Chapter One
Introduction: The Features of Children’s Literature and Their Significance

1.1. “Childhood” as a Term and a Concept
The emergence of the term “children’s literature” is related to the development of the study of the conception of childhood.[footnoteRef:1] It is, thus, appropriate to begin this study by defining the term “childhood,” since exploring what it means and examining it globally prepares the ground for understanding the emergence of children’s literature. [1:  For more on the concept of childhood, see Jenkins 1998: 1–48; Galbraith 2001; Townsend 1974: 17.] 

Zohar Shavit’s definition of “childhood” relies on historian Philippe Aries’s hypothesis that it emerged as a cultural phenomenon in the early seventeenth century.[footnoteRef:2] Before that, children were looked upon as “miniature humans” undifferentiated from adults except in terms of social status.[footnoteRef:3] Shavit adds that several factors contributed to the term “childhood” not emerging until that point, including the integration of children into the labor force at an early age, contributing to supporting the family economically, especially among the middle class. People, therefore, did not tend to write for children in such circumstances.[footnoteRef:4] Shavit believes that the conception of childhood emerged in the seventeenth century due to the burgeoning habit of nannies and maids telling stories to entertain the offspring of the upper and middle classes. These were the first stories related to the world of children as an audience, on the basis that they were the least powerful among classes of society, though they did not address children’s psychological needs or what was appropriate to their personalities and perceptions, which are completely different from those of adults. Thus, there was no distinction made between children and adults as an audience.[footnoteRef:5]	Comment by John Peate: Are you sure you wish to retain this phrase? Child labor was surely predominantly a feature of the life of the poor and labouring classes. “Middle class” is also often a very ill-defined term in its usage and how it is understood. [2:  Aries 1962: 73–83; See also 15שביט 1996، עמ'–65.]  [3:  Aries 1962: 179؛ ברוך 1991, עמ' 35؛ שביט 1996، עמ' 26؛ משיח 2000، עמ' 35-30؛ כרכבי-גראייסי 2006, עמ' 33؛ ;שיכמנטר 2007,. עמ' 9.]  [4:  שביט 1996, עמ' 27-29؛ כרכבי-גראייסי 2006, עמ' 33-34]  [5:   שביט 1996, עמ' 9؛ גביאן 2011, עמ' 78] 

Historian Eric Hopkins believed that the social and economic changes that took place in the industrial age were what led to the emergence of the term “childhood,” highlighting the improvement in living conditions and the development of schools that were the contemporary consequences of those changes.[footnoteRef:6] Shavit affirms that the writing for children that began in the eighteenth century was effective in its educating and nurturing aims. It was at this time that texts addressed to children began to evolve in parallel with the changes in perspective toward them. They changed from conceiving children as objects for entertainment to ones upon whose upbringing and education one should carefully focus. The style of writing also changed to better suit the needs and cognitive abilities of children that the educational system identified.[footnoteRef:7] This led to the separation between the notions of children and adults and the emergence of a new entity: the child with its particular needs. All of this, in turn, eventually led to the emergence of a literature specifically for children.	Comment by John Peate: I have suggested removing the term “the Middle Ages” (العصور الوسطى) which would normally be applied to pre-Renaissance times. Hopkins’s main work on childhood looks at the nineteenth-century England principally and he wrote almost exclusively on the nineteenth and twentieth centuries.

Similarly, using the term عصر النهضة (lit. The age of the renaissance/renewal” doesn’t translate well directly into English for the period Hopkins focuses on in Childhood Transformed, which is subtitled “Working-Class Children in Nineteenth-Century England.” I have suggested “the industrial age” as a broader term, since it does not seem that you imply he differs from Shavit.

Please check if you agree. [6:  Hopkins1994: 314; Shavit confirms that the term “childhood” was formulated in a very slow fashion and first among the aristocracy before gradually being disseminated among all classes:  שביט 1996. עמ':25-24]  [7:  שביט, 1996, עמ'  11] 


1.2. Definition of Children’s Literature
The study of children’s literature[footnoteRef:8] is founded on a view of it as a genre distinct from and independent of literature in general, subject to the parameters and restrictions imposed by children’s culture and meeting society’s requirements of it as an integral part of educative and nurturing systems. It has a system and fields of activity of its own and its own forms of marketing, publishing, libraries, and criticism, quite distinct from adult literature.[footnoteRef:9] Within this system, children’s literature is not only defined by its textual register, but also according to the writer and the publisher as the agents in its production. In practice, adults are the ones who choose the texts addressed to children, thereby passing on their own values, role models, and ideals to them.[footnoteRef:10] [8:  For more on this term, see  בורדייה 2005, עמ' 24]  [9:  שביט 1996, עמ' 8؛ גולדברג 1978, עמ' 45؛ דר 1997, עמ' 165؛ היסטנגס 2008, עמ' 345]  [10:  שביט 1996, עמ' 9-11.] 

The approach this study takes is intimately related to the nature and dynamics of the subject matter, which require us to study intertextuality in children’s literature. The principles of communication between the writer and the child-reader are not based on equality in terms of language abilities, experiences, and social position. This asymmetrical communication is a central issue in the theory on children’s literature, as it clearly reflects what exists outside of the text.[footnoteRef:11] This asymmetry circumscribes the development of the child’s reading abilities. Based on this, children’s literature must align with the requirements and capabilities of its child-readers and bridge the communicative distance between the stakeholders by adapting the language, themes, and ideas of the narrative to the age group.[footnoteRef:12] The German children’s writer Kirsten Boie formulated the questions children’s writers ask before they write for children as follows: [11:  O’Sullivan 2005: 14.]  [12:  Ibid.] 


What can I expect of children, whose conception of language has not developed as an adult’s has, without asking a great deal of them? What must I expect from children without compromising moral, educational, and psychological demands? Perhaps the most important question for every children’s writer is: What does the “market” allow me to do? And what does it want from me? Or what does it prevent me from doing in a rapidly developing media-driven society?[footnoteRef:13] [13:  Ibid.] 


This asymmetry that characterizes children’s literature has an impact not only on its place in the literary polysystem,[footnoteRef:14] but also on all communicative aspects of children’s literature, beyond the linguistic boundaries. Boie asks the questions she does as a “real writer” of children’s texts. [14:  For more on this, see אבן-זהר 1970, עמ' 286] 

Simon Chatman’s narrative theory[footnoteRef:15] has demonstrated that the author does not communicate directly with the reader, but that this communication takes place within the text itself[footnoteRef:16] and that this communicative process necessarily encompasses:	Comment by John Peate: Spelling corrected [15:  Chatman 1990: 21]  [16:  O’Sullivan 2005: 15; שביט 1996, עמ' 16] 


The real writer → the tacit writer → the narrator → the narratee → the tacit reader → the real reader

While real writers “die” when writing their texts, the tacit reader child’s role is to define the tacit writer,[footnoteRef:17] the image of the real writer presented to the reader in the text, with a predominantly ideological framing of that image. Likewise, narrators, as mainstays of the narration, assist in this, even if their presence is “masked.” The real writer is obliged to develop the narration with envisaging a particular reader corresponding to particular perceptions, imaginations, and thoughts. Hence, the real writer in this process must incorporate all aspects the child’s reading needs into their considerations.[footnoteRef:18] Here we are contemplating what the writer writes for children, what the best way for writers to communicate their ideas to them is. [17:  For more on the “tacit writer,” see Shen 2011: 80; ؛ הראל 1991, עמ' 34؛ משיח 2000, עמ' 177؛ נשיא 2008, עמ' 26]  [18:  Lucas 2003: 14–15; Rodman 1993: 12–23] 

Christine Wilkie-Stibbs has developed a theory of intertextuality in children’s literature by focusing on the writer/reader axes. She contends that the relationship between the writer and the reader in children’s literature is an imbalanced one in power terms. Adults write for one other, but it is unusual for children to do so. This ostensibly turns children into helpless recipients because adults choose what to write for them and children’s literature becomes an intertextual subgenre of adult literature. However, we now know, through experimental studies involving children in “intertextual games,” that, through intertextual processes, children acquire a particular text of their own beyond the text’s and its writer’s control. Thus, the theory of intertextuality establishes that there is a barrier to hegemony in children’s books written by adults, who work and are consciously or unconsciously influenced by the intertextual space, which is the literature they read as children. Despite children’s evident ability to “own” the text, the writer/reader relationship in children’s literature remains asymmetrical because children’s multisubject knowledge cannot be assured. The theory of intertextuality in children’s literature thus raises several questions, including: What is it required to be? What importance must be ascribed to it? For these reasons, the relationship between the components of intertextuality — writer/text/text reader/reader/context — is a particular when we are dealing with the theory of intertextuality in children’s literature.	Comment by John Peate: She now uses this surname, though the work in question was published as Wilkie.	Comment by John Peate: Spelling corrected
Wilkie-Stibbs explains that the theory of intertextuality[footnoteRef:19] is both dynamic and dialectical. It is also a linguistic theory because the two subjects of reading and text are not merely inherent in language but are also composed of it. Thus, the issue is not confined to us having ideas in relation to every intertextual text, but rather that these texts have become as they are because they are dialectically interrelated and are themselves products of literary, cultural, and linguistic symbols.[footnoteRef:20] [19:  Wilkie-Stibbs 1996: 179–230; See also Rose 1989: 54 and Jones 2006: 287–315]  [20:  Wilkie-Stibbs 1996: 179–230] 

Wilkie-Stibbs describes this barrier between writer and child by way of merging one text with another or several texts as a process of narrating reality. This is the basis of the theory of intertextuality. The receptors, through this process of narrating reality, acquire knowledge of the literary criteria and salient features of the literary work, through which they can determine its genre. Through this narration of reality, the child-receptor is obliged unconsciously to learn that texts that refer to others have become embodied in the original.[footnoteRef:21] [21:  Ibid.] 

Karin Lesnik-Oberstein identifies two types of intertextual texts in children’s literature: Texts adapted from literary works and imitative texts that seek to replicate, counterpose itself, paraphrase, or replace the original work, often acting as the pre-text.[footnoteRef:22] Based on this theory, texts adults address to children largely reflect the world of adults. They express their inner struggles and their suitability is appropriate in parallel with the legitimacy of the cultural mechanisms exploited in relation to children. Thus, children’s cultural mechanisms are part of the general system of culture. [22:  Lesnik-Oberstein 1996: 56] 

Syrian children’s writer Dalal Hatem (1931–2008) expressed a like idea in her collection of short stories Hikāyāt min Ṭufūlat Zaynab (“Tales from Zainab’s Childhood”) published in 1966. She wrote in her brief introduction to the collection:

Did you, my friends, imagine how your fathers and mothers lived when they were your young age, days when there were few luxuries and civilized resources? I will not mention anything to you in this introduction about this so as not to spoil the joy of reading and discovery. If you want more, ask your mothers to tell you about some part of their lives and it may add beautiful dimensions to what I have written for you in this book. With my love to you, the men and women of the future.[footnoteRef:23] [23:  Hatem 1966: 3] 


The author deals with the narrative in an autobiographical manner, speaking for the narrator, the child Zainab, about the stages of her childhood, describing the Syrian home in which she grew up. Couched in the phrases that frequently appear in folk tales — such as “It is told that…” and “Once upon a time…” — the author disengages from her narrative entirely, so that the person of the author and the narrator unite due to the original narrator being unknown. The author is content to be the conduit while being divested of creativity, because the narrator here is not committed to faithfully conveying a lived experience, but rather cherry-picks from that what she wants, then adds her spirituality and artistry to it to respond to the needs of the times and the requirements of educative literature.	Comment by John Peate: You use the masculine form for the author here but I think you’re referring to Dallal Hatem so I have made the references feminine. Please check that I have understood you correctly.

1.3. Folklore and Children’s Literature
This study stems from ideas put forward by Jack Zipes, one of the pioneers of modern theory on folklore, according to which every product adults target at children reflects the views of those adults.[footnoteRef:24] The child’s cultural knowledge is lacking due to a paucity of experience and is still in its formative stage. Accordingly, the deployment of folklore within children’s literature is a highly important way in which national identity is shaped through the texts in which it is deployed. Confronting children with their heritage is, therefore, a pressing necessity, especially in the early stages of childhood, as their imagination becomes active between the ages of five and nine. The fiction that surrounds them tends to be one in which strange fairies, witches, giants, dwarves, and other such creatures appear.[footnoteRef:25] This requires the selective and astute deployment of instructive folklore tropes commensurate with the important role played by this type of literature.	Comment by John Peate: Zipes is an American emeritus professor of German and it also would seem misleading to use the term “postmodernist” of his theory, based as it is on Frankfurt School Critical Theory approaches originating from the 1930s onward. I hope the suggested amendments are OK with you. [24:  Zipes 2001: 65–121; See also Al-Shamas 2004: 102 and  שביט 1996. עמ' 34-56]  [25:  Zipes 2000: 14] 

Zipes adds that folklore powerfully contributes to the development of children’s mental, emotional, and social capacities through the shaping of their personalities and attitudes. Through folk heritage, language and content are mixed into the imagination. The integration of the child into this environment stimulates emotions and fosters excitement, which has the greatest impact on nurturing children’s personalities, ameliorating their behavior, and steering the path of their lives for the better. Zipes argues that orally-transmitted folklore, with its highly suggestive methods and the power of its symbolism helps children to focus their attention on it and commit it to memory, thus expanding their expressive range and linguistic resources and allowing them to acquire the ability to understand situations and solve social problems presented to them.[footnoteRef:26] [26:  Zipes 1995: 23] 

Zipes states that the most important aims of deploying folklore in children’s literature are to introduce children to their heritage and history, to deepen their sense of national affiliation and identity, and to link them to the past.[footnoteRef:27] He argues that folklore has been the main source for children’s literature in the modern era, with many writers in Europe — such as Francis Osborne (1593–1659), Charles Perrault (1628–1703), Robert Samber (1682–1745), Jacob (1785–1863) and Wilhelm (1786–1859) the “Brothers Grimm,”[footnoteRef:28] and Hans Christian Andersen (1805–1875)[footnoteRef:29] — being inspired by folklore in all its forms and deploying it in their stories.	Comment by John Peate: Is this long footnote necessary. Your work is about the Arab world and while there are evidently some points of comparison, I’d suggest shortening this to one sentence at most along the line of: “For how the Brothers Grimm used folk tales to promote Teutonic culture and nationalism, see Kanaana and Malawi 2001: 2–3. Editors are often keen to maintain focus.	Comment by John Peate: Could you please check what you say in the footnote here? I can find no reference to this work and Andersen published his first short story collection covering the period 1835-1837 not under that name (though individual tales were published at various times). I would suggest deleting this footnote as, while interesting, it doesn’t seem central to your arguments about Arab folk tales. [27:  Zipes 200: 15; Zipes 2001: 155]  [28:  The Brothers Grimm collected folk tales from peasant narrations, trying to preserve what they expressed. Their intentions were both nationalist and romantic at the same time. They sought to preserve the remnants of Teutonic culture and to contend that this culture was no less great than that of the Classical world. In many cases, they reworked the oral stories they had collected as they pleased and altered the tales to the standards of good taste appropriate to written literature. The Brothers Grimm began to combine multiple versions of the same story, as they thought, and came up with complex texts that were presented as if they were original. This was nothing more than an attempt by them to foster a legacy of national pride. Their manipulation of the spoken tradition served these national goals. See Kanaana and Mahawi 2001: 2–3.]  [29:  Andersen wrote an 1835 collection of Danish popular folk tales called Andersen’s Tales, rewriting and reframing these tales for children. See: רגב 1969, עמ' 22؛ בן עמוס 1975, עמ' 1-7؛ חזן- רוקם 1991, עמ' 144] 

Cristina Bacchilega also urges the use of folklore, modifying it to take into account new values it can embody and functions it can have and for the retelling of folk tales through continually building, creating, and evaluating them anew.[footnoteRef:30]	Comment by John Peate: Spelling corrected [30:  Bacchilega 1997: 24.] 

Abdullah Abu Heif sees two kinds of reason the writer of children’s literature employs folklore as a source:
(a) Conceptual reasons: Folklore provides ready grounds for narrative which facilitate the process of communication because, folklore is ultimately a cultural element transmitted from one generation to the next and constitutes a large part of the collective memory.
(b) Educative reasons: Folklore is more powerful for addressing educative weaknesses since that the child can interact with them.[footnoteRef:31] [31:  Abu Heif 2001: 112] 


Abu Heif says that one of the most important aspects of deploying folklore in children’s literature is that it can foster inspiration. By this he refers to the writer’s efforts to create a new literary work based on folk heritage in its form and/or content, while drawing on the spirit of the new age.[footnoteRef:32] Al-Shamas states that deploying folklore is not a simple matter, because it requires the children’s writer to understand the heritage involved and to apply a serious reconsideration to it characterized by a spirit of careful scrutiny, scholarly criticism, and objective formulation. It is in this way that children deal with their heritage through a new vision, even if it leads to the modifying of the original text in favor of the new ideas put forward.[footnoteRef:33] [32:  Abu Heif 2001: 121. Al-Shamas emphasizes that writers must know the correct way to deploy topics drawn from folk heritage and how to reframing and redirect it for children to suit their real-life requirements, though they can add ideas that reflect the modern age and social norms: 2004: 102–103.]  [33:  Al-Shamas 2004: 103–104] 

Benefiting from folk heritage, then, requires continual renewal that keeps pace with emerging conditions. It requires the reconciliation of the two main and closely-related components of folklore: The historical component that expresses a people and their ideas over the course of different eras; and the functional component evident in the potential to deploy these ideas within a new framework with the aim of preserving this heritage’s identity and its shaping the impact on the children who encounter it. It reinforces identity through folklore, an approach we can call folkloric inspiration.[footnoteRef:34] [34:  Hamami 1984: 116; Al-Shamas 2004: 103–105] 


1.4. Deploying Folklore in Arabic Children’s Literature
Nasir Ahmad has reviewed the motives that have prompted many writers of Arab children’s literature to employ folklore in their works. He views the defeat of June 1967 as having had an evident impact on the Arab literary movement in general and Arab children’s literature in particular, as the events of that necessitated a review of all areas of life and made intellectuals and writers believe that future generations could bring about the change they themselves had desired to bring about. That is why they took it upon themselves to educate these generations in both national and international human values and, in their writing, tended to employ folklore to do so. The motivations and aims of writing are largely the same for all serious intellectuals and writers across the Arab cultural map, so their literature, by employing folklore, has contributed to the strengthening of national identity and to the clarification of its character it in the minds of children.[footnoteRef:35] [35:  Ahmad 1989: 6–7 and 76–77; Jaber 2011: 21–23] 

One writer who cherished folklore and employed it to promote the concept of nationalism to children was the Syrian poet Sulayman al-ʿIsa (1921–2012). Abu Heif points out that al-ʿIsa was deeply immersed in folklore and deployed it in the children’s literature he wrote after 1967.[footnoteRef:36] Al-ʿIsa believed that Arab children needed a cultural rehabilitation appropriate to the new conditions in the Arab world. He wrote poems and hymns inspired by popular songs that were collected in a ten-parts divan bearing the title Ghannū yā Aṭfāl (“Sing, Oh Children!” 1977). The folkloric devices and forms that al-ʿIsa presented to children were diverse and in his opinion: [36:  Abu Heif 2001: 205] 


Two basic elements are necessary to address heritage: a new vision and a new language. The new vision enriches the past, breathes life into it, and engenders new blood in the arteries of the present; a rich tributary to the river of tomorrow that cannot freeze or cease. The new language is the means that makes this past tangible, a cherished thing that lives with us, and bears our aspirations and dreams...It is the secret of renewal, and we stretch out our hand to heritage; we want to resurrect it from its long slumber.[footnoteRef:37] [37:  Abu Heif 2001: 205] 


We also find this propensity in Syrian writer Zakaria Tamer (1931–), who has used folklore as a means of creating children’s stories with novel implications. He has drawn on ancient heritage and from modernity in form and ideology, as in his collection Limāḏā Sakata al-Nahr (“Why the River Was Silent,” 1973) and the story “Al-Jarrād fi-l Madīna” (“The Locusts in the City,” 1982).[footnoteRef:38]	Comment by John Peate: Year corrected [38:  Qarania 2009: 23] 

Interest in folklore in children’s stories notably took another direction in the early 1980s. As the writers’ aims had been to deploy folklore in children’s stories to foster national identity and a sense of Arab belonging, they turned to employing local folklore for several reasons, the most important of which was fear of loss of their country’s heritage. These changes fostered interest in local folklore as an important source of inspiration linked to real life and an important source of national heritage.[footnoteRef:39] Consequently, writers tended to deploy local heritage in children’s stories evident in the increase in academic studies of children’s literature that began to appear in certain Arab countries. In a study he conducted on the nationalist content in the writings of children in Jordan, Mahmoud al-Dibaa confirms that writers living in Jordan have tended to deploy local folklore in their writings, especially songs, to promote the nationalism in a concentrated manner, especially in the early 1980s. Al-Dibaa adds that these writers did so to introduce children to their local heritage and deepen their sense of belonging to the homeland, something which both supports adherence to the national identity and also develops children’s imaginations.[footnoteRef:40] For example, Jordanian writer Fakhri Kawar (1945–) introduces folkloric elements into his 1991 short story “Ḥadīth maʿ Umaymah” (“Conversation with Umayimah”), which talks about the life of Jordanian villages in past decades and presents the Jordanian traditional folk games prevalent at the time.[footnoteRef:41] [39:  Khouri 2013: 60]  [40:  Al-Dibaa 2009: 99–105]  [41:  Miqdadi 2000: 45] 

We find this tendency among Syrian writers as well. For example, the writer Aref Al-Khatib (1946–) has deployed Syrian folk tales and proverbs and made them into modern stories, such as in his tale “Al-Thaʿlab wa-l Dajāja” (“The Fox and the Hen”) in the 2008 collection Mamnūʿ al-Ḍaḥk (“Laughing Forbidden”).[footnoteRef:42] Works that bear the name of the country in their titles are notable. For example, the Syrian writer Raja ʿAli Huwayla (1962) wrote a collection of stories entitled Kāna Yā Mā Kāna Ḥikāyāt min Bilād al-Shām (“Once Upon a Time Tales from the Levant,” 1996). The same applies to the writer Khair El-Din Obaid (1954–) in the story “Ḥikāyat Thalāth Layāl” (“The Tale of Three Nights”) from the 2004 collection Ḥikāyāt Shaʿbīya li-l Aṭfāl (“Popular Tales for Children”). His tales drew on his environment and he adopted the formulae prevalent in Aleppo and Idlib at the time.[footnoteRef:43]	Comment by John Peate: This doesn’t seem to show the same thing as pointed to in the previous example. Please consider explaining this a little more. [42:  Qarania 2009: 52]  [43:  Qarania 2009: 204–207] 

The Egyptian Abdel Tawab Youssef (1921–2015) also drew inspiration from folklore in his stories and plays. He deployed Egyptian proverbs in his 1987 play “Juhā wa Shajarat al-Arnab” (“Juha and the Rabbit Tree”) and wrote a popular 2002 story entitled “ʿAwdat al-Saddīq” (“The Return of Al-Saddiq”), in which he deployed Egyptian folklore relating to such matters as folkloric customs and traditions.[footnoteRef:44]	Comment by John Peate: Could you check I have this right? You have shadda on the dāl so I take it this is a surname rather than the word for friend or is that shadda on the ṣād? [44:  Ghanem 2009: 251] 

Interest in folklore increased significantly with the dawn of the third millennium, websites dealing with children’s literature proliferated, and writers who saw the necessity of presenting folklore to children turned to publishing their works in online magazines. In this regard, Muhammad Qarania says that this was in spontaneous response to the turmoil of globalization, which seeks to eliminate cultural particularity on the one hand and to link child to their past and family heritage on the other hand.[footnoteRef:45] [45:  Qarania 2009: 14] 


1.5. The Relationship of Children’s Literature to Palestinian Folklore
Folklore in its various hues has been an effective phenomenon in constructing texts for children. Writers are able to rediscover the past in the light of present phenomena, in all its human and social dimensions, and reshape it once more. Anyone who has followed how folklore was used in Palestinian children’s texts before 1967 will notice that it was only a direct form of use for national political purposes only without the functional educative goal.
In the late 1980s and especially after the 1987 “First Intifada,” those who prominently dissented from traditional children’s literature reached the apogee of their influence, as renewal began to impose its presence on its artistic forms. It was at that time that the deployment of Palestinian folklore became one of the most important general literary devices, in Palestinian children’s literature in particular. The events of this time necessitated a review of all aspects of life among the Palestinian people, especially children, and made Palestinian writers believe in the capabilities of the next generation to bring about the desired change. That is why they took it upon themselves to educate these generations on national and human values and used the Palestinian folklore to inculcate national values in their writing. Their writings contributed to strengthening the Palestinian national identity and clarifying it in the minds of children.
With the passage of time, this use of Palestinian folklore became one of the important phenomena in texts. The sources of its heritage diversified, as did the methods of its deployment, while there was, at the same time, the emergence of different trends, including that of renewal, which adopted the idea of inspiring readers through employing folklore. It is noticeable that this form of inspiration was technically immature at its inception. The folkloric aspects appeared randomly scattered and to not serve the literary construction of the text. In the 1990s, the employment of folklore took another turn, as the folkloric elements went beyond the simple narrative into a necessary element in symbolic construction, such that communication between the past and the present would take place through the symbols of folklore, with wide-ranging connotations. The writers of this period sought to employ the folkloric elements artistically as expressions of the concerns of and issues faced by contemporary Palestinians.
Given the development of children’s literature styles and trends in the late 1990s, we discover a new way in which Palestinian folklore can to provide inspiration in literature directed at children and from multiple directions varying from one writer to another. By this time, Palestinian folklore was being dealt with in a more conscious manner than before. Thus, literary forms multiplied, just as the traditional elements inspired by the texts varied, and their allusiveness was exploited to convey new types of content. Thus, it was at this time that the Palestinian folklore became a key source of creativity for many writers who wrote for children.
Given all of this, Palestinian children’s writers’ relationships with folklore acquired a level of artistic awareness that expressed its development from generation to generation. It was the beginnings of dealing with folklore based on writers’ awareness of heritage and desire to revive it. Later, the use of folklore and its presence as a source of inspiration in stories became an important part of their structure and artistry.

1.6. Summary
Writing for child-readers with the aim of educating them in a way that is appropriate to their social and psychological needs began in the early eighteenth century. Texts written for children changed during that time due to a change in perspective toward children themselves. Subsequently, the conception of children changed fundamentally and the need to educate him emerged as an imperative, not only at home but also at school. This new vision dominated the eighteenth century, which led writers to adopt a predominantly romantic view of childhood. This led to a change in the style of literature addressed to children, matching their needs and cognitive abilities as determined by the educational system. Children’s literature is seen as part of the educational system as it is based on its own systems. It has its own fields of activity, marketing, publishing, libraries, and criticism distinct from adult literature. The study of children’s literature thus differs from that of literature in general, given that the former field is a discrete and independent discipline.





 
 Zipes 2000, 14
 Zipes 1995, 23 
 Zipes 2000, 15؛ Zipes 2001, 155 
 كتب أندرسون عام (1835) مجموعة قصص من التراث الشعبي الدنماركيّ عنوانها قصص أندرسون، وقام بإعادة وصياغة هذه القصص وملاءمتها للأطفال: רגב 1969, עמ' 22؛ בן עמוס 1975, עמ' 1-7؛ חזן- רוקם 1991, עמ' 144؛ 
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