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The Romantic Kunstmarchen h a s  a lways  
presented problems of c lass i f ica t ion  for li te- 
r a r y  a n d  folklore scho la r s .  I t  i s  c l e a r l y  
a  l i t e r a r y  form, because unl ike  o r a l ,  anon- 
ymous fo lk ta les ,  i t  h a s  been wri t ten  b y  a 
famous au thor .  However, at tempts to define 
a n d  d i s t ingu i sh  i t  h a v e  often l ed  to  superfi-  
c i a l  h i s to r i ca l  accounts ,  a s  i n  Erich Bleich ' s ,  
Helmut Lobeck ' s ,  a n d  Jens  Tismar ' s s tudies .  
Many of these problems i n  defini t ion a n d  
c lass i f ica t ion  have  been due to  the  l i t e r a r y  
scholar  ' s l ack  of background i n  folkloris t ics  
a s  well a s  t h e i r  na ive  assumption t h a t  the  
G r i m m  ' s Marchen a r e  Volksmarchen ( fo lk ta le s )  
a n d  hence may be used for  comparison. 

For the  purpose of c l a s s i f i ca t ion ,  a  
t h i r d  ca tegory  would be useful :  the  Buchmar- 
chen.  Max Liithi h a s  a l r e a d y  coined the  
term: 

Wilhelm Grimm's stylistic recasting was largely respon- 
sible for the creation of the literary folktale (Buch- 
marchen), and elevated folktale, so to speak that 
we may clearly distinguish from freely inventive stories 
o f  deliberate artfulness. Literary folktales have 
an important function in that they fill the gap created 
by the disappearance of the oral tradition and have 
become the living possession of both children and 
adults. ]hey cannot be considered fully representative 
of the true folktale, however (Luthi 1982 : l lO) .  

Thus Li i th i ' s  "Buchmarchen" i s  a n  i d e a l  term 
for  d iscuss ing the  G r i m m  ' s c rea t ion .  Once 
the  fo lk ta le  h a s  been edi ted  a n d  p r in ted  
a n d  purged of i t s  p a r a l i n g u a l  a n d  o r a l  fea- 
t u r e s ,  i t  i s  somewhere between two worlds. 
They a r e  not Volksmarchen, a s  they have  
been l i f t ed  out of the i r  o r a l  medium, a n d  
a r e  not Kunstmarchen, despi te  t h e i r  new 
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ideology. Like the  Kunstmarchen, however, 
the  Buchmarchen ex i s t s  i n  a wri t ten  medium 
a n d  depending on the  degree  of ed i t ing  may 
r e t a i n  more of i t s  o r a l  f e a t u r e s  such a s  a 
l ack  of secondary  d e t a i l s ,  a l e s s  cohesive 
a n d  unif ied p lo t ,  o r  s ty l i s t i c  imperfections. 

Max Liithi (1982) d iscussed the  t a l e ' s  
one-dimensionality , l ack  of dep th ,  a b s t r a c t  
s t y l e ,  a n d  plot  complexity. Can Li i th i ' s  
formalist  approach help  define the  e lus ive  
Kunstmarchen? Or must we g o  beyond formal- 
ism a n d  unders t and  the  Kunstmarchen in  
terms of postmodern methodologies a n d  rea l i ze  
t h a t  ul t imately the  Kunstmarchen engages  
the  Volksmarchen in  a n  ac t ive  d iscourse  which 
c r e a t e s  a metamarchen? To explore  these  
ques t ions ,  we wi l l  use th ree  major Kunstmar- 
chen by E . T . A .  Hoffmann a n d  Clemens Brentano 
a n d  see i f  formalism a n d  "metafict ional  
theory" can  help  our  c l a s s i f i ca to ry  a n d  defi- 
n i t iona l  problems. 

Let us  begin by comparing the  two genres  
on a formal level .  J a c k  Zipes,  us ing  formal 
ca tegor ies ,  saw the  major differences in  terms 
of expansion:  "Each one of the  romantic f a i r y  
t a l e s  i s  d i s t inc t ly  different  i n  composition, 
bu t  they a r e  the  same in  t h a t  they explode 
the  bounds of the  folktale."  (Zipes  1979:90), 
In  terms of formal levels  such a s  p lo t ,  cha r -  
ac te r i za t ion ,  themes, coherence a n d  u n i t y ,  
desc r ip t ion ,  point of view, i rony ,  s t y l e ,  
a n d  beginning a n d  ending formulae,  the  
Kunstmarchen t r anscends  many of the  t r ad i -  
t i o n a l  gener ic  f ea tu res  of the  Volksmarchen. 

The f i r s t  major aspect  worth explor ing  
is plot complexity. Max Luthi  claims t h a t  
the  s ingle-s t randed plot  (of the  Volksmarchen) 
refuses  to  d i rec t ly  p o r t r a y  any th ing  t h a t  
i s  many-layered o r  in te rpene t ra t ing .  The 
Kunstmarchen of E.T.A. Hoffmann defy  a n d  
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explode t h i s  boundary  a n d  involve many 
in te rpene t ra t ing  levels .  For example, i n  
h i s  Nutcracker and the Mouseking (see  Appen- 
d i x  ) ,  Hoffmann c rea tes  a  s t ruc tu re  involving 
a t a l e  within a t a l e  within a t a l e .  The 
s tory  of Dame Mouserink i s  embedded within 
the  P i r l i p a p p  Marchen ("The Story of the  
Hard Nut") which i s  a  p a r t  of the  outer  
f a i r y  t a l e .  But more s t r i k i n g l y ,  the  worlds 
of bourgeois ra t ional ism a n d  a n d  ch i ld l ike  
imagination a r e  often interconnected,  c rea t ing  
a de l ibe ra te  ambigui ty  r e g a r d i n g  t r u t h .  
For example,  when Godpapa Drosselmeir t e l l s  
a  t a l e  i n  which he i s  a  major c h a r a c t e r ,  
the  t a l e  opera tes  on two interconnecting lev- 
e l s .  Or when Marie f a l l s  off h e r  c h a i r  a n d  
is knocked unconscious, the  nu tc racker  
comes i n  the  form of Godpapa Drosselmeir 's  
nephew to  marry  Marie. We a r e  not c l e a r  
which world we a r e  i n .  This technique of 
de l ibe ra te  ambiguity infuses  the  magical  
in to  the  r e a l  world. Unlike the  Volksmarchen 
which often h a s  two c l e a r l y  d i s t inc t  worlds,  
Hoffmann ' s in te rpene t ra t ing  worlds c rea te  
a  degree of complexity which goes beyond 
the  s ingle-s t randed plot of the  Volksmarchen. 

In  terms of cha rac te r i za t ion ,  the  Kunstmar- 
chen a l s o  goes beyond the  simple,  stereo- 
typed ,  t r a n s p a r e n t  c h a r a c t e r s  of the  Volks- 
m3rchen. As Scholes notes,  i n  con t ras t  to 
the  Volksmarchen, l i t e r a r y  c h a r a c t e r s  h a v e  
more psychological  depth a n d  i n n e r  complexi- 
t y .  This  i s  most a p p a r e n t  i n  the  fourth 
v ig i l  of Hoffmann's The Golden Pot ( see  Ap- 
pend ix )  where the  n a r r a t o r  a n d  simple bum- 
bl ing  Anselmus exclaim: 

But  t h e  S t u d e n t  Anse lmus  now f e l t  a s  i f  h e  knew what  
i t  was t h a t  s o  moved a n d  worked w i t h i n  h i m ,  n a y ,  t h a t  
s o  t o r e  h i s  bosom i n  t h e  p a i n  o f  an i n f i n i t e  l o n g i n g .  
"What e l s e  i s  i t , "  s a i d  h e ,  " b u t  t h a t  I l o v e  you w i t h  
my whole  h e a r t  and  s o u l  and  e v e n  t o  t h e  d e a t h ,  g l o r i o u s  



g o l d e n  s n a k e ;  nay  t h a t  w i t h o u t  y o u  I c a n n o t  l i v e  a n d  

m u s t  p e r i s h  i n  h o p e l e s s  woe, u n l e s s  I f i n d  y o u  a g a i n ,  

u n l e s s  I h a v e  y o u  as  t h e  b e l o v e d  o f  my h e a r t .  B u t  

I know i t ,  y o u  s h a l l  b e  m i n e ;  a n d  t h e n  a l l  t h a t  

g l o r i o u s  d reams h a v e  p r o m i s e d  me o f  an o t h e r  h i g h e r  

w o r l d  s h a l l  b e  f u l f i l l e d "  ( ~ o f f m a n n  1 9 6 7 : 1 9 ) .  
The inner  psychological  depth  i s  qu i t e  ap-  
p a r e n t  i n  con t ras t  to the  Volksmarchen. 
While Anselmus h a s  many of the  c h a r a c t e r i s t i c s  
of the  bumbling a n d  unloved t h i r d  son,  he 
is not a member of the  a r i s toc racy  o r  f euda l  
socie ty ,  but  a member of the  bourgeoisie .  
A s  J ack  Zipes notes ,  t h i s  i s  another  major 
change  i n  the  Kunstmarchen: 

The new h e r o  ( o f  t h e  r o m a n t i c  t a l e )  is n o  l o n g e r  a  

p r i n c e  o r  p e a s a n t ,  b u t  a b o u r g e o i s  p r o t a g o n i s t ,  g e n e r a l l y  

s p e a k i n g  an a r t i s t ,  t h e  c r e a t i v e  i n d i v i d u a l ,  who h a s  

numerous  a d v e n t u r e s  a n d  e n c o u n t e r s  w i t h  t h e  s u p e r n a t u r a l  

i n  p u r s u i t  o f  a  Itnew w o r l d , "  w h e r e  h e  w i l l  b e  a b l e  

t o  d e v e l o p  a n d  e n j o y  h i s  t a l e n t s .  The q u e s t  i s  n o  

l o n g e r  f o r  w e a l t h  a n d  s o c i a l  s t a t u s  ... b u t  f o r  a  c h a n g e  

i n  s o c i a l  r e l a t i o n s .  ( Z i p e s  1 9 7 9 : 3 4 ) .  
In  s h o r t ,  cha rac te r i za t ion  i n  the  Kunstmar- 

chen moves towards  the  p o r t r a y a l  of psycho- 
logica l  depth  a s  well a s  sociological  changes .  
The Romantic Kunstmarchen a d d r e s s  a new 
audience  a n d  mirror  the  concerns of a new 
a g e .  

Coherence a n d  un i ty  a r e  a d d i t i o n a l  f ea tu res  
worth cons ider ing .  While one c a n  f ind  a 
purpose  behind every  d e t a i l  a n d  d igress ion  
i n  Hoffmann's Golden Pot a n d  Nutcracker,  
one might be hard-pressed to make the  same 
claim for a n y  o r a l  t a l e .  As p a r t s  of t a l e s  
a r e  fused ,  a s  secondary d e t a i l s  a r e  a d d e d ,  
a n d  a s  two different  t a l e s  come together ,  
coherence a n d  un i ty  a r e  often los t .  One 
major example which comes to mind i s  a 
Portuguese version of Cindere l la ,  "Hearth- 
Cat" (Thompson 1968: 173-6). The Cindere l la  



motifs a r e  combined with the  ones from the  
"Frau Holle" s to ry ,  c r e a t i n g  a n a t u r a l  blend 
of two types--but a l s o  des t roying the  s t o r y ' s  
coherence. The combination of motifs,  
( though sometimes de l ibe ra te )  i s  often qui te  
random. ( Folklore audiences  may,  however, 
r eac t  posi t ively to long a n d  colorful  digres-  
s ions . )  In c o n t r a s t ,  the  inner  t a l e  in  Nut- 
cracker i s  int imately t ied  to  Hoffman's mes- 
s a g e  concerning the  magical  q u a l i t i e s  pre- 
sent  in  the  imagination of the ch i ld  l iv ing  
i n  the  o r d i n a r y  world. Thus the  more n a t u r a l  
incoherence of o r a l  t ransmission con t ras t s  
with the  more de l ibe ra te  coherence of the  
purposeful ly  shaped  Kunstmarchen. 

Description a n d  d e t a i l  fu r the r  d i f ferent ia te  
fo lk ta les  from l i t e r a r y  t a l e s .  'The o r a l  ver- 
sion may f a i l  to e l abora te  on secondary  de- 
t a i l s  due to diffusion,  while the  wr i t ten  
version wi l l  be polished a n d  v iv id .  The 
Portuguese version of Cindere l la  provides 
another  c l e a r  example.  In  "Hearth-Cat," 
the  ev i l  stepmother f i r s t  sends  out  Hearth- 
Cat ". . .one d a y . .  . to  g r a s s  a  cow, a n d  g a v e  
her  a  load which she  des i red  he r  to b r i n g  
back whole, a n d  a n  ea r then  pot with wa te r ,  
out of which she  expected he r  to d r i n k ,  a n d  
yet was to b r i n g  back ful l"  (Thompson 1968: 
174).  The t e l l e r ,  however, f a i l s  to complete 
the  descr ip t ion .  While occas ional  loose ends  
may be found i n  l i t e r a r y  t a l e s ,  the  ed i t ing  
process wil l  u sua l ly  not allow them. In  
f a c t ,  the  G r i m m  brothers  were e spec ia l ly  
famous for f i l l ing  i n  secondary  de ta i l  and  
e labora t ing  descr ip t ions  (David 1964: 180-96). 

Some c r i t i c s  consider  the  ending of Kunst- 
marchen p a r t i c u l a r l y  unique .  Bruno Bettle- 
heim notes t h a t ,  "a t  the  e n d ,  the  f a i r y  t a l e  
dismisses us with a posi t ive outlook on l i fe ,  
based on the  conviction t h a t  e v i l  wi l l  be 
pun i shed ,  a n d  the  good will  be rewarded.  



The invented  f a i r y  t a l e ,  the  Kunstmarchen 
by c o n t r a s t ,  often ends  with the  undoing 
of the  ch i ld  hero ,  a s  c a n  be t y p i c a l l y  seen 
i n  Hans Chr i s t i an  Andersen ' s 'The Matchgir l  ' " 
(Bettleheim 1981 : 19).  Marianne Thalmann 
seems to a g r e e ,  noting t h a t  "the t r a d i t i o n a l  
h a p p y  end ing  of the  folk f a i r y  tale--the 
r eward  of v i r t u e  a n d  punishment of evil-- 
was missing" from the  Kunstmarchen (1963: 
v i -v i i )  . However, both c r i t i c s  must be th ink-  
ing  of T i e c k ' s  Kunstmarchen. Both Brentano 
a n d  Hoffmann r e t a i n  the  t r a d i t i o n a l  h a p p y  
end ing  a l though a t  times i t  may a p p e a r  
ambiguous.  In The Golden Pot,  for example ,  
Anselmus wil l  elope with Serpent ina  to the  
magica l  g a r d e n  of At lant i s ,  bu t  the  n a r r a t o r  
i s  le f t  behind contemplat ing t h e i r  b l i s s .  
I n  Nutcracker,  Marie may elope with Drossel- 
m e i r ' s  nephew, but  we a r e  unsure  i f  t h i s  
is he r  delusion from f a l l i n g  off a  c h a i r  o r  
he r  wish-fulfillment . 

In  most of Bren tano ' s  t a l e s ,  the  end ings  
a r e  happy .  For example,  in  Gockel a n d  
Hinkel ( s e e  Appendix) ,  a l l  the  c h a r a c t e r s  
change  themselves in to  ch i ld ren  in  o rde r  
to  t e l l  Marchen. The ending v a r i e s  with 
with a u t h o r ,  making i t  d i f f icul t  to  define 
the  Kunstmarchen in  terms of i t s  formal 
c h a r a c t e r i s t i c s .  The Volksmarchen may a l s o  
v a r y .  One fo lk ta le  from J a p a n  (Seki  1963:59- 
65) ends  with the  hero f a i l i n g  h i s  t a s k s  
a n d  caus ing  a g r e a t  flood which l e a d s  to 
the  crea t ion  of the  Milky Way. Nevertheless,  
the  overa l l  assumption t h a t  the  Kunstmarchen 
wi l l  not end h a p p i l y ,  unl ike  the  Volksmar- 
chen ,  i s  a t  l e a s t  p a r t i a l l y  accura te .  

I rony a l s o  d i f fe ren t i a t e s  o r a l  from wri t ten  
l i t e r a t u r e  . In  o r a l  n a r r a t i v e ,  a s  Robert 
Scholes notes,  there  i s  no i ronic  d i s t ance  
between the  au thor  a n d  the  t e l l e r  of a  t r a d i -  
t iona l  s to ry .  The audience  s h a r e s  the 



n a r r a t o r ' s  knowledge a n d  va lues  a n d  adopts  
the  n a r r a t o r ' s  god-like view, while the  use 
of wr i t ing  permits the  i n d i v i d u a l  a r t i s t  to  
a d d  the  pe r sona ,  thereby c r e a t i n g  a difference 
between the  f ic t ional  n a r r a t o r  a n d  the  au thor  
(Scholes 1977:53). While Scholes 's  observat ion  
i s  genera l ly  t r u e ,  i rony c a n  be a p a r t  of 
o r a l  n a r r a t i v e  a s  Gustave Hennigsen a n d  
Richard K .  Lunt have  noted i n  t h e i r  studies 
of t a l l  t a l e s  (Hennigson 1965: 180-219; Lunt 
1968:3-53). As we s h a l l  d i scuss  l a t e r ,  i rony 
i s  a  major f ea tu re  of the  Kunstmarchen-- 
e spec ia l ly  in  E .  T .  A .  Hoffmann's t a l e s .  

Formal l i t e r a r y  ca tegor ies  may provide 
a means of d i f ferent ia t ing  the  Volksmarchen 
from the  Kunstmarchen. However, the re  i s  
a n  inherent  b i a s  here  since we a r e  judging 
o r a l  l i t e r a t u r e  us ing formal ca tegor ies  from 
writ ten l i t e r a t u r e .  The differences i n  the  
media often prevent  a  f a i r  comparison;  ul t i -  
mately,  wri t ten a n d  o r a l  ca tegor ies  have  
more i n  common t h a n  previous ly  suspected .  

Hoffmann ' s  a n d  Brentano'  s  Tales :Metamarchen? 
Since formalism does not wholly define 

the  Kunstmarchen a n d  s ince  there  a r e  many 
types  of Romantic Kunstmarchen, we must 
ins t ead  d iscuss  the  qua l i t i e s  of the  Kunst- 
marchen d i sp layed  by each p a r t i c u l a r  au thor .  
For Brentano a n d  Hoffmann, the  Kunstmarchen 
c a n  be d i s t ingu i shed  from the  Volksmarchen 
i n  terms of i t s  foregrounding of l a n g u a g e ,  
use of parody a n d  romantic i rony .  As 
Michaelis-Jena h a s  noted,  "the Romantic poets ,  
especia l ly  Brentano, d id  not c a r e  for the  
'unimproved s tor ies  ' a n d  ca l l ed  them boring 
a n d  slovenly.  Even Arnim thought  t h a t  there  
was too much erudi t ion  a n d  t h a t  i t  would 
have  been bet ter  to have  nei ther  preface  
nor appendix"  (Michaelis-Jena 1970: 53) .  
Bren tano ' s  cr i t icism a n d  d i s l ike  of Volks- 
marchen i s  thus  inherent  in  h i s  parodic  form. 



The Kunstmarchen t h u s  engages  the  Volks- 
marchen i n  a n  ac t ive  d ia logue ,  us ing  a meta- 
folkloric  form of commentary, a n d  the  r e a d e r  
i s  forced to  quest ion the  genre  t h a t  he pre- 
v ious ly  accepted.  

While the  fo lk ta le  is cha rac te r i zed  b y  
i t s  t r a n s p a r e n c y  a n d  s impl ic i ty ,  the  Kunst- 
marchen may foreground the  v e r y  l a n g u a g e  
t h a t  c rea tes  i t .  For example,  Brentano 's  
p lay fu l  manipulat ion of h i s  c h a r a c t e r  ' s names 
c a l l s  a t tent ion  to the  a r t i f i ce .  In one of 
h i s  t a l e s ,  Klopfstock's f ive  sons a r e  ca l l ed  
Gr ipsgraps ,  P i t schpa t sch ,  P i f fpaff ,  P inkepank 
a n d  T r i l l t r a l l .  In  Gockel, Hinkel and 
Gackelia we h a v e  E i f rassus  the  egg-eat ing 
k ing  a n d  the  th ree  Jews,  Halsab ( c u t  t h r o a t ) ,  
Kropfauf (open maw) a n d  Steinkauf ( b u y  
s t o n e ) .  The l a t t e r  three  a p p e a r  when Gockel 
r ec i t e s  Alekt ryo 's  famous a n c e s t r a l  poem 
a n d  prophecy : 

D e r  G o c k e l  Hahn The r o o s t e r  G o c k e l  h i m s e l f  

B r i n g t  G l u c k e  s e l b s t  S p a r e s  t h e  h e n  ( f r o m )  

Urn U n d a n k ,  I n g r a t i t u d e  ( a n d  f r o m )  

H a l s  ab,  C u t  t h r o a t ,  

K r o p f  a u f ,  Open maw, 

S t e i n  k a u f ,  B u y  s t o n e ,  ( a n d  h e )  

B r o t  gab.  Gave b r e a d .  

( B r e n t a n o  1 9 7 7 : 2 7 )  

Throughout Bren tano ' s  Marchen we f ind  
c h a r a c t e r s  whose names ident i fy  t h e i r  ac t ions .  
While t h i s  may a l s o  be t r u e  i n  the  Volks- 
marchen,  a s  in  the  case  of Aschenputtel ,  
t h e  degree to which Brentano c r e a t e s  names 
often goes beyond the Volksmarchen. Rabbi 
Suss Oppenheimer Mayer Lob Rothschild 
Schnapper Robert, def ies  any th ing  we might 
encounter  i n  the  Volkmarchen t h u s  foreground- 
ing  a n d  p layfu l ly  manipula t ing  the  l a n g u a g e .  
As Marianne Thalmann notes,  "the wealth 
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of d e t a i l s  t h a t  pours forth ( i n  Brentano 's  
works)  a t t e s t s  not only to Bren tano ' s  in- 
s a t i a b l e  vocabu la ry  but  a l s o  to  h i s  de l ight  
i n  c rea t ing  images" (Thalmann 1963:76). 

The number of functions in  Gockel and 
Hinkel goes well beyond any th ing  t h a t  Propp 
could imagine.  The plot ,  based  on B a s i l e ' s  
s to r i e s ,  "The Cock 's  Stone" (4-1) a n d  "The 
Large  Crab-Louse, the  Mouse, a n d  the  Cr icket ,  " 
(3-5) i s  f i l led  with so many motifs, combined 
i n  such a n  a r t f u l  manner ,  t h a t  they go well 
beyond the  l i n e a r  plot of the  Volksmarchen. 
This a c t s  a s  a  commentary on the  "boring 
a n d  slovenly" Ruchmarchen of the  Grimms 
a n d  ideological ly at tempts to  dec la re  the  
supremacy of a r t i s t i c  genius .  

But how different  a r e  o r a l  reworkings 
from wri t ten  reworkings i f  the  end product  
i s  some a r t i s t i c  v a r i a t i o n ?  The difference 
pe rhaps  l i e s  i n  the  media used.  With Bren- 
t a n 0  there  i s  more of a  de l ibe ra te  r e s h a p i n g ;  
a n d  ye t ,  fo lk lor is t s  c a n  f ind  examples of 
ve ry  de l ibe ra te  a r t i s t i c  embellishment i n  
Volksmarchen. 

I rony a l s o  d i f ferent ia tes  the  Volksmarchen 
from the  Kunstmarchen: 

We f i n d  i n  t h e  Marchen  a f o r m  o f  R o m a n t i c  I r o n y  i n  

w h i c h  t h e  c r e a t i v e  m i n d  and  t h e  c r e a t i v e  a c t  a p p e a r  

i n  t h e  work  o f  a r t  as o b j e c t s  o f  r e p r e s e n t a t i o n .  

One w o u l d  h a r d l y  e x p e c t  t o  e n c o u n t e r  s u c h  a r t i s t i c  

n a r c i s s i s m  i n  t h e  V o l k s m a r c h e n .  I t  u s u a l l y  does  n o t  

a p p e a r  a s  d i r e c t l y  i n  o t h e r  K u n s t m a r c h e n  o f  t h e  p e r i o d ,  

b u t  some f o r m  o f  a r t i s t i c  p r e o c c u p a t i o n  i s  n o r m a l l y  

v i s i b l e  i n  t h e s e  Marchen  and  c o n s t i t u t e s  p a r t  o f  t h e  

a c t i o n  ( F r y e  1 9 8 1 :  1 3 7 ) .  
Romantic i rony may be found p a r t i c u l a r l y  
i n  E . T . A .  Hoffmann's t a l e s .  For example,  
a t  the  end of The Golden Pot, t he  n a r r a t o r  
in t rudes  a n d  s a y s :  

now d e e p l y  d i d  I f e e l ,  i n  t h e  c e n t e r  o f  my s p i r i t ,  

t h e  b l e s s e d n e s s  o f  t h e  S t u d e n t  Anse lmus ,  who now, 

i n d i s s o l u b l y  u n i t e d  w i t h  h i s  g e n t l e  S e r p e n t i n a ,  h a s  
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w i t h d r a w n  t o  t h e  m y s t e r i o u s  l a n d  o f  w o n d e r s ,  r e c o g n i z e d  
b y  h i m  as t h e  home t o w a r d s  w h i c h  h i s  bosom, f i l l e d  w i t h  
s t r a n g e  f o r c a s t i n g s ,  h a d  a l w a y s  l o n g e d .  B u t  i n  v a i n  
was a l l  my s t r i v i n g  t o  s e t  b e f o r e  y o u ,  f a v o r a b l e  r e a d e r ,  
t h o s e  g l o r i e s  w i t h  w h i c h  Anse lmus  i s  encompassed ,  
o r  e v e n  i n  t h e  f a i n t e s t  d e g r e e  t o  shadow them t o  y o u  
i n  w o r d s  ... I f e e l  m y s e l f  e n t h r a l l e d  a m i d  t h e  p a l t r i n e s s  
o f  e v e r y d a y  l i f e ;  I s i c k e n e d  i n  t o r m e n t i n g  d i s s a t i s f a c -  
t i o n ;  I g l i d e d  a b o u t  l i k e  a  d r e a m e r ,  i n  b r i e f ,  I f e l l  
i n t o  t h a t  c o n d i t i o n  o f  t h e  S t u d e n t  A n s e l m u s ,  w h i c h ,  
i n  t h e  F o u r t h  V i g i l ,  I e n d e a v o r e d  t o  s e t  b e f o r e  y o u  
( H o f f m a n n  1 9 6 7 : 6 5 - 6 ) .  
The ultimate i rony comes i n  Vigil Twelve 

when the n a r r a t o r  receives a l e t t e r  from 
one of h i s  c h a r a c t e r s ,  Lindhorst ( t h e  fa the r  
of Serpent ina)  , who cr i t ic izes  the  n a r r a t o r  
for exposing h i s  secret  iden t i ty  a s  a  sa la -  
mander.  Hoffmann ' s  Marchen abound with 
s imi la r  examples a n d  they suggest  the  a r t i s t ' s  
p layfu l  manipula t ion,  d i s t ance  from h i s  work, 
a n d  ult imately h i s  ambivalent  feel ings towards  
i t .  

One technique,  however, r ec rea tes  the  
folktale performance s i tua t ion .  Hoffmann 
often addresses  the r e a d e r ,  a s  i n  The Golden 
Pot : 

G r a c i o u s  r e a d e r ,  may I v e n t u r e  t o  a s k  y o u  a  q u e s t i o n ?  
Have  y o u  e v e r  h a d  h o u r s ,  p e r h a p s  e v e n  d a y s  o r  weeks 
i n  w h i c h  a l l  y o u r  c u s t o m a r y  a c t i v i t i e s  d i d  n o t h i n g  
b u t  c a u s e  y o u  v e x a t i o n  a n d  d i s s a t i s f a c t i o n ;  when e v e r y -  

t h i n g  t h a t  y o u  u s u a l l y  c o n s i d e r  w o r t h y  and  i m p o r t a n t  
seemed t r i v i a l  a n d  w o r t h l e s s ?  I f ,  f a v o r a b l e  r e a d e r ,  
y o u  h a v e  e v e r  b e e n  i n  s u c h  a  mood, y o u  know t h e  s t a t e  
i n t o  w h i c h  t h e  S t u d e n t  Anse lmus  h a d  f a l l e n  ( H o f f m a n n  
1967 :  1 7 ) .  

The di rec t  a d d r e s s  to the  audience  not only 
wakens the  reader  but  a l so  recreates  
the  importance of the audience i n  the  story- 
t e l l ing  process. I t  reminds the  r e a d e r  of 
h i s  power of imagination a n d  h i s  role i n  
the  performance process.  As such ,  Hoffmann 



a l so  at tempts to  r e t u r n  the  s toryte l l ing  process 
back to i t s  o r i g i n a l  s t a t u s  by  acknowledging 
the  audience .  

F ina l ly ,  pa rody  i s  a major aspect  of the  
metafolkloric process.  Both Hoffmann a n d  
Brentano use t h i s  technique to  d i s t ingu i sh  
themselves from the i r  predecessors a n d  pe rhaps  
a l s o  to poke fun a t  the  Volksmarchen. Bren- 
t an0  parodies  such conventions a s  the  law 
of th rees  in  Volksmiirchen, a s  Thalmann notes: 

G o c k e l ,  H i r k e l  a n d  G a c k e l i a  s t a n d  o p p o s i t e  t o  E i f r a s s u s ,  

E i g h e l i a  a n d  K r o n o r u s .  The a c t i o n  goes  b a c k  b e t w e e n  

Hanau, G e l n h a u s e n  a n d  Hennegau.  T h r e e  Jews t r y  t o  

g a i n  p o s s e s s i o n  o f  t h e  m a g i c  r i n g .  T h r e e  t i m e s  G o c k e l  

a n d  H i n k e l  mee t  i n  t h e  a n c e s t r a l  h u t  ( T h a l m a n n  1 9 6 3 : 8 2 ) .  

Parody i s  a l so  conveyed through the  work 
within a work. In Hoffmann ' s Nutcracker, 
"The Story of the  Hard Nut" i s  f i l led  with 
parodic  commentary. For example,  when 
the  magic nut  which wil l  cu re  the  pr incess  
i s  found a f t e r  fifteen y e a r s ,  the  word 
"Crackatook" i s  engraved  on the  she l l  i n  
Chinese l e t t e r s  to ve r i fy  t h a t  i t  is the  much 
sought-after  n u t .  Another such example 
i s  the  cu re  for the  p r incess :  

Now t h i s  n u t  C r a c k a t o o k  h a d  a  s h e l l  s o  h a r d  t h a t  y o u  

m i g h t  h a v e  f i r e d  a  f o r t y - e i g h t  p o u n d e r  a t  i t  w i t h o u t  

p r o d u c i n g  t h e  s l i g h t e s t  e f f e c t  o n  i t .  M o r e o v e r ,  i t  

was e s s e n t i a l  t h a t  t h i s  n u t  s h o u l d  b e  c r a c k e d ,  i n  

t h e  p r i n c e s s ' s  p r e s e n c e ,  b y  t h e  t e e t h  o f  a  man whose 

b e a r d  h a d  n e v e r  known a  r a z o r ,  a n d  who h a d  n e v e r  h a d  

on b o o t s .  T h i s  man h a d  t o  h a n d  t h e  k e r n e l  t o  h e r  

w i t h  h i s  e y e s  c l o s e d ,  a n d  h e  m i g h t  n o t  o p e n  t h e m  t i l l  

h e  h a d  made s e v e n  s t e p s  b a c k w a r d s  w i t h o u t  a  s t u m b l e  

( H o f f m a n n  1 9 6 7 :  1 5 6 ) .  

This out rageous  formula goes well beyond 
the  Volksmarchen. The ul t imate pa rody  comes 
when Godpapa Drosselmeir ' s  nephew t r i p s  
over  Dame Mouserink on the  seventh step- 
a n  obvious p l a y  on the  lucky number seven.  
Clear ly  the  r u l e s  of the  Marchen a r e  reversed  



through Ijoffmann ' s t a l e  within a t a l e  com- 
menting on the  n a t u r e  of the  outer  form. 
No c r i t i c  could deny the  degree  of a r t i s t i c  
f abu la t ion  nor the  self-conscious pa rod ic  
p l a y  with the  conventions of the  Volksmarchen. 
As such Hoffmann engages  in  a  d ia logue 
with h i s  folkloris t ic  contemporaries,  a s s e r t i n g  
h i s  supremacy.  

Linda Hutcheon ' s discuss ion of metafiction 
c a n  be t r a n s f e r r e d  onto the  Kunstmarchen, 
a  k i n d  of metamarchen: 

In self-conscious parodic literature, the reader-char- 
acter identification circuit is often broken. It 
i s  sacrificed in order to engage the reader in an 
active dialogue with the generic models o f  his time ... 
By reminding the reader o f  the book's identity as 
artifice, the text parodies his expectations, his 
desire for verisimilitude, and forces him to an aware- 
ness o f  his own role in creating t h e  universe of fiction 
(Hutcheon 1980:93). 
Since the  fclk audience  i s  missing the  

pa rod ic  elements engage the  r e a d e r  i n  a n  
ac t ive  d ia logue with the  gener ic  models a n d  
remind him of h i s  role i n  c r e a t i n g  the  uni- 
verse .  As such the  wri t ten text  i s  p a r t i a l l y  
broken down a n d  the  performer-audience 
process i s  p a r t i a l l y  r e su r rec ted .  

Conclusion 
I n  summary we h a v e  noted t h a t :  

1. Three terms a r e  necessary  for c l a s s i fy ing  
the  t a l e  : fo lk ta le  (Volksmarchen) , l i t e r a r y  
t a l e  (Buchmarchen) a n d  a r t  t a l e  (Kunst- 
marchen j . 

2.  Kunstmarchen a n d  Volksmarchen c a n  be  
d i f ferent ia ted  in  terms of formal f ea tu res .  
However, t h i s  inev i t ab ly  involves a l i t e r a r y  
b i a s .  

3. Kunstmarchen ul t imately have  to  be defined 
b y  t h e i r  i n d i v i d u a l  au thors .  Brentano 
a n d  Hoffmann engage in  metafolkloric 
commentary on the  Volksmarchen through 
l a n g u a g e  p l a y ,  Romantic i rony a n d  pa rody .  



Perhaps  Tismar a n d  o ther  Kunstmarchen 
h i s to r i ans  were correc t .  Ultimately i t  is 
too d i f f icul t  to reduce widely v a r y i n g  types  
of Kunstmarchen down to  a n y  one descr ip t ive  
ca tegory .  While formalist ic  ca tegor ies  may 
be useful  for d i f ferent ia t ion ,  they often in- 
volve l i t e r a r y  b iases .  Moreover, the  differen- 
ces in  the  two media should be a warning 
to  l i t e r a r y  scho la r s ,  who should  not attempt 
to  force o r a l  genres  in to  Procrus tean l i t e r a r y  
beds .  And ye t ,  the  two forms s h a r e  more 
s imi la r i t i e s  t h a n  formerly acknowledged. 
Pe rhaps  the  major d i f ferences  a r e  sociological 
a n d  the  Kunstmarchen i s  just a  cont inuat ion  
of the  Volksmarchen? Ultimately however 
gener ic  s t u d y  becomes too reduct ionis t ic  a n d  
hence i t  i s  p robab ly  sa fe r  to  pursue  a n  
a u t e u r i s t  approach when dea l ing  with l i t e r a r y  
au thors .  The best solution may be  to t a k e  
the  value-judgements a n d  pre judices  out of 
scho la r sh ip .  The Marchen, whether  Volks, 
Buch, o r  Kunst,  fu l f i l l s  a n  i n n a t e  human 
need for both au thor  a n d  audience--which 
i s  worthy of explora t ion  on whatever level .  



APPENDIX 

Summaries o f  Kunstmarchen C i t e d  

E.T.A. Hof fmann,  Der  Goldne Topf (The Golden p o t )  

The Golden Pot  f i r s t  a p p e a r e d  i n  a  c o l l e c t i o n  o f  f a n t a s y  

p i e c e s  i n  1814. I t  i s  a  m a n y - l e v e l e d  s t o r y  t h a t  d e a l s  

w i t h  a  b u m b l i n g  s t u d e n t  named Anse lmus ,  who f a l l s  i n  l o v e  

w i t h  a  g o l d e n  s n a k e ;  t h e  t w o  a r e  e v e n t u a l l y  wedded a n d  

r e t u r n  t o  man 's  p r i m a r y  p a r a d i s e  i n  t h e  g a r d e n  o f  A t l a n t i s .  

Two w o r l d s  a r e  p o r t r a y e d  i n  t h e  s t o r y :  t h e  m i d d l e - c l a s s  

w o r l d  o f  D r e s d e n  and  t h e  g a r d e n  p a r a d i s e  o f  A t l a n t i s .  

A n s e l m u s  i s  a  c o p y i s t  o f  O r i e n t a l  m a n u s c r i p t s  a n d  t h r o u g h  

h i s  l o v e  f o r  S e r p e n t i n a  t h e  s n a k e ,  h e  i s  a b l e  t o  e n t e r  

t h e  m a g i c a l  g a r d e n .  H i s  v i s i o n s ,  h o w e v e r ,  a r e  i n t e r p r e t e d  

a s  madness b y  t h e  b o u r g e o i s i e  a n d  H o f f m a n n  t e n d s  t o  d e l i b -  

e r a t e l y  a l l o w  f o r  t w o  m a j o r  i n t e r p r e t a t i o n s :  a  s u p e r n a t u r a l  

a n d  a  p s y c h o l o g i c a l  one .  The M a r c h e n  w o r l d  o f  w i t c h e s  

a n d  e a r t h  s p i r i t s  i s  t r a n s c e n d e d  i n  t h e  f i n a l  c h a p t e r  

w h e r e  t h e  p e r s o n a  o f  t h e  a u t h o r  r e c e i v e s  a  l e t t e r  f r o m  

h i s  c h a r a c t e r ,  who c o m p l a i n s  a b o u t  h a v i n g  h i s  s e c r e t  i d e n t i t y  

e x p o s e d .  T h i s  t h u m b n a i l  s k e t c h  c a n n o t  do j u s t i c e  t o  a  

r i c h  a n d  c o m p l e x  t a l e  t h a t  h a s  a l l  t h e  t r a p p i n g s  o f  a  

r e f l e x i v e ,  m o d e r n i s t  n o v e l  and  y e t  s u b t l y  u s e s  a l l  t h e  

m a g i c a l  and  a r c h e t y p a l  f o l k  m o t i f s  and  c h a r a c t e r s  o f  t h e  

M a r c h e n .  

E .  T . A .  Ho f fmann ,  Nussknacker und d e r  Mausekonig ( N u t c r a c k e r  

and t h e  Mouse K i n g )  

Those r e a d e r s  f a m i l i a r  w i t h  t h e  b a l l e t  w i l l  b e  c h a r m e d  

t o  d i s c o v e r  how r i c h  t h e  o r i g i n a l  t a l e  i s .  W r i t t e n  i n  

1816 a s  a  C h r i s t m a s  g i f t  f o r  h i s  g o d c h i l d r e n ,  N u t c r a c k e r  

t e l l s  t h e  s t o r y  o f  M a r i e ' s  C h r i s t m a s  g i f t  w h i c h  comes 

t o  l i f e .  The s t o r y ,  w i t h  i t s  C h i n e s e - b o x - l i k e  s t r u c t u r e ,  

i s  a  r o m a n t i c  s t a t e m e n t  o n  t h e  a r t i s t  and  h i s  i m a g i n a t i o n .  

M o r e o v e r  t h e  p a r o d i c  Marchen  o f  P i r l i p a p p ,  embedded w i t h i n  

t h e  m a i n  s t o r y ,  e n g a g e s  t h e  more  s i m p l e  f o l k t a l e  i n  a  

d i a l o g u e  i n  o r d e r  t o  d e c l a r e  t h e  s u p r e m a c y  o f  h i g h  a r t .  

L i k e  m o s t  o f  H o f f m a n n ' s  w o r k s ,  t h e  p l o t  d e f i e s  a  l i n e a r  

d e s c r i p t i o n .  I t  i n v o l v e s  t h e  N u t c r a c k e r ' s  b a t t l e  w i t h  

t h e  K i n g  o f  t h e  M i c e  and  h i s  q u e s t  t o  r e g a i n  h i s  "human' '  

s t a t u s .  As t h e  t a l e  w i t h i n  t h e  t a l e  t e l l s  u s ,  t h e  N u t c r a c k e r  
2 8 



was b e w i t c h e d  when he f r e e d  P r i n c e s s  P i r l i p a p p  f r o m  an 

e v i l  s p e l l  a n d  d e s t r o y e d  t h e  K i n g ' s  m o t h e r .  I n  h e r  v i s i o n s ,  

M a r i e  i s  a b l e  t o  p e r c e i v e  t h e  N u t c r a c k e r ' s  s t r u g g l e ,  and  

h e l p s  h i m  t o  d e f e a t  t h e  m i c e .  W h i l e  h e r  p a r e n t s  t h i n k  

t h a t  she  i s  m a k i n g  up s t o r i e s ,  M a r i e  h a s  s o l i d  e v i d e n c e  

f r o m  t h e  b a t t l e  t h a t  s u g g e s t s  t h a t  wha t  she  saw was r e a l .  

As i n  many H o f f m a n n  s t o r i e s ,  t h e  r i g i d ,  l i m i t e d  v i s i o n  

o f  t h e  a d u l t  w o r l d  i s  c o n t r a s t e d  w i t h  t h e  i m a g i n a t i v e  

c h a r a c t e r  o f  t h e  c h i l d .  H o f f m a n n f s  a m b i g u o u s  s t a n c e  s u g g e s t s  

h i s  own f a s c i n a t i o n  w i t h  t h e  a r t i s t ' s  c r e a t i v e  p o w e r s ,  

w h i c h  a r e  l i k e n e d  t c  t h e  madness o f  a  c h i l d  " m a k i n g  up"  

s t o r i e s .  A s u p e r n a t u r a l  e l e m e n t  i s  a l s o  p r e s e n t  i n  t h e  

f i g u r e  o f  Godpapa D r o s s e l m e i r ,  an e c c e n t r i c  c l o c k m a k e r  

who f e e d s  t h e  c h i l d r e n  t h e  raw m a t e r i a l  f o r  t h e i r  f a n t a s i e s .  

C lemens  B r e n t a n o ,  Gockel and Hinkel 
W r i t t e n  i n  1815-6,  t h i s  d e l i g h t f u l  K u n s t m a r c h e n  i s  

a  more  a r t i s t i c  r e n d e r i n g  o f  t h e  Grimm t a l e  #104a  ( " T h e  

F a i t h f u l  ~ n i m a l s " )  a n d  t h e  P e n t a m e r o n e  t a l e ,  "The C o c k ' s  

S t o n e . "  I t  t e l l s  t h e  t a l e  o f  G o c k e l ,  a  f o r m e r  a s s i s t a n t  

t o  t h e  K i n g  who i s  b a n i s h e d  f r o m  t h e  t o w n  o f  G e l n h a u s e n .  

He r e t u r n s  t o  h i s  a n c e s t r a l  home a n d  becomes a  c h i c k e n  

f a r m e r  u n t i l  he d i s c o v e r s  K i n g  S o l o m o n ' s  r i n g  i n  h i s  p e t  

r o o s t e r ,  A l e k t r y o .  He a n d  h i s  w i f e  t h e n  w i s h  f c r  a  huge  

c a s t l e  b a c k  i n  G e l n h a u s e n  a n d  t h e  w h o l e  f a m i l y  i s  t r a n s f o r m e d  

i n t o  a r i s t o c r a t i c  f r i e n d s  o f  t h e  K i n g .  A l l  goes  w e l l  

u n t i l  t h r e e  w i c k e d  men s t e a l  t h e  r i n g  a n d  G o c k e l  a n d  h i s  

w i f e  H i n k e l  a r e  t r a n s f o r m e d  b a c k  i n t o  p e a s a n t s .  However ,  

w i t h  t h e  a i d  o f  t w o  m i c e  t h a t  G o c k e l  h a d  p r e v i o u s l y  h e l p e d ,  

he r e c o v e r s  t h e  r i n g  and t r a n s f o r m s  h i s  a n c e s t r a l  c a s t l e  

i n t o  an a r i s t o c r a t i c  c h i c k e n  r a n c h .  The s t o r y  e n d s  i n  

a  s e l f - b e g e t t i n g  manner  w i t h  t h e  w i s h  t h a t  t h e y  c o u l d  

a l l  become c h i l d r e n  a g a i n  a n d  l i s t e n  t o  t h e i r  s t o r y  t o l d  

b y  t h e i r  r e s u r r e c t e d  A l e k t r y o .  

B r e n t a n o  e x p a n d e d  t h e  P e n t a m e r o n e  t a l e  f r o m  f i v e  t o  

e i g h t y - o n e  p a g e s  t h r o u g h  v i v i d  c h a r a c t e r i z a t i o n ,  d e s c r i p t i o n  

and  p l o t  c o m p l e x i t y .  M o r e o v e r ,  t h e  t a l e  i s  f i l l e d  w i t h  

n u m e r o u s  p u n s  i n v o l v i n g  c h i c k e n s  a n d  l i k e  m o s t  K u n s t m a r c h e n ,  

i t  s e l f - c o n s c i o u s l y  l o o k s  a t  t h e  p l i g h t  o f  t h e  a r t i s t  

and  h i s  c r e a t i o n .  
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