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Abstract

This thesis examines the effects of the various degrees
of narrative intrusion within the genre of children’s
fantasy literature addressing the theme of separation. The
primary texts include the Grimm Brother’s folk tale, "Hansel
and Gretel," Maurice Sendak’s picture books Where the Wild
Things Are, Outside Over There and Dear Mili, and finally
ends with J. M. Barrie’s novel Peter Pan. In examining
these texts there emerge three distinct levels or types of
narrative. The first type of narrative is zero degree where
little narrator intrusion enters the text. The author does
not exist as a persona; thus readers may freely work out
solutions for separation anxiety within the space of
fantasy. 1In the second type of narrative, adult narration
becomes more intrusive. There seems to be a socializing
intent on the part of the narrator to control the reader’s
interpretation of the text by using culturally encoded sets
of moral or psychological symbols. Where illustrations
enter the text, they may shade the meaning of the text to
emphasize and de-emphasize portions of the story in ways not
necessarily intended by the author. Illustrations thus
reveal anxieties over separation that the illustrator
himself seems to have experienced. The third type of
narrative reveals the highest degree of intrusion. The

author/narrator becomes another figure in the struggle over



separation as he gains control of the mother figure and the
story itself. The resolution of separation anxiety is
obscured and indefinite.

The first chapter of this discussion compares the Grimm
Brother’s manuscript version of the tale "Hansel and Gretel"
to the fifth revision of the same tale, and discusses the
subtle effects of narrator intrusion as it moves away from
"degree zero." The second chapter expands on this idea by
exposing the subtle effects illustrations have on texts with
zero degree intrusion and those with much intrusion. It
explores Maurice Sendak’s Where the Wild Things Are and
Outside Over There, and Wilhelm Grimm’s tale Dear Mili also
illustrated by Maurice Sendak. The final chapter deals with
the self-conscious narrator in J. M. Barrie’s Peter Pan.
Throughout these texts, as narrétor intrusion increases,
adult anxiety over separation becomes manifested in the
narrative structure. Characters’ actions may show the
return to mother, but the adult author, through various
embodiements of his intrusive narrator, may tell the reader
that separation may not really be resolved. Thus the belief
of the possibility of escape through fantasy is taken away

from the reader.
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Introduction

Historically there has been a preoccupation with the
theme of separation in children’s fantasy literature.
Folktales, the undoubted ancestors of children’s fantasy
literature, were very much concerned with this topic. 1In
searching for laws that govern folk narratives in the oral
tradition, folklorist Molke Moe found universal
psychological factors which influence the shape of folkloric
forms and texts, and identifies separation as one of the
seven fundamental experiences which is basic to the story.
The Eighteenth and Nineteenth Centuries saw an explosion of
books for children dealing with separation, many of which
were essentially moralizing conduct books. Among these are
the works of the Brothers Grimm and Charles Perrault. Also
Lewis Carroll, Edward Lear, Charles Kingsley, George
MacDonald, and Robert Louis Stevenson in the eighteen
hundreds and A. A. Milne, J. M. Barrie, Beatrix Potter,
Rudyard Kipling, and E. Nesbit at the turn of the nineteen
hundreds were much concerned with separation. Even as we
enter into the middle to late Twentieth Century the topic of
separation has yet to be exhausted. Works by C. S. Lewis,
Mary Norton, E. B. White, Paula Fox and Lynne Reid Banks

deal with separation and the return to the mother figure.



The theme of separation has received much attention
among the psychological community as well. Psychologists
such as Bruno Bettelheim, Jean Piaget, and Lawrence Kohlberg
have done extensive research in this area of the
individual’s separation from the mother figure and have
termed it "separation anxiety." Although Piaget and
Bettelheim correlate the anxiety with cognitive development
and Kohlberg with sociological development, they all agree
in their definition of separation anxiety as the inner
conflict of an individual as he or she resists the perceived
loss of the near exclusive attention of mother while at the
same time desiring independence and autonomy. This is
especially typical in younger children and pre-adolescence.
This period also begins the more obvious development of the
inner identity independent of and sometimes hidden from
one’s parents, a time eminently important to the developing
sense of personal self. Another core component of
separation anxiety identified by psychologist Heinz Kohut is
what he terms the mother’s "empathic failure," her failure
to mirror the child’s emotions and empathize. Children
realize through this that the parent is not perfect, feel
rage and separate themselves to create something they can
have power over.

The prevalent concern with separation in children’s
literature not only reflects the child’s real experience,

but also suggests an adult involvement with such anxiety.



The degree of narrator intrusion in the narrative can be a
gauge measuring adult concerns and anxiety over separation.
In texts where narrator intrusion is minimal or at what
Gerald Prince calls "degree zero," the narrative structure
offers limited ideological or psychological interpretation
of the text. But as narrator intrusion increases in the
narrative, the theme of separation takes on some interesting
changes, increasingly exhibiting the concerns and anxieties
of the adult narrator. Consequently, the intrusion of the
narrator upon the story becomes a manifestation of the
self-consciousness of the narrator. 1In texts with zero
degree narrator intrusion, themes of separation are made
more available to the reader’s free and unmediated
involvement. In texts where adult narration is more
intrusive, however, adult anxiety over separation from
mother is manifested in the narrative structure. Narrative
paradigms that attempt to close the distance between
narrator and narrative reveal anxieties about separation
from childhood in the form of anxiety over narrative control
of the story.

Through adult narrator intrusion common myths have
surfaced and have been perpetuated for centuries. One such
myth is that separation anxiety is specific to mother and
child. As a consequence, the father figures in many of
these narratives are either absent or ineffectual as care

givers for children. Food is also a concideration as the



mother is typically shown to have the sole responsibility of
allocating food for survival. These myths seem to be
prevalent in the stories dealing with separation and
manifest themselves in various ways through both the child
figures in the narratives and the adults who write the
stories.

Within this paradigm there seem to be three types of
narrative that can be classified by the degree of intrusion
their authors employ. Robyn Warhol, in her book Gendered
Interventions, points to five major narrative intervention
strategies that writers employ to cause either distance from
or engagement with the story. Though not intentionally,
they seem to form a hierarchy from leést intrusive to most
intrusive. This hierarchy can be the gauge whereby the
narrations of children’s literature that feature separation
anxiety and its resolution can be classified into three
basic types according to the degree of intrusion their
authors employ. The first type of narrative is the zero
degree where no intrusions enter into the text. Readers are
encouraged to interpret and judge characters and events
themselves. Thus readers may freely work out solutions for
separation anxiety within the space of fantasy. The
narrator/implied author does not become a persona in the
story nor does s/he intrude with sets of cultural
determinants for how separation anxiety is to be expressed.

By establishing a degree zero narration, the nature and



function of the narrator found in specific texts can then be
discussed in terms of deviation from the degree zero.
Examples of zero degree narration explored here are the
manuscript version of the tale "Hansel and Gretel" as
written down by the Grimm Brothers and the picture books
Where the Wild Things Are and Outside Over There written and
illustrated by Maurice Sendak.

In the second type, we find intrusion by the narrator.
The first two intervention strategies of Warhol apply here;
1) the narratee and narrator are addressed by a name
(sometimes "you" and "I" are used), closing the distance
between narrator and narratee; 2) the narratee is addressed
with much frequency and the narrator expects rhetorical
answers or action in response to the addresses (Gendered
Interventions). In these narratives there seems to be a
socializing intent on the part to the narrator to control
the narratee’s interpretation of the text. Using a
culturally encoded set of religious, moral, or psychological
meanings the narrator navigates the narratee’s
interpretation of separation anxiety, controlling not only
the outcome of the story but also the outcome of
interpretation. Examples of the second type are the fifth
edition of the Grimm Brothers’ tale "Hansel and Gretel" and
the picture book Dear Mili written by Wilhelm Grimm and

illustrated by Maurice Sendak.



In the third type of narration, the narrator is most
intrusive. Through the self-consciousness of the author
reader expectations are undermined; narrative conventions
lead the reader to expect a happy ending but don’t. The
resolution of separation anxiety is indefinite and obscured
by the duality of the text. This shows the seductive force
of the self-conscious narrator as he becomes another central
figure in the struggle of separation anxiety, gaining
control, as is the case in J. M. Barrie’s Peter Pan, of the
mother figure and the story itself. The last three
intervention strategies of Warhol are employed in these
narratives: there is a high degree of irony present in
reference to the narratee; the narrator intervenes to show a
stance toward the characters; the narrator intervenes to
show implicit or explicit attitudes towards the act of
narration (Gendered Interventions). These intervention
techniques are the most intrusive and form polar opposites
to zero degree, blurring the divisions among narrator,

implied author and author.



I
The Intrusive Narrator

in Fairy Tales

For many children and adults the fairytale has a
special appeal, speaking to the inner experiences of
childhood. Bruno Bettelheim, in The Uses of Enchantment,

suggests that "the delight we experience when we allow

ourselves to respond to a fairytale . . . comes not from the
psychological meaning . . . but from its literary qualities"
(12) . These qualities lie in the folktale’s form and

structure whereby, as Bettelheim asserts, the narrative "is
presented in a simple and homely way; no demands are made on
the listener" (25). No demands are made on the listener
because there is no intrusive narrator directing the tale’s
interpretation. Hence, these tales can be described, in
Rogef Sale’s words, as "anonymous narratives of wishes and
fears" (53). 1In narratological terms, the folktale in its
purer form approaches the condition of "zero degree."
Anonymity is the essential condition within such tales.
Sale, in Fairy Tales and After, suggests that around the
close of the Eighteenth Century, when children’s literature
developed, it was tempting for authors to want a
relationship with their readers by making "the central
relationship between the teller and the audience rather than

the teller and the tale" (64). As a result, he asserts, the



teller often intrudes into the tale and moralizes the story
using an "essentially patronizing attitude toward the
audience" (64). However, the story tellers of the oral
tradition, he continues, "never thought of themselves as
authors forced to conceive a relationship to an audience"
(Sale 64). As a result there was little intervention by the
author to moralize or adorn the tale. The "teller" was not
the focalizing consciousness of the tale but the keeper of
the tale. The heterodiegetic narrator, a term used to
define the narrator who is not technically a part of the
story, did not exist as a persona; the mimetic authority of
the narrator thus came close to "zero degree." Robert
Scholes and Robert Kellogg in The Nature of Narrative
maintain that the oral story teller "mediates . . . between
his story and his audience"; thus, "the oral tradition is
both the story and the author" (55). There can be no author
with whom to set up an ironic relationship nor can there be
an ironic relationship with the story itself. Scholes and
Kellogg assert that "since there is no ironic distance
between the author and the teller ... we are not in the
habit of distinguishing between them" (52).

In agreement with Scholes and Kellogg, Wayne Booth in
The Rhetoric of Fiction calls this anonymous teller an
"implied, undramatized narrator" who is indistinguishable
from the "implied author" (151). Seymour Chatman agrees

that the voice is an implied author’s voice, but calls this



anonymous narrator, though distinguishable, "mere absence of
narrative voice" (Structure 218). He would argue that there
is a narrator in control of the tale when there is a report
of what the characters might have said or thought "even if
the implied author does not admit a narrator" (Story 167).
All three approaches describe how the gap between the
implied author and the narrator is closed, giving the
illusion that someone is telling the story, yet at the same
time keeping the narrator anonymous.

Moreover, the folktale narrator does not cultivate an
intimacy with the audience. The narratee is a zero-degree
reader-construct. In Sale’s words, "the audience is not a
restricted group in any way we can recognize" (28).
Bettelheim believes that these anonymous, non-intrusive
conditions allow for the reader’s free association from the
story. Far from making demands, he affirms, "the fairytale
is suggestive; its messages may imply solutions, but it
never spells them out" (45). Sale contends that any author
who breaks the tradition of anonymity by intruding into the
narrative would be involved in what is essentially a "false
rhetoric" of the folktale (64). Scholes and Kellogg agree
with this, adding that the author who does break tradition
would do it "merely to advance his own individually
conceived ends" (55). This zero degree relationship among
the narrator, the folktale and the narratee is essential in

keeping the anonymous tone of the story. Sale maintains



that such tales had a "curious persistence" even after being
told over and over again. He believes that " [p]resumably
both the passing of time and the intervention of people from
the outside would alter the way a story might be told, but
would not, therefore, alter the fundamentally anonymous tone
of the teller speaking." (28).

Maintaining this anonymous tone, and thus ensuring the
reader’s free association to the tale, opens such themes as
separation anxiety in its various manifestations for
individual interpretations. Bettelheim states that this
tone "prevents even the smallest child from feeling
compelled to act in specific ways" (26). Investigation of
the narrators in two different versions of the Grimm
Brother’s folktale, "Hansel and Gretel," can reveal a
clearer understanding of the importance of maintaining zero
degree in folktales. Sale believes the closer the writer to
the oral tradition, the less authorial tampering and "the
better or less bruising the results" (25). Hence, Grimm’s
manuscript version of "Hansel and Gretel," entitled simply
"Brother and Sister," may come closest to the tale as it
would have been told in the oral tradition. Comparing the
Grimm’s fifth edition version of the same tale to the
manuscript version, all translated by John Ellis in his book
One Fairy Story Too Many, reveals significant alteration of
narration and authorial agendas. It is now well known that

the Grimm Brothers tampered with the tales, especially in

10



their later versions, adding moral implications and

embellishing the description which, as noted before, was not

characteristic of the original oral tale.

The manuscript version opens simply as follows:

There was once a poor woodcutter, who lived in
front of a great forest. He fared so miserably,
that he could scarcely feed his wife and two
children. Once he had no bread any longer, and
suffered gréat anxiety, then his wife said to him
in the evening in bed: take the two children
tomorrow morning and take them into the great
forest, give them the bread we have left, and make
a large fire for them and after that go away and
leave them alone. The husband did not want to for
a long time, but the wife left him no peace, until
he finally agreed.

But the children had heard everything that
the mother had said the little sister began to
weep a lot, the little brother said to her she
should be quiet and comforted her. Then he
quietly got up and went outside in front of the
door, the moon shone there and the white pebbles
shone in front of the house. The boy picked them

up carefully and filled his little coat with them,
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as many as he could put there. Then he went back

to his little sister into bed, and went to sleep.

(Ellis 176)
This narrative is presented by the heterodiegetic narrator
adopting the point of view of the neutral human observer,
the typical stance of the narrator of the oral folktale.
The narrator never enters the story with a referenced or
implied "I" nor reveals what he/she thinks. Nor does the
narrator reveal the thoughts of the characters. This can
also be referred to as zero degree focalization, a condition
that Gerald Prince defines as "point of view whereby the
narrated is presented in terms of a nonlocatable,
indeterminate perceptual or conceptual position" (103).
Sale would agree stating that "the teller is never
self-conscious, never calls attention to himself or herself,
seldom calls attention to particular details or offers to
interpret them; never ... apologizes or explains" (28).

Where dialogue is revealed in the narrative, the

narrator tells the reader what the characters say to each
other, but does not take advantage of the opportunity to use
speech markers for direct discourse or for descriptive and
evaluation purposes. The implied author (or as Booth puts
it, the author’s second self [Rhetoric of Fiction] created
for us by the implications of her/his tone, theme, and
sincerity), goes almost undetected, as shown in the first

two paragraphs of the story.
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The narrator also refrains from interpretations; as
Chatman puts it, "the bare description of physical action is
felt to be essentially unmediated, without overt thematic
interpretation" (168). In the excerpt we read that the
sister "began to weep," but the narrator never divulges
his/her conception of the feelingé of the sister in her
impending separation from her parents or possible anger
towards her mother. Max Luthi, in his book The European
Folk tale, would argue that even the action of the sister’s
weeping would not be represented to invoke sympathy; "the
whole realm of sentiment is absent from folktale characters
and as a result they lack all psychological depth, ... tears
are shed only if this is important to the development of the
plot" (13). In terms of a law of folktale narrative,
defined by Luthi as "depthlessness," the crying of Gretel is
merely instrumental to the next action in the plot, the
brother collecting the pebbles.

The story teller continues with this pure mimetic
reportage. The audience also "sees" the action the brother
goes through when collecting the rocks, but again there is
no information given by the narrator about the thinking of
the brother as he contemplates his scheme with the pebbles.
In such narratives the reader, according to Chatman, "must
infer themes from a bare account of purely external
behavior" because "sentences separately describing the

setting for its own sake tend to be avoided" (168).
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In the fifth edition of the tale, however, the narrator
moves away from degree zero. The Grimms’ additions and
enhancements to this fifth edition not only change the
length of the text to twice that of the manuscript but
change the voice of the text as well. The indicators of
his/her presence suggest that the narrator has become a
persona. The following excerpt corresponds with the excerpt
cited from the manuscript version:

In front of a large forest lived a poor woodcutter
with his wife and his two children; the little boy
was called Hansel and the little girl Gretel. He
had little to eat, and once when great need arose
in the land, he could no longer even get his daily
bread. As he was thinking about things in the
evening in bed, and was tossing and turning
because of his worries, he sighed and said to his
wife "what will become of us? How can we feed our
poor children, when we have no more for
ourselves?" "Do you know what, husband," answered
the wife, "we shall take the children out into the
forest tomorrow very early, to where it is at its
most dense, we’ll make a fire for them there and
give each one a little piece of bread, then we’ll
go to our work, and leave them alone. They will
not find their way back home again, and we shall

be rid of them." "No, wife," said the husband,
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"I won’t do that; how could I find it in my heart
to leave my children alone in the forest, the wild
animals would soon come and tear them apart."
"Oh, you fool," she said, "then we shall all four
have to die of hunger, you can just smooth the
boards for the coffins," and gave him no peace
until he agreed. "But I still feel sorry for the
poor children," said the husband.

The two children, however, had not been able
to go to sleep for hunger, and had heard what the
stepmother had said to the father. Gretel wept
bitter tears, and said to Hansel "now it’s all up
with us." "Quiet, Gretel," said Hansel, "don't
grieve, I will help us." And when the grown-ups
had gone to sleep, he got up, put on his little
coat, opened the door below, and crept out. The
moon was shining quite brightly, and the white
pebbles which were in front of the house shone
like silver pennies. Hansel bent down and put as
many in his little coat pocket as would go in.
Then he went back again, said to Gretel "be
comforted, dear little sister, and go to sleep in
peace, God will not forsake us," and got into his

bed again. (188-89)
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In the first seven lines of the story, the narrative moves
from an external view to internal focalization, from an
outside observation of the woodcutter and his family in the
woods to inside the woodcutter’s mind ("he was thinking
about things.") Next the narrator tells us that the
woodcutter was "tossing and turning because of his worries."
It is the narrator’s conception that the woodcutter tossed
and turned because of his worries. Drawing these particular
images of the father, the narrator shows sympathy towards
the woodcutter. The narrator is no longer a neutral
observer, and we in turn, as readers, follow the sympathies
of the authorial voice. This is reinforced as the text
again turns inside the woodcutter’s mind and he becomes the
focalizing consciousness as he states "I feel sorry for the
poor children" in direct dialogue to his wife. According to
Luthi’s law of one dimensionality, this movement from
external to internal would not have happened in folktales of
the oral tradition "for the folktale shows us flat figures
rather than human beings with active inner lives" (14). In
keeping this one-dimensional form, the story is presented in
linear fashion giving only the outline of things within the
story and no details. The movement of the text to inside
the mind would have taken away the linear quality of the
narrative produced by the straight mimetic reportage of the

zero degree narrator.
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Further evidence of narrative intrusion is visible. 1In
the second paragraph of the manuscript version, the narrator
states "the children had heard everything the mother had
said to the father"; the fifth edition version has the
narrator explaining that the children heard everything
because they "had not been able to go to sleep because of
hunger, and had heard what the stepmother had said to the
father." 1In addition, the narrator’s statement "sister
began to weep a lot" is changed to "Gretel wept bitter
tears." The narrator’s interpretation of the sleeplessness
and the crying was not in the manuscript version. The
intrusive narrator qualifies the sleeplessness and the tears
for the reader to emphasize Gretel’s anxiety over the
impending abandonment by her mother. Also in these changes
the Grimms establish cultural determinants for how
separation anxiety should be expressed. The daughter
should feel bitterness towards her mother for abandoning her
and, likewise, the reader should feel bitterness towards the
mother. The Grimm Brothers subtly navigate the sentiments
of the reader with these intrusions.

Probably the most obvious change comes in the first
passage where the word "mother" is replaced by "stepmother."
Torborg Lundell asserts that images of cruel mother figures
offer aspects of womanhood heartily disapproved of by a
patriarchal consciousness (Fairy Tales and Society 160). 1In

their change, the Grimms imply that real mothers would never
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send their children away nor selfishly deprive them of food.
This helps to idealize and perpetuate their myth and western
culture’s myth of "the good mother" who is solely and
acceptingly responsible for allocating food for survival.

In contrast, stepmothers, also culturally marked characters,
are traditionally not kind to the children and have no
natural attachments to them. According to Bettelheim a
stepmother is viewed in opposition to a real mother. One
would expect a mother to be accepting and loving therefore
one would expect a stepmother to be rejecting and hateful.
It should be noted that Bettelheim also claims that the
stepmother is a displacement of the real mother.

Along with this change the image of the father is also
significantly altered. Ellis points out that in the
manuscript version both parents attempt to abandon the
children (64). The text reads: "Early in the morning,
before the sun had risen, the father and mother came and
woke the children up." Whereas in the fifth edition it is
the stepmother who is the prime mover: "When the day broke,
still before the sun had risen, the wife came and woke both
the children, "get up, you lazy bones, we will go into the
forest and fetch wood." Similarly, another change comes in
the second attempt to abandon the children. 1In the
manuscript version both parents collaborate: "When they come

to the middle of the great forest, the father again made a
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great fire, the mother again said the same words and both
went away." Again, in the fifth edition, the Grimms change
the text, placing the mother in full control:
The wife led the children even deeper into the
forest, where they had not been in all their days.
Then a great fire was made again, and the mother
said ’just stay sitting there . . . when we are
finished we will come and fetch you.

Ellis contends that the text "is rewritten so as to
exonerate the father and place all the blame on the
[steplmother" (64). 1In Maria Tatar’s book, Off With Their
Heads, she states that "the stepmother/villain makes no
effort to disguise her hatred of the children . . . it is
selfishness pure and simple that motivates the stepmother’s
plot to lead the children deep into the forest" (195).

The most blatant change brought about by the Grimm
Brothers is also in the section of the narrative where the
children have returned home and there is another shortage of
food. The stepmother wants to send the children back into
the woods. Again the narrative moves to inside the mind of
the father as the narrator reports "he [the father] thought
it would be better that you shared your last mouthful with
your children." Not only does the narrative take on a
sympathetic tone but a moralistic one as well since the
stepmother is portrayed as unforgivably selfish for denying

the children life-giving food.
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Immediately the story digresses, and the narrator
reveals himself in this aphorism: "If someone begins
something, they have to continue, and because he had given
in once, he had to do it again" (190). Although the
narrator does not say "I" nor address the reader directly
with "you," this statement creates direct contact with the
reader. The words "I believe" or "as you know" could be
placed before the statement without confusion to the reader.
This short, pointed statement also expresses a truth or
precept specific to a narrator/author, thereby creating a
persona in the story. Included is also the assumption by
the narrator that the reader is automatically in agreement
with this truth. The narrator puts the story aside
momentarily to speak directly to the narratee. This is a
movement towards the direction of authorial
self-consciousness and away from the degree zero narration
evident in the manuscript version.

The temporal correspondence of the manuscript version
also comes close to degree zero. The story follows
chronological order and there is, in Genette’s words, a
"perfect temporal correspondence between narrative and
story" to which "folklore narrative habitually conforms, at
least in its major articulations" (36). This frees the
narrator from intruding to "explain" the sequence of the
narrative. Later in the story, the children come upon a

house made of bread and eat away at it. An old woman hears
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the munching and comes out. The subsequent narration from
the manuscript version moves smoothly and is in
chronological order:

a small woman came out, she took the
children by the hand in a kindly way, took them
into the house, and gave them something good to
eat, and put them in a nice bed. But the next
morning she put the little brother in a little
stable, he was to be a little pig, and the little
sister had to bring him water and good food.
(Ellis 178)

There is no need for the narrator to intrude into the
narrative to explain the sequence of events. 1In the fifth
edition, however, there is temporal discordance in the
story’s sequence. The narrator must intrude into the story,
momentarily pausing it to explain another story. Compared
to six lines of text in the manuscript, the fifth edition
has twenty nine lines of text with much embellishment and
detail added. The excerpt from the fifth edition that
corresponds with the manuscript has one line of the text
preceding the point of digression and one line after the
digression:

two nice little beds were made with white
covers, and Hansel and Gretel put themselves into
them, and thought they were in heaven. The old

woman had only pretended to be so kind, she was a
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wicked witch, who lay in wait for children, and
she had only built the little house of bread to
lure them there. If one got into her power, she
killed it, cooked it, and ate it, and that was for
her a day to celebrate. When Hansel and Gretel
had come near to the house, she had laughed
wickedly, and cried out scornfully "they shall not
escape me." Early in the morning, before the
children had awoken, she got up, and when she saw
both sleep so sweetly, with full red cheeks, she
murmured to herself, "that will be a nice morsel."
(El1lis 192)
This addition to the story causes a momentary pause in the
story’s sequence. The narrator intrudes into the story and
explains what the old woman has done before the scene we
were in. One temporal sequence is juxtaposed to another.
We are told that the old woman (who the Grimms have revealed
as a witch), had built the little house to lure children and
we are told what she had done when she caught one (killed
it, cooked it, and ate it). The narrator explains yet
another past action of the old woman: "when Hansel and
Gretel had come near to the house, she had laughed wickedly,
and cried out scornfully . . ." (emphasis added). This
action happened before the scene preceding it where the
children are in bed. Genette calls this momentary pause a

"heterodiegetic analipses"-- a digression to the past where
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the content deals with a story different from the main
narrative (50). This digression on the part of the narrator
creates another picture in the minds of his/her audience
different from the one that had been created. The reader
now visualizes a scene with the witch watching the children.
This analipsis presented by the narrator functions to
enlighten the reader and causes the reader to anticipate the
future. Moreover, this is also a function of the intrusive
narrator to formulate an int<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>