alcover was a Catalan clergyman, linguist, and folklorist. Influenced by
Tomas Fortesa, Maria Aguil6, and other Romantic writers, he took an interest from a very
young age in Catalan language and literature and in the collecting of traditional songs and
folktales. As a linguist, he was responsible for producing the Diccionari catala-valencia-
balear (Catalan-Valencian-Balearic Dictionary, 1926-62) in conjunction with Francesc de
Borja Moll.

Alcover’s work as a collector of folktales began among his close circle of family and
friends and then continued in other places on the island of Majorca. Between 1880 and 1931,
he published his folktales in the contemporary Majorcan press (L’Ignorancia, El Islenio, El
Eco del Santuario) and in Barcelona (La Tradicio Catalana). His tales appeared under the
pseudonym Jordi des Racd, which is the name he always went by as a writer of folktales. In
1885, under that pseudonym, he published a book of five tales from the oral tradition, Conta-
relles d’En Jordi des Raco. In 1896, the first volume of the Aplec de rondaies mallorquines
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d’en Jordi d’es Racé (Jordi d’es Racd’s Collection of Majorcan Folktales) was published,

with a prologue by the author explaining how the folktales were collected, who the story-

tellers were, and how the tales were redrafted and with what intent. Between 1896 and 1931,

twelve volumes of the Aplec were published, and it subsequently went through several edi-

tions. In 1914, for the second edition of the first volume of the Aplec, Alcover penned an
additional prologue in which he indicated how well his folktales had been received not only
by readers in Majorca but also by folklorists from other countries.

Encouraged by Leo Spitzer, in 1931 Alcover wrote the article “Com he fet mon Aplech
de Rondayes Mallorquines” (“How I Did My Collection of Majorcan Folktales”), in which
he explained the criteria he had used in selecting, editing, and rewriting them. Between
1936 and 1972, the “popular edition” of the Rondaies mallorquines d’en Jordi des Raco (24
volumes) was published, containing 431 folktales. In 1996, Josep Antoni Grimalt and Jaume
Guiscafre began publishing their critical edition of the Aplec de rondaies mallorquines d’en
Jordi d’es Raco, of which four volumes have been published through 2006. This edition
catalogues the folktales according to the international index of tale types and reproduces
not only the folktales written by Alcover but also the texts and fragments of folktales that
he had jotted down in his notebooks during the collection process. Alcover’s folktales, writ-
ten in a popular style of language that is extremely rich and expressive, have undergone
numerous reeditions and have been translated into Spanish, French, English, and German
for inclusion in anthologies of folktales all over the world.

Further Readings: Alcover, Antoni Maria. “Com he fet mon Aplech de Rondayes Mallorquines.” Zeit-
schrift fiir romanische Philologie 51 (1931): 94-111; . Folk Tales of Mallorca: A Selection from
“L’aplec de rondaies mallorquines.” Translated by David Huelin. Palma de Mallorca: Editorial Moll,
1999; . Tales from Majorca. Translated by John Lynch-Cummins. Palma de Mallorca: Clumba,
1968; Guiscafre, Jaume. “Una bibliografia de les edicions i les traduccions de les rondalles de mossen
Alcover.” Randa 38 (1996): 151-221.

Carme Oriol

Alexander, Lloyd (1924-2007)

A prolific and award-winning American writer of children’s fantasy and folkloric adven-
ture tales, Lloyd Alexander, although probably best known for his Prydain series based on
Welsh myth, demonstrated across his writing a fondness for the mythology and folklores of
many cultures. His novels and tales are characterized by subversion, questioning, and the
undercutting of narrative expectation. Themes of personal development, insight, justice, ini-
tiation, and the testing of character are strong and recurring elements in his writing, and he
had a fondness for repetition, pattern, trickster archetypes, and magic objects. He was par-
ticularly good at writing strong young women, who often have the practicality and common
sense that male heroes lack, and many of his novels feature the deliberate deconstruction of
heroic archetypes, particularly those relating to violence and warrior ideals.

Alexander’s five-book fantasy series, The Chronicles of Prydain (1964-68), is loosely
based on the Mabinogion, a collection of medieval Welsh tales. Their hero, Taran, is the
traditional lowborn underdog figure of fairy tales, who rises through adventure and testing
to become King. His adventures introduce him to a slightly decontextualized selection of
the figures and magical artifacts of Welsh folklore, including the oracular pig Hen Wen,
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talking harps and swords and Arawn, lord of the dead. A more explicitly fairy-tale feel is
evident in The Foundling (1970), a collection of short tales set in Prydain. As with much of
his work, Alexander used the folkloric motifs to lend strength and resonance to his storytell-
ing, rather than attempting to reproduce the Mabinogion with any fidelity.

Alexander’s other novel series include the Westmark trilogy (1981-84), which are non-
magical and surprisingly political adventure tales, whose at times gritty and disturbing
events explore notions of justice and the loss of innocence. The five Vesper Holly adven-
tures (1986-90) are less serious, being more tongue-in-cheek alternative Victorian romps.
Earlier novels also include The Wizard in the Tree (1974), its Merlin figure the center of
Alexander’s characteristic insistence on human initiative and effort. It most explicitly rejects
the easy, heal-all aspect of magic. The Marvelous Misadventures of Sebastian (1970)
employs the classic fairy-tale archetypes of a runaway princess and a talking fiddle.

Alexander’s later fantasy adventure novels drew on the folklore of many cultures: notable
among them are The Remarkable Journey of Prince Jen (1991), based on Chinese folklore,
and The Iron Ring (1997), based on Indian tales. Both are adventure stories in which magi-
cal objects and wise companions initiate young princes into the realities of their kingdom
and the importance of justice. The traditional fairy-tale quest for wisdom is overlaid with an
exploration of war, power, and politics that is surprisingly adult. A similar quest motivates
The Arcadians (1995), a loose and often amusing rehash of Greek mythology. The whimsi-
cal origin myth of How the Cat Swallowed Thunder (2000) returns to classic Western fairy
tale with its Mother Holly witch figure.

Alexander’s books for younger readers, with a variety of illustrators, offer simple, direct
stories that function as amusing moral fables. Again, in works such as The House Gob-
baleen (1995), the comic fools of Four Donkeys (1972), and the colorful, African-flavored
The Fortune Tellers (1992), an element of the unexpected undercuts the predictable, familiar
path of the folkloric narrative. See also Celtic Tales; Children’s Literature; Mother Holle;
Young Adult Fiction.

Further Readings: Bagnall, Norma. “An American Hero in Welsh Fantasy: The Mabinogion, Alan Garner

and Lloyd Alexander.” New Welsh Review 2.4 (1990): 26-29; May, Jill P. Lloyd Alexander. Boston:
Twayne, 1991.

Jessica Tiffin

Alf layla wa-laylah. See Arabian Nights

Ali Baba

Ali Baba is the hero of “Ali Baba and the Forty Thieves,” one of the most famous and
most frequently adapted tales in the Arabian Nights. However, like the story of Aladdin, it
is an orphan tale and is not directly related to Arabic versions of the Arabian Nights. The
story of Ali Baba arrived in France thanks to a Syrian monk named Hanna, who told it and
several other stories to Antoine Galland in 1709. It was Galland who transformed the six-
page account from his informant into a text of thirty-six pages and added “Ali Baba” for
the first time to the Thousand and One Nights in 1717. In other words, “Ali Baba,” like
“Aladdin,” is a French-Syrian creation from the beginning of the eighteenth century.
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[lustration from an early nineteenth-century English version of Ali Baba: Or The Forty
Thieves, a Tale for the Nursery; With Three Copperplates (London: Tabart, 1805). [Cour-
tesy of the Eloise Ramsey Collection of Literature for Young People, University Libraries,
Wayne State University]

Galland’s version was so successful that it was taken up by storytellers in many countries.
However, variants independent of Galland’s version are still identifiable in Syria and in the
Maghreb because they include a detail that is absent in Galland’s rewriting: the presence of
food in the treasure cave. Although the motif of a table set with sumptuous dishes appeared
in the summary provided by Hanna, Galland removed it when he rewrote the tale for publi-
cation, thereby turning the cave—which in Hanna’s version served as a home where the
forty thieves regularly had their meals—into a neutral location. Galland’s transformation of
the thieves’ home into a treasury full of riches that was accessible to anyone knowing the
magic words was a stroke of genius that facilitated the tale’s widespread success and gave a
special significance to the command “Open, Sesame.”

However, the aesthetic improvement made by Galland was accompanied by a degradation
on the anthropological level. In the versions where the sumptuous dishes laid out inside the
cave appear, the food serves to test each figure’s moral character, as is often the case in
fairy tales. When the hero enters the cave, he controls his desire, does not touch food, and
takes only gold; but, when the malicious character enters, he yields to temptation, is delayed
by the act of eating—which allows him to be discovered—and is subsequently killed.

Galland’s version is usually classified as belonging to tale type ATU 954, The Forty
Thieves; but other tale types, with older subject matter, help explain the structure of “Ali
Baba.” The tale is composed of two parts of unequal sizes, with two successive heroes. In
the first part, Ali Baba, who is poor but good, is opposed to Cassim, who is rich and mali-
cious. The moderate behavior of the first enriches him while the greed of the second causes
his death. This first part of the story constitutes 22 percent of the text and is derived from
type ATU 613, The Two Travelers, especially as one finds it in the East. In the second part
of the tale, the slave Morgiane, an intelligent young woman, is opposed to the robbers,
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whom she is able to kill. This second part makes up 78 percent of the text and is related to
tale type ATU 950, Rhampsinitus. The moral aspect, which is present at the beginning
(good rewarded and malice punished) and is characteristic of fairy tales, disappears in the
second and most original part, where the narrative goes against the established order and
depicts a woman as intellectually superior to men. See also Arabian Nights Films; Thief of
Bagdad Films; Women.

Further Reading: Chraibi, Aboubakr. “Galland’s ‘Ali Baba’ and Other Arabic Versions.” Marvels & Tales
18 (2004): 159-69.

Aboubakr Chraibi

Amades, Joan (1890-1959)

The self-taught Catalan folklorist Joan Amades spent practically all his life collecting and
studying folklore. In 1905, and as part of the hiking movement (which was very popular in
Catalonia at the end of the nineteenth and beginning of the twentieth centuries), he started
going on excursions organized by the Ateneu Enciclopedic Popular de Barcelona (People’s
Encyclopedic Association of Barcelona), the aim of which was to collect samples of tradi-
tional Catalan culture in various towns in Catalonia. Between 1915 and 1926, he came into
contact with the most important Catalan folklorists of the age and he took part in group
projects to collect folkloric materials such as the ones organized by the Arxiu d’Etnografia
i Folklore de Catalunya (Archive of Ethnography and Folkore of Catalonia) (1915-23)
and the Obra del Canconer Popular de Catalunya (Popular Song Project of Catalonia)
(1922-35).

Between 1926 and 1939, he consolidated his position as one of the leading Catalan folk-
lorists, directed institutions that studied folklore, gave lectures, took part in radio programs,
and published such important works as the Biblioteca de tradicions populars (Library of
Popular Traditions, 1933-39). At this time, the central topics of his activity as a folklorist
were dance, music, song, and customs. After 1939 he published his most voluminous
works: the five-volume Costumari Catala (Catalan Customs, 1950-56) and the three-volume
Folklore de Catalunya (Folklore of Catalonia, 1950—69). The volume Folklore de Catalu-
nya: I Rondallistica (1950) was very well received internationally, particularly because of
the numerous narratives that it contained. Its 2,215 narratives were comprised of 662 folk-
tales, 727 traditions, and 826 legends. Walter Anderson used the international index Types
of the Folktale (1928) to catalogue these folktales and in 1954 published the results of his
work under the title “Eine katalanische Marchensammlung” (“A Catalan Tale Collection”)
in the journal Schweizerisches Archiv fiir Volkskunde. Subsequently, Stith Thompson, in his
second revision of The Types of the Folktale (1961), made changes that reflect his having
taken this classification into account.

Amades published articles in such international journals as Folklore (London), Folklore
Americas, Revue de Traditions Populaires, and Fabula. In 1957, he published Contes cata-
lans (Catalan Folktales) as part of the series Contes des cinq continets (Folktales from Five
Continents), edited by Paul Delarue. In the last years of his life, Amades began his project
of classifying the folktales published in all the areas in which Catalan is spoken. His death
in 1959 prevented him from finishing. Some years ago, Carme Oriol and Josep M. Pujol
took up the project where he had left off, classified the folktales, and published Index
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tipologic de la rondalla catalana (Index of Catalan Folktales, 2003). In 1990, on the occa-
sion of the centenary of Amades’s birth, the book El mdn de Joan Amades (The World of
Joan Amades) was published. This volume contains an extensive biography of the author
and a bibliographic catalogue of his work, which consists of 162 books, 103 articles, thirty-
nine journalistic contributions to the press and radio, and 104 unpublished works.

Further Reading: Oriol, Carme. “Revision of Amades’ Classification of the Catalan Folktales.” Fabula 31
(1990): 304-12.

Carme Oriol

Amano Yoshitaka (1952-)

Amano Yoshitaka is a Japanese artist and illustrator. Influenced strongly by the art nouveau
movement and traditional Japanese woodcuts, Amano has worked in numerous media, includ-
ing painting with watercolors and oils, lithographs, computer animation, ceramics, and
stained glass. He has designed characters for video games and for animated television shows
as well as painting for books, comic books, and museum exhibitions. Over the course of his
career, Amano has produced a number of works based on material from folktales and fairy
tales. These have appeared in exhibitions, collaborative publications, and published collections.

Amano’s first major work based on folklore was his book Budouhime (Princess Budou,
1996), which was inspired by the eponymous Princess of China from the tale “The Adven-
tures of Prince Camaralzaman and the Princess Badoura,” included in Andrew Lang’s 1898
collection of the Arabian Nights. In collaboration with the director of the Los Angeles Phil-
harmonic Orchestra, Esa-Pekka Salonen, the material from this book was adapted into a
twenty-minute computer animated film shown at the Sundance Film Festival in 1999. Addi-
tionally, Amano expanded his original work into /001 Nights, a full series of paintings and
lithographs inspired by the Arabian Nights. First exhibited in Los Angeles in 1998, these
paintings grant a dreamlike, ethereal quality to the tales, with characters floating languidly
through empty space.

In 1996, Amano also published Yousei (Fairies), a book that takes its subject matter from
British legends on fairy creatures, including an adaptation of William Shakespeare’s A
Midsummer Night's Dream. While the book does not deal with explicit folktales, it does use
Victorian and Edwardian folklore on the existence of fairy creatures, such as the connection
between fairies and gardens evidenced in the Cottingley fairy photographs of 1917. Ama-
no’s fairies are small creatures with distinct resemblances to plant life.

Amano’s next prominent work involving folktale material was The Dream Hunters
(1999), a collaborative project with Neil Gaiman. This book, an extension of Gaiman’s
popular Sandman series, is told in the style of a Japanese folktale, featuring a fox and a
tanuki (raccoon dog) engaging in a contest of trickery. While the plot of this story is not a
direct adaptation of a specific folktale, Gaiman and Amano both draw heavily on folkloric
sources for this work. And although much of Sandman series is in graphic novel format,
for this book Amano worked with large paintings and lithographs, creating something closer
to an illustrated storybook than a comic book.

In 2000, Amano released Mdarchen, in which he included works inspired by several folktales.
Marchen featured Amano’s renditions of both European and Japanese fairy tales, including “Little
Red Riding Hood,” “Sleeping Beauty,” “Snow White,” and “Kaguyahime” (“Princess Kaguya”).
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Amano illustrates each of the traditional tales in his distinctive art nouveau style. See also Art;
[lustration; Japanese Popular Culture; Japanese Tales.
Further Reading: Amano’s World. http://www.amanosworld.com/.

B. Grantham Aldred

Anansi

Anansi is one of the best-known figures from West African folktales. As a folktale trick-
ster hero, Anansi is also known variously as Ananse, Kweku Ananse, Anansi-tori, Ananse-
sem, and somewhat euphemistically as Aunt Nancy. Generally associated with spiders,
Anansi is one of the most prominent figures from West African folklore, appearing in the
folktales of all Akan-speaking tribes as well as those of diasporic groups in the United
States and the Caribbean.

One of the complicated aspects of Anansi tales is the differentiation between myth and
folktale. While many prominent tricksters are considered by their cultures to be gods,
Anansi rarely receives such a distinction and instead serves as an intermediary between
Nyame, Anansi’s father the sky god, and the world. Anansi’s status as a mortal culture hero
rather than a god has led to debates over the status of Anansi tales as myths, a category in
which many trickster tales are placed. Due to Anansi’s mortal status, the Anansi tales are
more frequently classified as folktales rather than myths.

Anansi’s association with the spider is complicated but is typical among trickster figures.
Within many of his tales, Anansi interacts with archetypal animals such as Lion, Tiger, Tur-
tle, and Canary. Within these tales, Anansi is represented as the archetypal Spider. However,
in other folktales, Anansi is represented as more humanoid, especially when interacting with
people. This is typical of trickster figures, including the Native American Coyote and
Iktomi, and reveals the variety of tales attributed to Anansi.

In folktales, Anansi has a number of different deeds attributed to him. He is said to have
taught the people to sow grain. He is described as sculpting man, to whom Nyame then
gave life. He married a princess, he won a singing contest, and he found a magic stone
whose name, if mentioned, would kill the speaker. All of these deeds Anansi accomplished
through trickery, his hallmark. While Anansi is successful in many of these stories, like
other trickster figures, he also falls victim to chicanery himself.

One characteristic Anansi tale is that of Anansi and the Lion and Tiger. In response to an
attempt to enslave him, Anansi was able to trick the Lion into killing the Tiger and then
drinking poisoned water, thus allowing Anansi to escape enslavement.

Anansi is among the most adapted figures in folktales. Many of his tales have been
adapted to other folktale characters. One of the best examples of this is the story of Anansi
and the Tar Baby, which in Joel Chandler Harris’s Uncle Remus collections was attributed
to Br’er Rabbit. This story, adapted into Walt Disney’s Song of the South (1946), achieved
popularity in this form.

Anansi has also appeared in a number of modern adaptations. In graphic novels, authors
have used Anansi, most prominently in issues of Spiderman and Hellblazer, both times
appearing as a god. He also appears in a number of fantasy novels including Neil Gai-
man’s books American Gods (2001) and Anansi Boys (2005), Charles De Lint’s Forests of
the Heart (2000), and China Mieville’s King Rat (1998). See also African American Tales.
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Further Reading: Gyesi-Appiah, L. Ananse Stories Retold: Some Common Traditional Tales. Portsmouth,
NH: Heinemann, 1997.

B. Grantham Aldred

Andersen, Hans Christian (1805-1875)

Hans Christian Andersen is the Danish author of 156 fairy tales and stories, ranging from
retellings of folktales, legends, and old wives’ tales in the early authorship to self-invented
literary fairy tales. In developing his corpus of fairy tales, Andersen, in his time, catered
to an emerging audience of children while modernizing Danish literature. Though today pri-
marily famous for his fairy tales, many of which have become international children’s clas-
sics, Andersen experimented with several modern literary forms and was a prolific writer in
genres such as poetry, drama, the novel, travelogue, vaudeville, and autobiography.

Written in the Romantic-realist period of Biedermeier, when the breakdown of the prestige
of genres encouraged greater diversity in writing, the fairy tales were conceived as miniature
spaces of modern literature, frequently cross-writing genres, artistic modes, and notions of
addressees. Thus the early poem “Det dgende Barn” (“The Dying Child,” 1827), one of the
first literary evocations of the child’s perspective, shows a keen awareness of the importance
of point of view, and by identifying with the dying child, creates a melodramatic emotional
effect in the adult reader. Fairy tales such as “Den lille Idas Blomster” (“Little Ida’s Flow-
ers,” 1835) and “Sneedronningen” (“The Snow Queen,” 1844) further explore and establish
the child’s perspective as a mental space of its own in literature. Upon reading the fairy tales,
Vincent van Gogh was convinced that Andersen must also be a visual artist, for his tales are
indeed interartistic forms that incorporate
visual, dramatic, and even musical and
dancelike elements, as in “Elverhgi” (“The
Hill of the Elves,” 1845), where, in the
description of the young elfins’ dance, “they
twirled and twisted. One could hardly make
out which were legs and where were arms, or
which end was up and which down.” Ander-
sen was a great admirer of the theater, and
often his tales read like miniature theatrical
pieces that cultivate a scenic, dramatic, and
dialogic style foregrounding the magic and
subtlety of language. In Andersen’s own
opinion, the first Eventyr fortalte for bgrn
(Fairy Tales Told for Children, 1835) were
inferior works but apparently also functioned
as a relief from the pressures of the emerging
vernacular literary canon, in which structure
and idealism were deemed important, as in
the Bildungsroman (novel of development).

As a reflection of the democratization of
Hans Christian Andersen. [Library of Congress] the reading audience from Russia in the East
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to America in the West, Andersen’s literary reputation was initially built on the novel. In
Danish literary history, Andersen pioneered the development of the novel as a genre discus-
sing contemporary issues for a wider readership with works such as Improvisatoren (The
Improvisatore, 1835) and Kun en spillemand (Only a Fiddler, 1837). In the 1830s, Andersen
was, in fact, one of only a handful of writers who took the novel seriously as a literary
form, and the turn from the novel to the fairy tale was partly triggered by Seren Kierke-
gaard’s devastating criticism of Only a Fiddler. In Af en endnu levendes papirer (Early Po-
lemic Writings: One Still Living, 1838), Kierkegaard argued that Andersen was better at
writing journalistic travelogues than reading the “ideas” of characters in the light of the Ger-
man philosophical outlook influential at the time, and that the narrator was unable to distin-
guish between personal and public modes of writing but included biography as so-called
amputations in the novel. Andersen took this criticism very seriously, which was one reason
he moved his literary ambitions from the grand structure of the novel to the miniature form
of the fairy tale, a genre that was considered a high-canonical form by writers such as
Novalis, though still accessible to children.

The fairy tales and stories take a special position in Andersen’s work, not only in terms of
originality but also as the genre best able to express his complex experiences of class, gen-
der, and the role of the modern writer. From the beginning the tales were intended for a non-
bifurcated audience, and in a letter to B. S. Ingemann, a contemporary poet and friend,
Andersen emphasized the dual address and oral qualities: “I seize an idea for older people—
and tell it to the young ones, while remembering that father and mother are listening and
must have something to think about.” The first volume of his fairy tales, published in 1835,
consisted of retellings of folktales that Andersen had heard as a child in Odense. Thse tales
included “Fyrtgiet” (“The Tinderbox™), “Lille Claus og store Claus” (“Little Claus and Big
Claus”), “Prindsessen paa erten” (“The Princess on the Pea”), and the self-invented tale
“Little Ida’s Flowers.” Despite Adam Oehlenschlager’s and Kierkegaard’s defense of fairy
tales as suitable reading matter for children, critics complained at the apparently amoral atti-
tude in “The Tinderbox,” whose plot is governed by chance and luck, and whose protagonist
does not go through a process of Bildung—or personal and cultural development. In addition,
critics opined that the deliberately colloquial style, reflecting Andersen’s ingenious aesthetic
of storytelling, and the theme of adultery hinted at in “Little Claus and Big Claus,” were
unsuitable for children. More tales followed, generally published as “Christmas gifts,” and in
the 1840s Andersen’s mastery of the fairy tale was generally accepted.

Although it constitutes a fantastic mode, Andersen frequently alluded to the fairy tale as a
realistic and subjective form: “Most of what I have written is a reflection of myself. Every
character is from life.” From 1842 on the subtitle “fortalte for bgrn” (“told for children”)
was omitted, and from 1852 forward the tales were interchangeably designated as “fairy
tales” and “stories.” This reflected the development from Romanticism to realism and a
keen awareness of the consequences, in terms of literary prestige, of being conflated with a
child audience; but from the beginning the stories rested on a solid foundation of reality.
There are many autobiographical elements and self-portraits discussing the schism between
life and art and other modern writing dilemmas, the experience of which was radicalized by
Andersen’s proletarian background. Thus in “Nissen hos spekhgkeren” (“The Pixy and the
Grocer,” 1853), the pixy’s attraction to true poetry is counterbalanced by an equally strong
urge to materialism. The fortune-hunting soldier in “The Tinderbox,” also intertextually
close to Oehlenshlager’s Aladdin (1857), replaces a Romantic view of art as ennobling and
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elevating by a pragmatic alliance between the parvenu soldier and the round-eyed dogs—
perhaps an image of the powerful new reading audience to whom this kind of story would
appeal. Andersen’s affairs of the heart can likewise be followed in several tales: in “Den
lille havfrue” (“The Little Mermaid,” 1837), the triangle formed by the mermaid, the
prince, and the princess traces the trajectory of modern desire, and the bittersweet
“Kjeerestefolkene” (“The Sweethearts,” 1843) describes a meeting with Riborg Voigt,
Andersen’s first love, thirteen years after the unsuccessful courtship. “Nattergalen” (“The
Nightingale,” 1843), in its contrast of the real and the artificial, is a tribute to the Swedish
soprano Jenny Lind, who rejected Andersen’s advances.

The fairy tales are filled with images of writing, often referred to as miniature forms, such
as the tinderbox, the paper cut in “Little Ida’s Flowers,” the flea circus in “Loppen og
Professoren” (“The Flea and the Professor,” 1872), or the pea in “The Princess on the Pea.”
Andersen reclassified the fairy tale as a generically hybrid, interartistic form. In terms of
literary ancestry the tales are related to the literary fairy tales of the German Romantics
Ludwig Tieck, E. T. A. Hoffmann, and Adalbert von Chamisso, but also to Walter Scott
and the elfin world in William Shakespeare’s A Midsummer Night's Dream. Parallel to
Franz Kafka’s parables, striving for a certain impenetrability to criticism, there is a marked
uncertainty in Andersen’s fairy tales, which aspire to be both autobiographical and fictional,
colloquial and literary. This opacity to criticism not only reflects an attempt to invent a style
suitable to avoid censorship but is also the result of a certain subjective intrusion or osmosis
between Andersen the man and Andersen the storyteller, as in “Dyndkongens datter” (“The
Bog-King’s Daughter,” 1858), a remarkable and deeply original work. The many storks and
swans in the tales that lend material or biographical traces of their author’s identity are rem-
iniscent of Andersen himself when he was most awkward and “birdlike.” As if modern crea-
tivity is also a question of the dislocation or shattering of selves, Andersen created a world
of animation consisting of living objects and talking animals. It is a reality in which imagi-
nation and a frequently cruel poetry animate animals, flowers, and objects to become crea-
tures that spea