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In the DVD commentary for The Brothers Grimm, director Terry Gilliam makes an observation regarding editing a work to cater to a specific audience, which he then unwittingly links to the concept of adaptation:

One thing that was interesting is, Rapunzel, the girl in the tower, Rapunzel, noticed at one point her [...] her clothes had grown too tight around her belly – it’s clear, in the original stories that she’d been impregnated by the prince who was crawling up her hair every other day.  And the brothers Grimm actually bowdlerized that story in their later editions even though it was in the first edition.  They trimmed that story down so the implication that she was pregnant was removed because it would not frighten off the middle-class audience they were appealing to, so I was a bit more forgiving of what Disney had done to the Grimms’ fairy tales realizing they had already started that process long before Disney was born.
 
This reminiscence demonstrates, if not exactly explicates, a significant (though not universal) tendency of viewers knowingly attending a movie adaptation: There is additional pleasure, and even forgiveness, granted to the adaptation that arises from the understanding of its source-text.

Maria Tatar expresses the adaptive value and flexibility of fairy-tales: 

Beginning in the 1960s, writers with many different agendas rediscovered fairy tales, and they soon recognized that the stories were not written in granite.  They were so elastic, malleable, and resilient that they could be stretched and molded into quirky new shapes without losing their narrative mass (xvi). 

Gilliam continues this tendency in The Brothers Grimm by not only reimagining and reinventing the stories, but also by proving that the origin of these tales differs from the Grimm sources in his own version of adaptation.
Adapting the Legends

The screenplay for The Brothers Grimm was originally written by Ehren Kruger, and eventually presented to Gilliam, which he accepted as he needed a project; His attempt at adapting Miguel de Cervantes’ Don Quixote tragically collapsed as documented in the film Lost in La Mancha (2002). According to Gilliam: “[The producer] Chuck [Roven] had been on top of me, obviously pushing me to do ‘Grimms’ and so I said, ‘Okay, I’ve got to do something.’ And reading it I saw I could make an interesting world and maybe if I could rewrite the thing I could make a better film” (qtd. in McCabe 23) [emphasis mine].  As Gilliam’s other potential projects fell through, he continued with The Brothers Grimm in spite of his reservations, largely because he felt the material had the potential to match his sensibilities, and he needed to stay in work. (McCabe 3-23) 


Gilliam’s oeuvre up to that point demonstrated that he not only had an aptitude for folklore and adapting fiction,
 but could freely and loosely use legends and folk stories to add detail to a narrative, whether essential or not.  In Time Bandits (1981), Gilliam’s young protagonist, Kevin (Craig Warnock), encounters historical figures such as Napoleon (Ian Holm), as well as folk tale renderings of historical figures such as Robin Hood (John Cleese) and King Agamemnon (Sean Connery), as well as perhaps the most significant figure in folklore: The Supreme Being (Ralph Richardson).  In The Adventures of Baron Munchausen (1988), the protagonists encounter such mythical figures as the King and Queen of the Moon (Robin Williams under the pseudonym Ray D. Tutto, Valentina Cortese), the Roman God Vulcan (Oliver Reed), and the Goddess Venus (Uma Thurman). Additionally, in The Fisher King (1991), the character of Parry (Robin Williams), a vagrant in New York, conceives himself as a knight in search of the Holy Grail, directly influenced by the legend of King Arthur.  The utilization of such myths, legends, and folklore, frequently appear in Gilliam’s films.  According to Ofir Haivry: ‘Story-narratives and their preservation are important in all of Gilliam’s movies, especially so in The Brothers Grimm.’ (114) 

Gilliam’s initial reservations regarding the script show an immediate concern for the extent to which the Grimms’ stories were included and rendered in the film.  Gilliam said: “I thought it was two-dimensional characters chasing a narrative, trying to keep up with a narrative and the stuff just seemed not to be coming from the heart of the piece, which was fairytales and a lot of the things that happen in it were nothing to do with Grimm’s fairytales.” (qtd. in McCabe 23)  These concerns were also stressed by the initial Director of Photography, Nicola Pecorini
 who wrote:

I had read the script a little while before and in all truth I fell about laughing.  The problem was that it was shallow.  It was a well-conceived series of gags but it completely missed the point, and Terry’s works are fantastic simply because of the incredible depth (or height) that he manages to reach. (qtd. in McCabe 20).
However, Pecorini’s diary also reveals the initial approach to the adaptation of these stories: “Spent the day with Terry: went through a lot of ‘visual references’ mostly romantic, strong lights where you need to see, black on black for the rest” (qtd. in McCabe 29).

It therefore becomes apparent that Gilliam demonstrates significant commitment to the source material, not necessarily in a reverential sense, but by revering the fairy tales as integral to any story about the Grimms.  However, his methods do not necessarily incorporate these specific adaptations as separate from the narrative; the decision to use Robin Hood and the Goddess Venus could have been altered to accommodate other prominent mythological figures. However, their relevance exists inasmuch as they provide material for rich fantastical detail, and illuminate Gilliam’s preoccupation with legendary forms.  His approach, particularly with The Brothers Grimm, becomes one of referencing these tales.  In closely analyzing the film itself, we can see how this was realized in practice.

Todd Berliner once described the experience of Terry Gilliam’s Brazil (1985), as Gilliam “grabbing you by the ear and saying ‘let’s go for a walk’”.
  I mention this as I feel it is descriptive of Gilliam’s oeuvre – his films are quite narratively dense and complex, and elude simple, high-concept summarizing.  With that in mind, I will assess the value of Gilliam’s adaptive methods as succinctly as possible.  

Jacob “Jake” and Wilhelm “Will” Grimm (Heath Ledger, Matt Damon) are brothers who run a unique confidence scam.  Jake, a bookish academic, has heavily researched local folklore, and is keeping a notebook of what he learns and finds.  With this knowledge, he and Will, the confident mouthpiece of the brothers, find out about local superstitions, and stage performances whereby they claim to rid the area of whatever supernatural threat frightens them.  However, the invading French army discover their scam and threaten their lives.  Local French representative, General Delatombe (Jonathan Pryce) and his highest-ranking subordinate, Cavaldi (Peter Stormare), threaten them, but agree to let them go if they will solve the mystery of young girls disappearing from a local village.  Jake becomes convinced that the folk tale that this problem appears to be based upon is actually rooted in the supernatural.  They must then figure out how to save the girls and the village, destroy the threat, and evade the retribution of Delatombe. 

Peppered throughout the narrative, there are references to a myriad of folk tales, Grimm stories, and well-known adaptations thereof.  Of the more recognizable stories referenced, viewers are treated to references to and renderings of “Little Red Riding Hood” (Grimm and Grimm 146-55); “Hansel and Gretel” (Grimm and Grimm 72-85) (called Hans and Greta in the film); “Snow White” (Grimm and Grimm 246-61); “Cinderella” (Grimm and Grimm 119-33); “Rapunze” (Grimm and Grimm 54-62); and “The Gingerbread Man”.  Some of these were recorded by the Grimms, and others are part of our own contemporary folklore, but altogether they provide a mosaic of familiarity that can tap into the viewers’ collective childhood.  This can be evinced through Gilliam’s mise-en-scéne: at one point, an old lady in a black cloak (Fero Velecky) knocks on the door of a hut, and offers the person who opens it a bright red apple.  Although the intent and context of this is not provided, it conjures precise visual and narrative details from Snow White and the Seven Dwarfs (1937).  Of this, Gilliam says:
This, the old crone coming to the door, was just something I threw in at the last moment with a red apple, because I knew all the children, the minute they saw, they would say: ‘[gasps] It’s [...] it’s Snow White!’  There’s a... there’s a bit of that in the film, putting characters or little moments in that kids would recognize from all the Disney films that they saw (qtd. in The Brothers Grimm DVD commentary).
Gilliam reinforces Pecorini’s earlier statement: the film can not only be seen as a palimpsest of adaptations of stories by the Brothers Grimm, but also an adaptation of adaptations of these stories.


However, unlike this brief reference that occurs before the scene proper begins, many of the other references are included in significant portions of the narrative.  The actual supernatural threat is rife with selected segments of various fairy tales.  A Thuringian Queen (Monica Bellucci), centuries ago, used black magic to attain eternal life.  However, the spell she used did not result in her retention of youth and beauty, but for a reflection in a mirror.  The Mirror Queen, as she is also known, is secured in a high tower.  In order to regain her youth and beauty, she must drink the blood of twelve young girls.  It is the disappearance of girls from the local village that provides the impetus for Will’s and Jake’s investigation.  Helping in her quest is a huntsman (Tomás Hanák) who is also a lycanthrope, to whom she demonstrates romantic favor, yet has mystified to elicit devotion.  Her power apparently lies in the mirror which retains the semblance of her beauty, and only by destruction of her mirror is she vanquished. 

The Mirror Queen becomes a distinct reference to the wicked queen in ‘Snow White’ who frequently looks at her reflection in a magic mirror.  In the story, the queen asks, “Mirror, mirror, on the wall, / Who’s the fairest one of all?” (Grimm and Grimm 250).
  The mirror, for a time tells the Queen she is, until Snow White surpasses her in fairness.  It is therefore relevant that the mirror in The Brothers Grimm reflects the youth and beauty of the queen.  In the story, the Queen asks a huntsman to kill Snow White, yet the huntsman can’t bring himself to perform the act, letting Snow White go.  This then is manifested in the film by the werewolf hunter who aids the Queen.

Additionally, the Mirror Queen’s residence in an isolated tower is an explicit reference to the story of Rapunzel.  In this story, a princess is locked in a tall tower, and is visited by her true love, a prince.  The princess, Rapunzel, grows her hair out so long that the prince is able to use it to climb up the tower to visit her.  In the film, the Mirror Queen, over the centuries, has grown her hair incredibly long, and it is implied that the hunter uses this to climb up into the tower to visit the Queen, and in a darkly comic sequence, Jacob attempts a quick escape by using the hair impulsively to support himself as he jumps out the window.  Unfortunately, the hair rips, and while his fall is softened, Jake becomes covered in a long stream of hair upon landing.

Two stories that have not been attributed to the Brothers Grimm are also integral to the narrative: “Jack and the Beanstalk,” and “The Gingerbread Man.”  In the former, a young boy, Jack, sells the family’s cow for magic beans, which initially seems to be a scam that could leave the family destitute.  However, the beans grow a giant beanstalk, which Jack climbs to discover a rich giant who he can steal from to support his family.  “The Gingerbread Man” is the story of, conveniently, a gingerbread man who attains sentience and must elude those who want to eat him.  In The Brothers Grimm, the gingerbread man is a magic creature made from mud in a well, who manages to consume a young girl from the village in disguise as a boy, and deliver her to the Queen, providing the eleventh young girl needed by the Queen to attain her youth and beauty; the final being Anjelika (Lena Headey), the local hunter and tracker enlisted to help the Grimms and later revealed to be the daughter of the hunter/werewolf.  The story of “Jack and the Beanstalk” is the first reference introduced in the film, as young Jake uses money intended for the purchase of medicine for their ailing sister for “magic beans,” and act which young Will viciously berates him for.  This is apparent as a mistake as opposed to mystical intervention as it is later revealed their sister died.  This event significantly informs the relationship between the brothers, and often becomes a point of resurfaced tension, with the practically-minded Will continually challenging Jake on his lingering idealistic belief in the fantastic, and the veracity of elements of the folklore he researches.

The Grimm short stories are adapted into the film in a manner that is integral and inextricably linked to the overall narrative.  This provides a challenging level of narrative complexity, whereby elements traditionally used for style, flavor, or amusement are intricately bound to the story itself – viewers dismiss these references at their own peril.  However, many more elements from these and other stories are referenced and adapted within the film in less significant ways.  Even so, they manage to establish and create a strong sense of this universe where the folklore contains a certain amount of veracity, if not wholly accurate.

Much of this centers around the supernatural problem that the Grimms are attempting to solve.  The first kidnapping that is shown in the film is of a little girl in a red cape and hood (Alena Jakobová), picking food in the forest before being chased and captured just before she can reach the village.  This strongly alludes to “Little Red Riding Hood,” which is later shown in Jake’s notebook, as he writes “Little Red Riding Cape.”  The next kidnapping shown as two children are shown in the forest, leaving bread crumbs in an attempt to prevent getting lost.  The girl refers to the boy as “Hans” (Martin Svetlik), and the boy calls the girl “Greta” (Denisa Vokurkova) – an obvious reference to “Hansel and Gretel.”
In addition to the shot containing the witch with the red apple, other elements of 'Snow White', appear throughout the film.  For instance, The Mirror Queen uses blackbirds such as crows and ravens as familiars, which is more precisely linked to Snow White and the Seven Dwarfs.  References to “Cinderella” make an appearance, once when Cavaldi refers to the brothers, while they are cleaning, as “little Cinderellas,” and in a sequence where the hunter lays Sasha’s body in the ground and makes glass slippers appear on her feet as part of the ceremonial burial he provides for them.  The hunter's lycanthropy creates a link to the Grimm story “Little Red Riding Hood,” wherein the young girl in the red cloak is pursued by a wolf, an event which is, of a fashion, rendered in the first shown kidnapping sequence.  The fact that the wolf turns into the hunter, whose weapon of choice is an axe echoes the same story whereby the wolf is dispatched by a hunter with a hatchet.  Like both “Sleeping Beauty” (not a Grimm story) and 'Snow White', Anjelika is brought back to consciousness from a kiss by Jake, and in turn, Will is brought back to life by a kiss from Anjelika.  For guidance into and out of the forest which is constantly changing, and therefore unreliable for travelling by landmarks, Anjelika, and later Will, ask a frog for directions, and in order to get the frog to comply, they must lick it, being a direct reference to 'The Frog King, or Iron Heinrich' (Grimm and Grimm 3-13).  

The queen's need to drink the blood of the girls to regain her youth is suggestive of the story of Countess Elizabeth Bathory, a 16th and 17th Century Hungarian countess who it is believed, with the help of others, killed hundreds of young girls.  Folk tales have utilized her story, and it has been frequently rendered in modern culture such as in the film Countess Dracula (1971), and the novel Dracula, the Un-Dead. (Stoker and Holt) 
  In folk tales as well as in modern retellings, the Countess bathed in and/or drank the blood of the young girls to either retain or regain her youth and beauty.  Although this is not based on a Grimm story, this further demonstrates the range of folk tales, legends, and myths adapted within the film.

But is it “Adaptation?”



Hitherto I have used the terms “reference” and “adapt” almost interchangeably. I hereby posit that, within the parameters of The Brothers Grimm, the references to fairy tales, folk stories, myths, and legends, whether addressed by the (real) Grimms or not, can be conceived of as forms of adaptation.  There is work and research to support this position, and, based on my own analysis of the film, is essential to understanding the value of narrative explication, as well as the cyclical relationship between the source, the adaptation, and the imagined sources of adaptation.


Thomas Leitch provides a useful starting-point in discerning whether Gilliam’s renderings of these fairy tales can be regarded as adaptations.  He creates a scale consisting of ten ‘strategies’ (123) of appropriation, which he describes as “Between Adaptation and Allusion” (92) in an attempt “to develop a more detailed grammar that would either break down adaptation into non-evaluative modes [...] or at least provide a stronger rationale for the difference between intertextual and hypertextual relations.” (95)  I will draw on Leitch’s ideas in my analysis of The Brothers Grimm, thereby creating an understanding of the adaptive processes which Gilliam undertakes.

The first strategy which can be applied is termed revisions. (106) Leitch writes: “Unlike adaptations that aim to be faithful to the spirit rather than the letter of the text, however, revisions seek to alter the spirit as well.”’ (106-7).  Gilliam utilizes this strategy with most of the fairy tales that are integral to the narrative, or explored in depth.  The Queen from “Snow White,”; the composite wolf from “Little Red Riding Hood” and hunter from “Snow White”; the magic beans from “Jack and the Beanstalk” as well as the frog from “The Frog Prince”; and the eponymous Gingerbread Man”- all have been revised to accommodate specific points in the narrative while utilizing a substantial number of elements from the source texts.  Despite their brevity, I would also include the references to “Rapunzel” and the Báthory legend as they inform both the efforts of the protagonists as well as the motivations of the antagonists.  

On the far end of Leitch’s spectrum, there is allusion, which he perceives as “quotations from or references to any earlier text” (121).  The strategy overtly applies to the passing shot of the “crone” with the red apple, and Will’s initial proposition to play “Who’s the Fairest of them All” with the twin village girls before the queen is introduced.  This extends to the inclusion of the glass slippers from “Cinderella,” and can even be arguably applied to the inclusion of the girl from “Little Red Riding Hood” running from apparent danger, and the children from “Hansel and Gretel.”  Leitch’s framing of allusion as opposite to adaptation, in terms of textual engagement, problematizes my claim of references as forms of adaptation.  Leitch does not wholly dismiss allusion as adaptation, but appears to deem it adaptation of a minimal nature.  Linda Hutcheon addresses this manner of text quotation when she poses the question 'What is Not an Adaptation?” (170).  She answers this question by invoking the following conditions:

:
[D]efining an adaptation as an extended, deliberate, announced revisitation of a particular work of art does manage to provide some limits: short intertextual allusions to other works or bits of sampled music would not be included.”' (ibid.)  
I would argue that, if we take Hutcheon's definition, The Brothers Grimm retains some plausibility as an adaptation, or even a series and/or collection of adaptations.  The title creates the expectation that, even without knowing the narrative, there will be references throughout to the tales they have written.  This, therefore, makes the various references both announced and deliberate.  What's more, they are subject to variation from the source-texts.  Hutcheon speculates that “perhaps the real comfort [in engaging with an adaptation] lies in the simple act of almost but not quite repeating, in the revisiting of a theme with variations.” (115).  

 Furthermore, some of these references fall firmly within the realm of parody.  Hutcheon asserts that: “What we might, by analogy, call the adaptive faculty is the ability to repeat without copying, to embed difference in similarity” (174).  The stories are consistently altered as part of a cyclical method of variance and fabrication.  This cycle moves from the events in the film, to the familiarity with the stories themselves, and returning to the events as invented by the director.  This, then, leads me to address one of Leitch’s systems of textual engagement which provides a significant overall framework for how The Brothers Grimm is founded structurally upon other texts.

Holding the multiplicity of adaptations and allusions to the (real) Grimms’ fairy tales together is an underlying sub-narrative about the research the Brothers have undertaken for their folk stories.  This, in many ways, falls in with what Leitch calls “(meta)commentary and deconstruction” (111).  This constitutes the framework of the film: Jake researches and takes notes on folk tales, recording them in a notebook which is framed as narratively significant.  At one point, the film emotionally engages viewers by leading them to believe that the notebook has been destroyed in a forest fire.  Although Will uses this knowledge for monetary gain and self-preservation, these schemes are not linked to stories with which the viewer would be familiar.  Jake outright claims familiarity with some of the folk stories that much of the supernatural events are based upon.  This knowledge will eventually, once the credits roll, manifest itself in the form of the stories we are now familiar with.  It is this knowledge that renders all textual allusions in The Brothers Grimm important – although they may seem narratively superfluous, they assume a metafictional significance, as they result in the fairy tales that viewers are familiar with.  It is here that we experience an adaptational form of electronic feedback: viewers experience a uniquely cyclical adaptive process, whereby they watch an adaptation of fairy tales that the characters have adapted for the viewers.  The fictional source of adaptation is actually the adaptation of the stories with which the viewer is already familiar.  Lars Elleström delineates two different kinds of representation: “Representations of media may be marginal and brief, but they may also be crucial and elaborate or anything in between.  I call the former representations ‘simple’, the latter ‘complex’”.’(120)  As “anything in between” can succinctly describe the range of representation, it would be safe to say that, based on Elleström’s definition, The Brothers Grimm comprises a complex representation of a body of fairy tale texts, and the complexity is compounded by this unusual dynamic between the source-texts, the on-screen events, and the implied off-screen events.

Jamie Sherry writes of a type of adaptation that consists of “The usurping of source material through palimpsestic rewriting, in which the subsequent adaptation either gains status and cultural value over the original text, or significantly infiltrates readings of it” (375). An element of this exists in The Brothers Grimm, but in a regressive form.  Instead of overwriting the adaptation or even an adaptation of the process of adapting Grimm’s fairy tales, Gilliam seems to palimpsestically rewrite the concept of the source-text.  The film’s representation of the early stages of adaptation is, in fact, the adaptation.  And while the argument could be made that what is represented is an actualized rendition of the stories the Grimms already researched in the film, I am arguing that, ultimately, what we see is the actual source of those folk tales.  

At the same time, The Brothers Grimm sits uneasily with the concept of the (meta)commentary or deconstruction.  No actual attempts at adaptation occur onscreen.  However, everything that occurs is part of the process of adaptation: we witness Jake researching folk stories, rereading and writing notes, and observing the mystical occurrences in the story.  The viewer’s knowledge of the existence of the Grimms’ stories, whether they know the Grimms wrote them or not, leads the viewer to realize that this will lead to the recording of the story in written fairy tale form. The film, though, ends before the process of writing actually occurs, and therefore claiming it is a story about the process of adaptation is uncomfortable.  Therefore, the narrative excludes a representation of the actual writing of the tales, while leaving the film relating uneasily to the strategy of (meta)commentary or deconstruction.  This creates a vast amount of ambiguity as to whether Jake and/or Will recorded and published the versions of the original tales they heard, or radically altered their own experiences prior to publication. The suggestion that they had not yet published the tales is supported by the fact that the notebook, which is saved at the end, only contains the notes pertaining to the tales they would later write.  This redaction, between the events that the viewer witnesses onscreen and the real-life existence of the stories, along with the implication that Jake will be the one to write the stories, is significant.  It is this element of the narration which demonstrates Gilliam’s unique approach to this unusual system of (meta)commentary or deconstruction.  It is also this elliptical exclusion of the process of adaptation that informs the extent to Gilliam’s control of the narration, and the innovative manner in which the film functions on a cognitive level.
Coherence through Incoherent Narration

In looking at how this approach to adaptation works both narratively and cognitively, it would be useful to look at a theory put forward by Regina Schober.  She writes: “I propose a view of intermediality that emphasizes the dynamic, reciprocal and relational nature of media adaptations as opposed to traditional approaches built on the presupposition of clear-cut medial borders and unidirectional cause and effect relationships.” (91)  Alex Symons describes “intermediality” thus: “In concise terms, I define an intermedial text as a text produced in one medium that includes content appropriated from another medium, and that exhibits characteristics of both” (32).  A very close relationship exists between Schober’s and Symons’ definitions; in translating stories, information, and ideas across media, the resultant text bears strong imprints from the media of its source.  However, Schober’s definition breaks down clear lines surrounding these media, as well as the media of related sources and texts.  While traditional definitions of adaptation are often rooted in the literary, the work of Hutcheon and Leitch manage to open up this discussion to include an array of different media.  However, these definitions of adaptation, aren’t as centrally modelled on the blurring of the lines between media as the way intermediality is presented here.  
Schober’s described model is that of networking, utilizing comparisons with information technology and linked electronic informational resources.  “Following this network logic,” Schober writes, “effects cannot be clearly allocated to particular causes because action occurs in the collaboration and interaction of different agents” (104). Gilliam appears to be reliant upon an additional aspect that Schober implicitly suggests: the manner in which the information that the viewer has going in to the film informs the way in which the narrative itself is constructed.  I argue that fundamentally The Brothers Grimm is a thoroughly incoherent text, which only manages to seem coherent due to viewer involvement.  
Todd Berliner, in his work on narration in Seventies Hollywood movies, primarily addresses incoherence, not in its common metaphoric sense of irrationality or meaninglessness “but rather in the literal sense to mean a lack of connectedness or integration among different elements.” (25)  Many “seventies films frustrate straightforward narration and avoid fulfilling narrative promises in conventionally satisfying ways.” (53)  This is precisely the type of incoherence present within The Brothers Grimm.  Most precisely, significant narrative information seems either absent, or explained much later on, or not explained at all.  While it is admittedly a challenge to keep up with this narrative, it doesn’t feel disjointed, because significant narrative links are reliant upon viewer familiarity with the fairy-tales.
At the opening of the film, where Jake produces the “magic beans,” in an allusion to “Jack and the Beanstalk,” the sequence appears as a silly and unusual act.  To decode it Gilliam places extreme reliance on the viewers’ familiarity with this tale, so that he can use the incident, within the first few minutes of the film, to explain the difference in the brothers’ personalities.
Gilliam relies on similar knowledge, even though explanations appear later on.  The sequence where Little Red Riding Hood is chased by the werewolf/hunter, only makes complete sense retrospectively – the assumption on the part of the viewer that the girl is being chased by a wolf is developed through sound design.  When we later see the hunter lose his lycanthropic disguise, it demonstrates to the characters that they are facing something supernatural, and that the creature who is attacking the girls possesses human sentience, even if it is being mesmerically influenced.

Significant plot points appear to lack motivation.  Cavaldi encourages Jake to revive the seemingly dead Anjelika with a kiss, and she in turn brings Will to life in the same way.  Again Gilliam does not utilize screen time on plot-points which could appear narratively stilted and unnecessary, but relies on the viewers’ familiarity with stories such as “Snow White” and “Sleeping Beauty” to act as a facilitator so that the ending provides a natural, and even expected, solution to the problem of two major characters being killed.  Terry Gilliam has stated that he wanted to place many references to the fairy tales throughout The Brothers Grimm, as a source of pleasure for the viewers.  My argument here is that, though on a basic level, much of Gilliam’s use of references could be considered allusions as they are wholly integral to the overarching narrative effect of the film.  That these stories are commonly known is utilized to create sense and meaning out of a narrative that is largely incoherent, and therein lies the value of the myriad adaptations in The Brothers Grimm.  The adaptations themselves, and even (sometimes especially) the allusions bear the significant narrative function of linking and connecting the seemingly disparate and incoherent elements of narrative.
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� This is verified by Tatar. (60 note 11)


� See, Jabberwocky (1977).


� Pecorini was a regular Gilliam collaborator who was fired from the project Executive Producers Bob and Harvey Weinstein from Miramax/Dimension.


� This is paraphrased, as this occurred in 2001 and my precise memory may not be what it once was.  However, I believe it is very close, and is well within the spirit of the comment.  The lecture was delivered as part of an undergraduate Film Studies course at the University of North Carolina at Wilmington.


� This line is directly referenced in the film, as Will, a philanderer, meets two village girls, twin sisters, at a celebration following their staged destruction of a witch.  Jake declines the opportunity to woo the girl of his choice, and Will turns with one arm around each, saying “Let’s play a game: it’s called ‘Who’s the Fairest of Them All?”


� To see how both fact and myth are difficult to delineate with regards to Báthory, see Thomas, “The Secret,” 38-43.





