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ABSTRACT

Although in patriarchal narratives female characters wiatlenge the dominant
power structures of the society in which they live are often condemned for their
dangerous sexuality, intelligence and creativity, classical myth continues to be
attractive to women writers. In developing their theories off@npcetics, scholars
such as Nancy K. Milleinterpret classical women associated with textile prodaocti
(Arachne, Ariadnend Penelope) as symbols of the woman as artist. There also
exists a tradition of female authors rewriting ancient heroines as arésteers,
storytellers and figures of female wisdom and prophetic power, whose stories have
the power to provoke social change.

| examine and adapt theories of authorship, influence and reception to a
female writing subject. | apply this framework to thoeese studies, assessing the
extent to which female authors have been successful in using classical myth to create
positive representations of women, female creativity, voice and influence: the
appropriation of Apul ei uMetamdplibsegn d and Ps:
fairytales by FrencBalonnieres whi ch t hen influence Angel
d_a Belle et la Bét@in The Bloody Chambdr 1 9 7 9 ) ; Mary Shell eyos
Promethean myth anthe Arabian Nightén Frankenstein(1818); and Margaret
At woodods and Uifigunatiorss ofclassidaliherainésdiner e
Penelopiad2005) and_avinia (2008).

While these authors present interesting and effective techniques of rewriting,
they sometimes reproduce a negative dise® of female creative inadequacy and
authorial anxiety that does not reflect historical and contemporary réatiisnding
Nancy K.Mi | er 6 s t heor yjlhave devdoped @ hew rdmewpik tors
reading womends r ewr ipbeticad crgativaautbniornye s . My |
reflects the woman writerds sophisticate:
her relationship to the literary cultures and reading communities with which she

identifies.
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PART I
INTRODUCTION
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AUTONOMY

This thesis examines the appropriatadrclassical myt in fiction and feminist

literary theory by women writers. It assess the extent to which the use of classical

|l iterature in womends rewriting practice:
patriarchal discourses of the cultural inadequacy and inauthemtidgynale

authorship in literary representations of female creativity.aiih is to produce a

theory of feminist poetics that can account for the wide range of reading and

rewriting practices that have been undertakewbmen writers.

This thesishasgrwn out of my response to Nanc)
OArachnol ogies: The Woman,| Tahreg ulee xtth aatn dMi’
rewriting of the myth of Arachnas a parablef feminist authorship iproblematic
in its portrayal of a suicidal disembodied f&e author and in its implicit
assumptiorthat two female authors who share an identification with a broadly
feministorwo mend6s i nt er pwilledad anderewcite weaving women
in the same way.dxamingg he strengt hs andmodekchek nesses
feminist rewriting practice and the alternative literary history it constructs
Throughout thiste s i s, |  dr aw omythifiAlacheera®asmetapha o f t
of 6womands relation of productiavablet o t h
(or critical nodelling) of a feminist poeti@dAWTC, 272).However, whereas Miller
presents her rewriting of the myth Afachne as a singulaiwmogeneoumodel, in
my critical model s | present three possil
of the continuities and differences i n i
dominant culture. My multiple readings of the myth emphasise the mutability of
classical myth and its openness to interpretation and appropriation. | refigure the
myth of Arachne as a critical model of each rewriting practice that | examine in
order to argue that the way in which a female author reads classical texts and the
techniques of rewriting that she chooses to undertake are inextricably linked to the
extent to whictshe feels excluded from dominant culture and the nature of that

exclusion.
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In anciet Greek and Roman culture, weaving and spinniag a
conventional signifier of female virtwes defined by culturally specific constructions
of a wo ma obligatondolhér ouse and famillgatimplied a loyalty to the
state and reverence for theds? In classical literaturey 0 me dofnasic textile
production is presented and valwegdan important contribution to the continued
wealth and comfordf the family.However,when the weaver chooses to use her
creativity for another purposthere are severe consequences for her deviant act of
production | would like to illustrate this by briefly looking at the representation of
textile production in the myth of Aracn e 1 n b o o kMetamoxphoseBnd Ov i d 6 s
Penel opeds weaving of Laer@dgssey. shroud in

I n OWMetaimdrphoseAr achneds defiant protest ¢
power denies the cultural association of weaving and spinning with loyalty to the
state and godhead. The ldyern, poor and motherless Arachne initially uses her
skill in weaving and spinning to provide for Hamily. She is famed throughout
Lydia for her great skill in her crafand sherows angrythat everyone assumes that
her ability is a gift from Athena (Minerva). Arachne is offended by the dismissal of
her creative autonomy. She declares her skiltgbee at er t han At henad
challerges her to a weaving contestl@5).Wh en At hena answers Ar
chall enge and enters into thArdomeedsc s
weaving no longer serves the culturatigdained purpose of providing foehfamily
(6.26-69). Arachnenow uses her skill to challenget henads aut hority o
creativityThe goddess does not deny Arachneos
Arachne for what she represents in her tapestry: the sexual abuse and betrayal that
women have suffered at the hands of male gods. Athena destroys the tapestry and
beats Arachne over the head with a shuttle, the shared emblem of their textile
producti on. I n humiliation, Arachne att el
of compassion ito change her into a spider {29-45). Forever cut off from real
textile production, Arachne has no choice but to spin in a crude imitation of the skills
she once possessed. The myth focuses on |
autonomy of her tdaxe production. Arachne is supposed to accept that she is nothing
more than a vessel for the transmission of the creative power of the gods, that
women | ack the authority to create indep
against the immoral law olfié gods requires that she sacrifice herself in that act of
defiance. She is saved only to be punished by a metamorphosis that restricts her

12



access to the tools of her creativity. From now on, her creativity can only come out
of her own body.

I n H o OdgsseyRenelope is also famed for her skill in weaving. In his
speech to the Ithacan counci l I n book t wi
wor kmanshipéb as above that of all other
seen or heard of, even in therses of ancient times. Like the people of Lydia in
Arachneds story, he too believes that t hi
Antinous argues that Penelopeds intelligt
in weaving, it must be thefgiof Athena, since no woman could possibly have come
up with this pan of resistance onherown1283 4) . Penel opebds assoc
weaving is used by men to deny the creative autonomy of her actions. Furthermore,
at the Ithacan council, it is Penetopnd not the suitors who are held responsible for
destroying the wealth of her family. As the head of an aristocratic household,

Penelope would have been responsible for overseeing the domestic production of

cloth. The suitor8infringementon thedomestic space of her household forces a

change of the purpose of her creative act, from providing for her household to using

her skill to defy the patriarchal law of the state which says that she must rematrry.

Under the premise that she must finishwegvinL aer t es 6 shroud bef o
suitor, Penel op eb Badh aigheshe uhravels hérgvorle lais threee b
years before the suitors discover her deception andmi@that she choosenew

husband. During this time, the suitors have cargd to feast on the dwindling

resourcesind wealth of her household 92:142).From the perspective of the

suitors, Penelope has subverted her skill in weavorg its conventional,

conservative purpose of providingrfthe economy of the household. Bdno p e 6 s
resistance is ultimately vindicated because it forestalls the suitors long dnough

Odysseus to return amestore peace to thaca However , for the sui
weaving is indicative of her dangerous cunning and trickery, an act of detfzatc

threatens the ordained organieatpf society and of the statdor eover , Penel
art is reduced by the necessity dictated by her material circumstances to the

production of a textile that can never be complete.

Against theassociion of womenin classical textsvith repressie notions of
female virtue and creativity, there also exists a tradition of female authors rewriting
ancient heroines as artists, weavers, storytellers and figures of female wisdom and

prophetic power; whose stories halie power to provoke social changy@luenced
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by the association of textile production with female storytelling, the archetypal
image of the weaving womadras historically been read, and continues to be bga
many female authors, as a literary represemtaffemale text productiarin this
rereading practice, th@eaving woman ise-figuredin the new tekas an archetypal
female storytellerHer attachment to the ancient past is utilised to construct a
historical continuity of resistance patriarchal power and representation in female
authored textsThis rereading practice risks causing the feminist author to become
complicit with those foundational texts of androcentric thought, of reproducing
narratives of the inadequacies of female arghp and images of a female artist
who is punished, or sacrifices herself, for her art.
| present three case studies in which | examine the continuities and fractures
of three models of womends rewriting in
theoryd O Arachnol ogi es ® i actoontfathecwide tange o | mo d
rewriting practices undertaken by femaethors For these case studies, | use th
|l abels 6The Ré&EAcae hofebAr £Ehlahé engéd and 6
Inthed R e esof Arachn@ | examine the@ewriting practices of Marie
Catherine 8@ A u | JeangpeViarie Le Prince d8eaumont an@abridle de
Villeneuve, three femalauthors whaveresalonniéresand participated in the
literary activities of French salohetweenl697 and 1756Although hese authors
can be broadly identified as belongitogthe same reading communitlge ways in
whichtey appropriate the myth of 6Cupid and
Metamorphoseélhe Golden A3sn their versions ofLa Belle et |aBétedare very
different.l have chosen tabk at the fairytale tradition in this case study because it
provides a strong example of a tradition
Belle et laBétedis significant because it has developed elytiterough a dialogue of
influence between female authdgy. following a direct line of intertextual
influence, each author can be seen to have adapted the character of the old woman
who tells the tale of o6Cupid @nd Psychebo
MetamorphosesThis character was given the attributes of the Fates and other
classical goddesses in order to transform her into a fairy who represented the women
of the French literary saloirlowever, the extent to which this charadterctions as
an archetype of female power and wisdom degrades with each successive
appropriation This can be read as an explicit response to the-podiocal
environment in which the author found herself writing. The available profusion of

14



letters angprimary historical sources relating koenchsalon culture during this

period means that we can seaably assess the way tkta¢ historical circumstances

in which these female authors lived may have affected their rewriting prdgyice.

the 1750s therénch literary fairytale had moved on from its original purpose as a
learned and tasteful entertainment to that of a pedagogical tool. Under the increasing
influence of dominant patriarchal control over the French court and literary
production, the femalarchetype became an authorising figure for increasingly

explicit moral messagem light of this, lexamine the extent to which each rewriting

is complicit with culturally specific discourses of female lack.

In the final section of this case study | agghat it has been the tendency of
modern feminist authors rewriting the fairytale to identify and align themselves with
the rewriting practices and appropriated storytelling archetypibesé early female
authors as evidence of an early feminist traditobscured by later impositions of
patriarchalvaluek exami ne t he extent to which Ang
the female fairytale writers of the French saloher rewritings ofi_a Belle et la
Bétedi 6 The Tigands 0Bhied€o6 ur t sTheiBmodpGhanMer Ly on
(1979)i can be seen to have contributed to her recognition of the complicity of her
rewriting with a patriarchal discourse ol
and her later réiguration of ths lack as a source of positive creative resistance
against patriarchal 6cCanttrealdsi m eawFThda i Thigg e
provides a very interesting example of the way in which the new feminist author may
use her identification with past femalathors to avoid reproducing the discourse of
a female anxiety of authorship.

I n 6Ar achn@ éxamimeMarl y eSilgeel | ey s appropr.i
Frankenstei(1818)of Pr omet heus Pl asticator (O6Prom
i n  OWetandérphosgs, Pr omet heus Pyrphoros (O6Prom
i n AesPRrdmetheussBound and the O0CircOdysseylpi sode o
argue that Shelley reads her classical source leodteng for positive
representations of female authorshijis forcesa painful seHidentification with
the representations of female creative lack in those classical3&etsejects the
classical weaving woman as an archetypal representation of female authorship, in an
attempt to avoid reproducing patriarchal discosiigiethe cultural andriguistic
inadequacy of the se#facrificing female author. IRrankensteinShelley replaces
the classical weaving woman with tAealogous female storytelling figure of

15



Scheherazade froifhe Arabian NightsHer association with thenguage of textiles

describes the act of storytelling itself. When Scheherazade sees that dawn is
approaching she abruptly st operstirethe t al e,
following nighto(ANE,28). Moreover, the narrative structure of tNgyhtsitself

i mitates a spi destorythat Bcedherazadentedfmvdisioat frome a ¢ h

a central narrative before returning to the cenifrdike her classical counterparts,
Scheherazadeb6s act of st or gwag,lthecharacteras s u |
of Scheherazade can be read as a more positive and explicit representation of female
authorship that those that can be found in the classical traditioanalysis of the

narrative structure dfrankensteirreveals a striking correian between its structure

and that ofThe Arabian Nightdn this case study, | examine the way in which

S h e | Frankedsteirappropriates and uses the figure of Scheherazade and the
symbolic |l anguage, structure and content
060The Fi ve L &dargeethatthis furgteoms doaransforthe dominant

patriarchal interpretation of Pronnee an myt h and the signific
weavingby using these myths to address feminist concerns with the gilagamen

in society and the implications this has for female author$tiiple the influence of

cl assical I i t er at uenwell doouménkee, veryditye@rdicaw o r k  h ;
attention has been given to the influenc&loé Arabian Nightsalthough she uses

these two sets of allusions interchangeably. This has implications for, and gives a

new perspective to, iQ@ill bsdrutdyamd Gulhbed rl Gesy 0O
authorship inThe Madwoman in the Att{@979).

Shell eyds appropri at iFoankensteinstrbwea c har ac 1
from t he 6Fi v éInthaNightgSafieduhctioBsaag a Sclieherazade
storytelling daible.As | will argue, Shelley inscribes herself into the character of
Safie and gives her a mother who can be seen to represent Mary Wollstonecraft.

Through this transformative appropriation, Shelley constructs the narrative structure

of Frankensteiras a web of stories, reflecting that of tights.As with

Sc h e her azBrahkelsteinstaadrratige,told between and for wonea

fact that goes on unnoticed by the male characters in thé &st. examine the
significanceiadafutshmellVodyphdeoddsSti ndbadd f o
episode otheOdysseynVi ct or Frankensteinds i mbedded

Both the GrecdRoman and Persiaftrabic literary traditions were
recognized and valued by the dominant reading community of matamiRizs from

16



which Shelley felexcludedand which contributed to her individual anxieties of
authorship and of influence, caused by her identification with her biological mother
and father as literary progenitors. My argumentisthat She y 6 s rchmiquei t i ng
stemmedrom the hope that the linguistic and cultural competence she shows in
being able to move between the two sets of allusions will prove her worthy of
inclusion and acceptance. Whgeh e | | ey 6 s r e winisdmemespecisr act i c
problemaic, it wasalso at least partig successful in that it allowe8helley to
displace and challenge hemxieties of female authorship within the text of
Frankenstein

I have used my third ctasssssthe udy ORer e:
continuities andlifferences in the rewriting techniques of two female authors who
belong to the same reading community of critically aware feminist readers, and
whose rewriting practices resemble those
6over OEoatdiscasgstudyliae chosen to | ook at Marg
rewr i ti ngOdygsteynHbemenelapiad 2005) and Ursul a Le
rewr it i n gAereitin Ddvenra 008),dscause they are both authors who
engage with feminist discourses and questions of femaleratip in their critical
and fictional workHowever, they have also displayed some ambivalence about
being identified as feminist authoiheir responséo this identifications a
contributing factor to the way in which they rewrite their classicalcsotexts. Both
Atwood and Le Guin represent their protagonists as silenced female authors who are
already present in their source texts, authors @fitennative narrative of events that
take place within the storyworld of the originating text.

Atwood reads Penelope as a woman whose voice has been undermined by the
androcentric nature of ti@dysseyand its scholarly interpretations. Stygpropriates
Penelope from th@®dysseypecause her act of weaving can be read as a direct
response to the infringement of the suitors on the domestic space of her household.
In The Penelopiadhis is rewritten as an allegory of female authorship in which the
gender tensi owelan feadindiexperience determidesthe kind of
text she produces. In contrast, Lavinia in Asmeidcan only be associated with
weaving and spinning in her originating text through the general association of
textile production with virtuous Roman womer Guin reads the absence of this
signifier as a mistake AeneddvVavignil @8s Lalamn:
silent and only expressher grief and embarrassment through weeping and

17



blushing. Because she does not weave, she has no meelfiagher story. Le
Guin constructs a back story for Lavinia that includes a responsibility to produce
cloth for her household. In doing so, she symbolically gives Lavinia a narrative voice
which is associated with spinning as a signifier of the impoetafter lived
experience to the text she creates.

While the rewriting practices of Atwood and Le Guen be cagorised
broadl y a§thedr diftererd eitical pogitoonings in relation to their source
texts and reading communities can be degroduce textual representations of
female authorship defined by their individual engagement with the theoretical
implications of modern feminist literary theofyhe Penelopiads deeply marked by
At woodds personal r e s p oxiesy®f female authoeslip i es 0
and a preoccupation with the relationship between author, text and the reader as
critic. Atwooddés rereading of Penthd ope al
Odysseexposest he absence of any iimehmag@inl v ouni
her source text.aviniais also concerned with dismantling the discourses of female
lack that she sees as inherent in theoretical discourses on the anxiety of female
authorship. Howeve. e Gui n6s engagement with Frenct
to approach t o deaGuih gves afvoice to a praviously siedts .
female character, exploring the notion of what it means to read as a feminist and
write with aALavemi mibse dvail ogue with her
contest the high cultural value that is placed on the classical canon. Theoretically,
there is no reason why thesehniqueshould not be successftiowever, both
At woodods and Le Geoesdosareewriobi egnapract At
nov el , L a v iismeprasénsed as odt lweimg strong enough in itself to rescue
her from her ghos AdneidSieniarlystheeorces ef Pénalop& er gi | «
and her twelve hanged maidse presentkas being too weak to be heard, let alone
successfully challenge the canoniCalysseyl explore the practical problems which
have contributed to the failure 6fR e r e a d i nly cofpasng &nd eobtrasting
thework of Atwood and Le Guin.

The breadtlof literary periods and traditions covered in thyee case studies
is essential to determining the ways in which the convergence of dominant discourse,
reading community and individual reading/writing subject in any given historical
moment can be seen to give risaliiderenti if broadly feministi rewriting
practicesThe research | have undertaken has allowed me to develop a critical model
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for each case studyhich | outline in greater detail in the final section of this
introdudion. In part Ill of this thesis | use these case studies and critical models to
assess the strengths and weaknesses of feminist revisions of classichbngyté.
that whileall of thesehave to some extenfailed, theynevertheles offer some
effective techniques and strategies thatsome wayowards the creation of a
feministpoetics of creative autonomiyuse my findings talevelop a new
framework for reading past and future writers that can account for the wide range of
rewriting practices thdtave been undertaken by female authors.

My study, however, does not setekassimilate all female authors witha
single practice ofewriting. My feminist approach to the reception and rewriting of
classical texts intends to highlight the historigaécif ci t y of the i ndivi
appropriation and transformation of classical texts and, in particidlarpdels of
female authorshiplhis specificity is determined by the particular ways in which an
aut horoés | i ved ex p e rizoneohegpectatoosobonenoemsorewi t h 1
reading communities, which they mdpe part of, aspire to be part of, be resistant to,
or write against or a combination of all these. Each author and each text, therefore,
must be studied on their own terms and in their own particular context so as to
prevent an assimilation that wouljain, withdraw autonomy from the individual
female writer.

To thisend, | have based my study afeminist approach to the study of the
reception of classical texts. In the following sections of this introduction, | examine
and respond to the key thessiof receptiontheir difference from readeesponse
theoriesand the theoretical immationsthis hador a feminist approach to reception
studies. | also examine and respond to the use of reception theory in the study of the
classicsand situate myasearch within the existing body of feminist reception
theory and its relationship to broader issues raised by feminist literary thigbene
Cixouso landgabrwmeyes di ffering views on the
feminist discourses have foed the central debate of feminist approaches to the
reception of classical texts. | situate my thesis within this debatexgrore and
extend upon Nancy K. Millerés rebadi ng of
Mort del @ateub(The Death of théduthor) [1967]andLe Plaisir du exte(The
Pleasure of the Texf1973]when applied to the female reading and writing subject.
| then examine the implications of a feminist theory of reception for my model of the
femalespecifico pr i mar y 6 arshipindhisyextentl thedistussions of
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Har ol d Akietyoihhdlencél973)i n EIl ai neAlStéraiweaol t er 0 s
Their Own(1978)and SandraMGi | ber t 6 s a nThe MadwwmamninGubar 6s
the Attic(1979)

Using this framework, | outline miyree critical models. | argue that since
the rewriting practices examined in this thesia be seen asextricably bound to
theaut hords own |l ived experience and her r
with which she i dentaulll beeseen astheprogluctios r e wr i |
individual rather than general anxieties of authorship and influence

I. THE ORIGINS OF RECEPTION THEORY

Reception theory originates in the German reception aestheiezeptionsasthetik
of Hans Robert Jauss, Wolfgang ls 60 s -respoasg eriticism and the Constance
school. It was deeply rooted in Gadamerian Hermeneutics and emerged as a response
to some aspects of Marxist and Formalist literary theory. Jauss argued that literature
must be viewed as partofawidereupst ruct ure (in the Marxi
model of reception, conventions and forms of literature must be viewed as a cultural
construct formed over millennia by a succession of changes in a reading
communityds expectat i ommeddythetomeandgenr e, wl
content of already familiar works. Literary critics must consider themselves to be
part of this wider system of reading communities, in which their act of interpretation
contributes to changes in the way that value and meaningete to a text.

The development ofception theory angkadefresponse criticism in the
1960s markea significant change in the interpretation of the literary process,
shifting the focus ofhe study of how the meaning of a text is created away fhe
author/text paradigm and onto the reader. While the two theories are related, there
are significant differences thhe way thareception theorists andadefresponse
critics study t he -historica, pditicahand cultural contexa d er 6 s
affects his oher interpretation of a text. Whereasadefresponse criticisifocuses
on the ways in which the meaning of a text is constructatdindividual reader

(Iser)within his or her socuhistorical contextthe focus of Reception theory is on
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the cumulative effect of reader responses within a reading community (Jauss) on the
received meaning of the text and the aesthetic judgements by tivhighlue of a

text can be seen to change over tiMedern reception theory has extended the

scope of this study to explore the ways in which texts are utilised and appropriated
within subsequent cul tur al protdewvert s as

changing value.

Reader esponse theories tended to reject

could and should be interpreted without

reading it or the context in which it was first composed and recdi8ed theories
implied that there are an infinite number of possible interpretations by an infinite
number of possible readers, all of which must be considered as equally valid
interpretations of the same teBecause readeesponse criticism focuses on the
individual reader and therefore cannot study the reading community to which he or
she might belong, it undermines the notion of professional and institutional control
of interpretationln contrast, reception theorists have tried to avoid charges of
relativism by focusing on sites of reception which can be objectively studied. This
approach requires an assumption that conditions of reading and interpretation can be
described and studied, and therefore sees the institution as contributing to the
creation ofexpectations of genre, form, language and ideolbgygive value to a

text at a particular moment, within a particular reading community.

Reception theory is a branch of modern literary theory that attempts to
relocate the focus of criticism of literaayvay from literary biography, questions of
authorial intent and the legacy of Romantic constructions of value based on the
i ndividual poetodés authorial genius. It
intellectual developments in West Germany durhng1960s at an institutional
level* Jauss criticised readezsponse theories on the basis that the effect of
individual responses to texts bierary history and change émost impossible to
quantify LHC, 22-3). He sought to address the theoreticgdlications and failures
of New Criticism and to solve the dispute between formalist and Marxist views on
the problem of literary history. In 1967, he gave a lecture at the Constance school on
OLiteraturgeschichte al s HstogasakKlalienge n 6
to Literary Theoryo6), in which he call

(t
ed

chall enges O60the prejudices of historical

traditional aesthetics of production and representation in an aestbeteception
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and i nfLHQ 20)° daes8 ardues that Marxist and Formalist literary criticism
share a common methodological problem: they both assume a universal reader. New
Critics assume that every reader has the training of the philologisé Mhiixist
critics assume that each reader is a O0hi:
and is able to pinpoint the o6relationshi
l'iterary wBrkoé (LHC, 18

Jauss proposes that literary history shdaddr/iewed as a special kind of
history that is both chronological and synchronic, allowing for a broader
understandi ng of t-hkerelatidnshiplbaeiveenavark, and pr o
audience and new work [...] the reappropriation of past works occurgammolisly
with the perpetual mediation of past and present art and of traditional evaluation and
current literary attempds In this way any act of criticism on a text must be viewed
as part of a greater system of interpretation that has the potemattdoute to a
change in the way in which art is valued. The value and meaning of a text can only
be understood by regarding |literature as
evolving 6dhorizon of expectattheconset of an
of a particular socitistorical moment, which must first be reconstructed | i t er ar \
event can continue to have an effect only if those who come after it still or once
again respond to itif there are readers who again appropriate thevpak or
authors who warnb imitate, outdo, or refuteGtF or Jauss, the Ohori z
expectationsd shared by a community of r
objectivelystudied and it i ncl ud eisderstanding ofthegesrajc h as
from the forms and themes of already familiar works, and from the opposition
betwea poetic and practical languag&HC, 19-22). Jauss argues that since the
6artistic characterd or value of any wor |
influenceda group of reader s, a new work is, [
of expectationsd by which |iterature i s |
study of this pr oo¥isisthestudyofahe sxteht ootwviioh di st
thedst ance between a new work and a readin
change in those expectations at a partic
Jauss al so advocates studying the patter |
receptonwihi n a community of readers. I f we a
expectationsd of a reading community i s |

initially value or reject a text is determined by the-pxésting body of constantly
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changing literary historynen the works that are valued by any presupposed reading
community will change to refl é&gdausstallse e x p

this process the sanctioning of a dédnew c:

The consensus of a community of readsra particular point in history
resembl es St apntl eoyf F6iisnhtoesr pofoe evevvee rc,0 mAiusnh &
focus on the role of individual interpretation within a wider interpretive community
has invited charges of ahistoricism from some critesekample, on the grounds
that his acceptance of the idiosyncrasies of the interpretation of older texts by a
modern reader legitimises misreadings of that text when the new reader fails to
understandrahaic uses of word§ he new reader imposes on thetthis or her own
linguistic expectations, which may produce a meaning that was not originally
intended’J auss6 concept of O6horizont al change
attempts to avoid the charges of ahistoricism, affective criticism and relabyism
making the object of study the general changes in the consensus of received opinion
(LHC, 28). aftemptetoragoid thesé ehargesdd entirely successful
because his focus on a community of readers assumes that there will be a general
consensus of opinion in that reading community at a particular time.

| would argue that individual receptions must be studied in the context of the
historical moment and the interpretive community to which a reader belongs.
However, it is possible to obserthe responses of individual readers and to draw
reasonabl e conclusions regarding the ext
reading community. If we are able to determine the different interpretive strategies
t hat exi sted wiptrheitn vteh ec ornmenaudne rt éys aitn ttehre m
reception, we can then determine the way
to a text were influenced by or diverged from the reception of the text by other
individuals in the reading community with whishe or he identifies. This avoids
Jaussd generalising assumption that ther
reading community in a particular historical moment, and is particularly relevant to
the study of intertextual appropriations and integirens of existing literature in
new writing. If we conceive of the author as being first a reader, whose response to
and construction of meaning in a text is to some extent mediated by the socio

historical context and reading community in which she aebeives the text, then
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theindividual readeand the reading community which he or she belongsust be
seen as equally important subgeitir the study of reception

Jausso0 reception theory is particular|
which classical literature has been historically received and rewritten by women
authors because he has been credited with providing a theoretical basis for feminist
and postcolonial debates over the literary cdtbhne concept of a community of
readers is fragently problematised by feminist, postcolonial and queer theorists. For
example in 6Reading Ourselves: Toward a |
Patrocinio Schweickart argues that the androcentric bias of resgjfgnse theory
undermines the womanreade and womené6és texts because n
been male and have focused on raaléhored texts. She argues for a focus on
female reading communities and a feminist way of reading that is capable of
6recovering, articulvaet ienxgp r easnsdi oenl sa boofr aw o n
view, of celebrating the survival of this point of view in spite of the formidable
forces hat have been ranged againéf it

Greater attention should be given to the study of the extent to which the
reception of a text within a minority reading community might be undermined or
dismissed by more culturally dominant interpretive communities in any given
historical period. We musjuestion the implicit assumption that a group of people
who share a common identification, for example, as women or as feminists, will
share a common opinion, or that their reception will be comparable to that of the
member s of a & c o mgmupingtdwhiéh they cansbe lardadlyssaid ¢ a |
to belong. In 1991, Janice Radway conducted an empirical study of the way in which
a sample group of forty women received and responded to and interpreted
contemporary fiction. The results of the study, publishefeading the Romance:
Women, Patriarchy and Popular Literatug991), suggested that these women had
sometimes radically different conceptions of genre recognition, different personal
canons of literature and different preferences for thematic thétadsvay argues
that their individual Ohorizons of expecH
lived experienceét i ed to their daily routines, wh
education, social role, and class posiiith

The use of aspects t#ception theory in wider critical approaches to literary
criticism has thus provoked further questions concerning the definition of what it

means to read as a member of a more narrowly defined reading community. For
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example, feminist critics are often ammned with questions of what it has
historically meant to read as a woman, the extent to which an individual author can
be seen to have belonged to a historical reading community and the ways in which
this can be seen to have affected her reading andgvptactice. By using this more
nuanced model of reception theory it is possible to examine the way in which female
authors who prelate the emergence of tB% wavefeminist movement in the mid
twentieth century, and so cannot be considered titieally selfaware of what we
might now term their feminist rewriting practice, were individually responding to the
broader social and political concerns of their historically situated female reading
community and the way in which this can be seen te ladfected their reading and
rewriting practice.

For example, Marie Catherin@dAul noy 6s appropriation c
and Psyche in her animalithe and groom faimales can be seen to represent the
broader concerns of the female reading commumiitty which she idetifies.
Because we canlocatédhul noyo6s i ndividual reception
more precise contextthat of thefemaledominatedsalonliterary culture of the
aristocratic court i n tilweanassesstheextenato s o f
which her reading and rewriting practice
expectationsd and the cultural, political
group.

Exclusion from a reading community in the historical motienvhich an
author receives the originating text may also affect his or her reading and rewriting
of texts. Mary Shell eyds felt exclusion
Romantic poets played a significant role in her rewriting of Promethean myth in
Frankensteinas she substituted stories drawn frohe Arabian Night$or
analogous classical myths. some respects this substitution recalls the interpretation
of theNightswithin bluestocking circles in the early 1800s as a subversive discourse
onfemale experience, although Shelley cannot be historically located as a member
of this reading community. Mary Shell eyo:
differenthorizon of expectations frothoseof her inherently conservative
bluestocking contemparies. Understanding her isolation and exclusion from both
the male and female Romantic reading communities with which she nevertheless
partially identified can contribute to ol

Frankenstein.
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Under the influence f Jausso6é general theory of r
theory requires that the critic remain objective in determining the way in which the
reading/writing subject can be seen to have been affected by thensioiical
moment in which he or she reees and rewrites the text. It follows, then, that the
use of feminist reception theory as an approach to the study of the appropriation of
classical texts within feminist theoretical and fictional narratives requires
biographical and contextual documegtawidence to inform the interpretation of the
reading/rewriting subjectods critical posSi
historical moment.

Many feminist writers of fiction are critically engaged with the theoretical
implications of their writiig practice and have published theoretical as well as
fictional works, which allows us to read the latter in the light of the former. For
example, ilNegotiating with the Dead: A Writer on Writi{g002), Margaret
Atwood explores the ways in which the arti@e she had as a young female author
have continued to influence her writing. Describing the act of writing as the result of
a negotiation between the new author and her literary ancelSi, (13961),

Atwood displays an awareness of an explicitly fesraixiety of influence initiated

by her reading of texts that emphasised and propagated the image of the self

sacrificing female artist who is punished for her BiMD, 73-9).** Moreover,

At woodds consi dlRstoactl contexts offprodudiand seceptiorn

of the texts she examines can be seen as a rejection of her training in New Criticism,

an approach that, for Atwood, tells us nothing about the circumstamnadsch an

aut hor @whythay wrdesahdemtiom they are writing f0M\(VD, 12). These

are the central questions that Atwood seeks to ansvidggotiating with the Dead.

By assessing Atwooddés critical responses
reception theory and the relationship of author to text, we can better undérstand

critical positioning as a feminist author who rewrites the character of Penelope as the
aut hord6 of an al tedyssey i ve version of Hol

Similarly, lersssualya 6LPer oGuwiencétss f or Wo men
links the status of female autlsbip, particularly narratives that speak specifically of
female experience, with thproblem of writing in a femaleoice and the importance
of reader response. Furthermore, she sees it as the responsibility of feminist readers
to recognise and propagaeepr esent ati ons of female expe
writing.*? In this essay, Le Guin clearly identifies herself as part of a feminist

26



interpretive community and as an individual reading/writing subject who is critically
engaged with the concerns of Frerfeminism par ti cul arly Ci xous¢
wr i tai nlgb eon c d(ien bw haintc ée&irende la ® d lu @ leed@.augh of
the Medusa) [1976i xous argues that womends narra
impactif their writing comedrom their bodily expriences as women. She uses the
met aphor of writing in &6whtawstingtmk 6 or 0 mi
comef rom the body (CLM, 8 8wihthe ndtuee oiGhei nds pr
femalevoice and the importance of a feminist reading pra@ticenderstanding and
recognising that voice of female experi el
in Lavinia. Reading Le Guinbs critical work gi-
critical framework that underpins her rewriting practice.

The implications of feminist responses to early reception and reader
response theory continue to resonate in the theoretical underpinning of the feminist
reception bclassical texts. The negection examines the development of the use of
reception theory as approach to classical studies. It discusses the conflicds
tensionghatmayarise from this approach and examines the way in which feminist
critics whouse reception theory as an approach to the study of classical literature
have attempted to resolve these problems through an engagement with feminist

literary theory.

[I. RECEPTION THEORY AND THE CLASSICS

The use of reception theory as an approach tetthéy of classical texts is a
comparatively recent development.Redeeming the Text: Latin Poetry and the

Hermeneutics of Receptigh993) Charles Martindale observes that classicists have

hi storically resisted, anpdr eisns usroense0 rteos p e
i ncorporate I|iterary theory and the infl
model sd& i nt o t'Teinadinthe tratitonl o Neo Griticissn,

Martindale outlines the benefits of its methodologies of close textual reading t
study of classical texts, but rejects and criticises the way in which it values the text

as a static object, in possession of an inherent cultural value and meaning. In
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Martindal ebds vi ew, New Criticismds dedi c:
text has acted to propagate O6positivisti
tel eol ogical as seunpot i6odnosn)iodn at tdléaAgosiGvinat tiinnu s
approach to Latin poetry might include an attempt to trace and document all of the
classichsources of a poem or an intensive close reading of a poem, which implies
that there is a static and unchanging value inherent in the text itself. Perhaps one of
the most problematic aspects of the continued influence of positivism on the classics
Is themodel of history as a linear chronological progression of change and
development. This cannot account for the subjectivity involvestiudying the text
and past events, and the synchronic changes in value and influence that can be
observed throughout clsisal literary history.

Martindal eds c atmatriticarlust lze canaeingdna shoulds t h
view hi m or her Girthat the badg of iaterpredation they santribute to
produces the meaning of the texts under their considerationnis Bak ht i nds t
of the dialogical text, Martindale postul
viewed as a o6criticd in that he or she wi
process of interpretive construction and reconstructionezning through an
appropriative dialogue with the existing textual body. Martindale argues that it
woul d be a useful approach for cl assici si
classical texts as 0 pB8Thefacdsiohvasid @lfedsh e wo
theory of reception is the historical study of the continuities and the interpretive
fractures that can be observed in the way in which classical texts have been received,
utilised, constructed and reconstructed by critics as artists and artsitscasrom
the classical through to the contemporary petfddartindale presents his reader
with three interlocked case studies of the critical artistic dialogues present in the
reception, reading, rereading and appropriation of Vergil, Ovid and Lbuleagoes
to great lengths to represent himself as part of this chain of rereading and
interpretation, in which his reception and critical interpretation of these texts must be
equally viewed as the creative act of the critic as artist.

Redeeming the Tebg an important foundational text of reception theory in
classical studiet'y et , Martindal eés focus on the re
western poetic traditions may invite charges of elitism. He does not consider how
theories of reception might begied to the reception of classical texts in
contemporary prose and drama or the reception of classical literature in
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contemporary popular cultures. His focus is on the critic as artist, in dialogue with

the artist as critic, as a collective movemenintéiipretation and rereading capable

of shifting the cul ©Thisfduseddn the dorstauctionoof e x p
meaning and legitimised interpretation at the institutional level of the academy,

neglecting (and thereby undermining) acts of reirggaundertaken by the

unaffiliated individual reader and the broader interpretive community to which he or

she might belong.

Accusations of elitism are to some extent countered by Martindale in the
collection of essay€lassics and the Uses of Recepii@d06), edited with Richard
F. Thomas, which includes feminist, Marxist and postcolonial approaches to
classical reception studies. It also addresses the wider reception of classical texts in
prose, dramatic writing and contemporary performance. Thisestgyg move away
from the elitist influence of New Criticism (with its privileging of poetry over prose
and drama) and goes some way to addressing the theoretical concerns of minority
reading communities. However, Martindale also states that there areesdsne
which he does not vieas legitimate areas for the study of classical recegtibhis
undermines the central argument of (the apparently more dResi@eming the Text,
which argues that the value of the text is not inherent but contingenthgomy in
which it is culturally valued or devalued in the particular historical moment in which
it is received.

Lorna Hardwick interprets the remit of classical receptions more broadly. In
Reception Studies: Greece and RGR®03) she compares and costsathe
theoretical underpinnings of o&éthe cl assi
Hardwick looks at the specific ways in which positivist approaches to classical texts
have undermined the importance of the ways in which minority reading comasuniti
receive classical texts. Hardwick argues that the classachlitm and its influences
w e rbasedon a rather narrow range of perspectives [...] Thus the associations of
value carried with it were narrow and sometimes undervalued diversity, both with
ancient culture and subsequedffyIn outlining the differences between the
approaches of the classical tradition and reception theory, Hardwick attempts to
move away from New Criticismdés positivisi
better undestand the diversity of ancient cultures and their subsequent influence.

Har dwi ckds concern with reflecting thi
texts and their receptions is reflected in the editorial choices she made in compiling
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the wideranging collectiorA Companion to Classical Receptid2908) with
Christopher Stray. Stray and Hardwick accept the inherent plurality of reception
theory in a conscious attempt to disentangle classical reception from positivistic
tendencies whichcknowledge only one correct way of analysing the text. They
view the differing theoretical frameworks of these collected essays as part of the
continuum of the history of reception and make little distinction between the
receptions of classical textsinhi ghé and 6l owdé cul ture, fi
performing arts and contemporary literature. These areas of study are all represented
and legitimated because they are examined within the context of the specific
interpretive community and the speci§iocichistorical context into which they are
received. Feminist, Marxist and a wide range of postcolonial approaches are
represented here. The collection is not confined to a Eurocentric, western
perspective, but considers the comparative reception afdhsics in African, Arab
and Israeli contexts. These sit alongside more traditional approaches to classical
receptions into English poetry and broad reception studies of Homer and Vergil.
Hardwick argues that a precursor to modern reception studie® ¢aarizl
within classical texts themse8a nd t hat oéinterest in rece,j
not just a modern phenomenon. Greek and Roman poets, dramatists, philosophers,
artists and architects were also engaged in this type of agtikefygurationof
myth, metatheatrical allusion, creation of dialogue with and critique of entrenched
cultural practices and assumptions, selection and refashioning in the context of
current concerrés* Methodological approaches to reception studies that address the
way in which the positivist classical tradition has undermined the reception of
classical texts in minority or marginalised reading communities must, by their very
nature, be more critically engaged with the theoretical assumptions that more general
approacks to classical receptions have made regarding the existence of
homogeneous interpretive communities. Through a direct engagement with feminist
literary theory, reception theorists can undertake a feminist critical approach to
classical studies in whichely read for, recover and examine instances of the
reception of classical literature in minority groups, which they perceive to have been
undermined or ignored by the historical and contemporary cultural dominance of
patriarchal interpretive communities.
Vanda Zaj) ko andLaMghingiwgnMedusaoGlaasical Kysh
and Feminist Though{f006) is an important text for feminist critics who are
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interested in using reception theory as an approach to the study of classical texts.
This collection of essaytakes its name froiélene Cixou8 LedRire de la rédusé
(1976). The essays in this collection offer a comparative analysis of two or more
rewritings of female figures drawn from classical myth. The collection outlines and
explores two centrarguments. Firstly, that a feminist theory of reception must be
able to account for the variations in reader responses to classical texts within the
same broadly defined reading community. Secondly, it outlines the uses of a feminist
approach to classicetception as a methodological tool. It may be used to examine
why feminist theorists and fiction writers are so drawn to the rewriting and revision
of classical myth in their work. It can also be used to account for wide variation in
the techniques used fhese rewritings because reception theory advocates a close
attention to the text itself while considering the sdustorical circumstances in
which the text is constructed, received and rewritten. The collection places emphasis
on JaussoOopr &rodq wicgiitve 6f study, which und
texts themselves as evidence for the way in which the originating source was
received by an individual at a specific historical and cultural moment. The collection
also emphasises that diffecas in the horizontal shifts that take place in this reading
communityds horizon of expectations can |
number of variable influences on the indi
social and national demograph{t3VvM, 11).

The collection directly eng@tagppliess wi t h
Ci xousb6 concer ns \td(and initally botread) dswomaraands t o W
a feminist to the problem of inthefrpreti v
individual reader responses as a legitimate area of study for reception theorists. In
deRiredela@duséCi xous defines dédwomand as at on
s u b ji @horhogeneousategory that can reasonably be defined as such through a
sharee x peri ence of Oinevitabl eiamdiar uggl e ag:
heterogeneous community of indiwoudual s: ¢
can't talk about a female sexuality, uniform, homogeneous, classifiable intoi codes
any more than you caalk about one unconscious resembling anéthide
coll ective Ouniversal woman subjectod att
their meaning in hist dthaithdliyed éxpenieneeofi bi n g
their existence as woménnto the texts they create (CLM, 88 However, this

group of women, identified as a community through a shared motivation, maintain
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their individual identification. InLaughing with MedusaZajko and Leonard use
Cixousod6 uni ver sal / hedass forradeeinist heps ofwo man as
classical reception that is capable of integrating the study of the plurality of
individual interpretations while avoiding the charge of relativism by maintaining
their broad attachment to, and identification with,awder mmuni t y of oO6f em
60feministd readers and writers at a gi vel
reception theoryodos requirement for objecH
This commitment to a consideration of individual reception and the way in
which it contributedo the constantly shifting horizon of expectations of a wider
reading community can be observed in Zajl
appropriation and rewriting of Achilles in a selection of texts by female writers who
identify themselves as femsts. They present a comparative analysis of Elizabeth
Co o lAéhiles(200l)and Mo ni g Les GWWiilléreg1969Y; svo rewritings
of Homeric epic that oOotypify two differel
classicalmytbl. n her liadd ewbi aing writes from a pos
resistance to classical myth and the Homi
repression and misogyny. Her rewriting practice exposes the lack of female
representation in her source text. In contr@sh, o k 6-sonssi@uslyfintertextual
Achillesdoes not seek a feminocentric overthrow of patriarchal traditions. Her focus
IS on an examination of the inequalities of representation between the male Achilles
and female Helen of Troy in thkad (LWM, 2). Her rewriting practice aims to bring
these characters to equal status within her new text.
Zajko and Leonard argue that their feminist approach to reception theory can
be used to study why two readers/authors who identify themselves as belonging to
the ame reading community of female feminists, display such different responses to
the same cl assical text. This exemplifie:
universal/heterogeneous woman. As feminist writers, Wittig and Cook share some
common goals and preoccupatign@ nal ogous to that of Cixo
Both rewritings evince a Opreoccupation \
the materiality of experience friwwW the al
2). Because of these shared goals@medccupations, it would be reasonable to
consider these authors to be part of the same reading community. However, that

community must be regarded as a heterogeneous one.
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Zajko and Leonard consider this difference in the execution of the feminist
appropration of myth to be a rich area for reception study. However, the use of
classical myth in feminist discourses is also a deeply problematic issue for feminist
literary theory. This is an issue on which theettitors cannot agree. The use of
classical myt in feminist writing and thought is in some senses a very strange
choice: if feminist writers view classic:
societyd6 and the myt hs t hebasiepatiaeckal as a | |
assumptiond the gpropriation of those myths in feminist rewriting rssk
reproducing the very same androcentric and patriarchal construction of female
representation that they are attempting to resist and write adaivist, ). For
Zajko, this tension between the androderiias of the originating classical myth
and the enactment of a gynocentric subversion of it constructs the myth itself as a
6profoundly creatived dial ogi cal i magi nat
engagement withoé the way adahdndgshbeéawayhtibi
have been differentd and makes resistanc:
Leonard sees this same tension as one t hi
feminism itselfd: i s i tresistaneeno the patriarchdll e t o
systens of language and symbol if oécessity one is required to reproduce those
same systems of language and symbolic order in order to articulate that resistance?
(LWM, 3).While Leonard acknowledges that the call for a genéinigure féminine
holds the theoretical potential to resolve this conflict, she argues that in reality it
seems impossible to escape the patriarchal order, since any new system of language
will have © be derived from an originating system and that again risks reproducing
androcentric and patriarchal elements of the lingusststem thait set out to reject
(LWM, 3-4).

For Leonard and Zajko this theoretical
continual engagement with classical myth and the problem of language in her
fictional and critical worksl nLe Rire de la rédus@ Cixous displays an awareness
of the 6doubleness of mythé: its potenti
subversive oppositional space. The potential to rewrite myth is both a suggestion for
textual resi stance and @aemsbaphwomhor ICo\
rewrites Medusa from an archetypal female monster and murderer of men into a
benign figure of female sexualised power (of course this is not unproblematic in

itself). For Cixous the myth is only the framework or archetypal form thaams a
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space that can be emptied of androcentric thought and filled with a subversive
gynocentric discourse in the act of reading. Women can choose to believe in a
Omeaningdé that reproduces a myth of thei.
0 me a rof Medusa as a figure of female power and resistance against a patriarchal
culture (CLM, 8856). There is no obligation to reproduce the existing system. Myth
can be repressive or it can serve as an active textual space of resistance against
repressionjte only difference is the critical [
position on the doubleness of myth in feminist thought was and remains somewhat
controversial.
INnSpecul um, d eSpecalaruoftheeOthér &Vonmd@974], Luce
Irigaray preented quite the opposite view, taking a more deconstructive approach to
her r ewr iMythof the Ga¥é tf r 0 miRePublih avd@rdo expose and
combat the persistence of classical myth in contemporary cultures where it functions
toreproducend 6fossilised existing p&thriarcha
|l rigarayodos view classical myth offers a |
as it provides a focus for exposing and deconstructing it as a patriarchal system of
thought. Leoard and Zajko argue that this is a result of the way in which Irigaray
defines feminism as alWMcShnf ront ati on wi t |
In the nexisection | will examine the problematic doubleness of the use of
and attention to classical myth in feministical discourse by looking at how
classical images, stories and characters have been used in conjunction with theories

of reception and influence to create theories of feminist poetics.

[ll. FEMINST CRITICISM, THE CLASSICS AND THE USES OF RECEPTION

Critically aware fictional narrativggerhaps offer the mopotential for creating

feminist revisions of classical myths that do not inadvertently reproduce a discourse

of female creative lack heoretically, a feminist author could employ a way of

writn g si mi Il ar to Cixousdé 6éwhite inkdé (whic
author to text). The feminist author can also choose to read and appropriate classical
images of the female artist &anway that explicitly acknowledges her creative

autonomy. Thigs far more difficult to achieve within feminist theoretical discourses
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that employ rereadings of classical myths as critical models of feminist authorship.
The feminist critic encounters discourses of female creative lack from within the
classical myth gelf and through the dominance of patriarchal theoretical discourses,
which she acknowledges as significant texts of influence on her work, in the act of

arguing against them.

The feminist scholar mustf necessityacknowledge the androcentric and
patriarchal critical discourses that she is responding to in her construction of female
literary history. Attempts by feminist theorists to construct female literary histories
have been ineffective because the feminisbkehreproduces a patriarchal
assumption of the female authordos creati
existing models of literary history on her work. This can be observEthine
S h o w a A titeratuiresof Their OwnBritish Women Novelists from Bronté to
Lessingg 1978) and Sandra M. TaéNVMadwomandnshe and Su
Attic: The Woman Writer and the Nineteenth Century Literary Imagingti®no).
Both of these alternative literary histories directly emgagwi t h Har ol d Bl oo
Anxiety of Influencél973). In adopting some of his terms and applying them to
femal e authors, they reproduce el ements
is entirely founded on male authors and male dynamics, and thus hepultural
and creative lack of female authorsiHipn Bl oomd&s mode,lthewelv t e xt
author suffers a kind of oedipal anxiety over the extent of the infludride o
precursor anattempsto suppress this influends misreadinchim, in orderto
6 learimaginative space for himséff The Anxiety of Influencassumeshe
presence of a male poet in dialogugth a male literary canon and pays no attention
tothepesi bil ity of a female aut hor. EIl ai ne
relationto female authors implies that the lathee incapable of identifying wit
male precursar . I n Showal terdés model of | iterar)
aut horshipd stems f r thatthe make ddmmaneelofdthea ut hor
textual fieldsuggests that she should not be writing atSddbwalter builds her
alternative female literary history on the foundations of a theory that is complicit
with Bl oomb6s fiemll iec atuit dvro rgsncapableof 6 weak poe
successful Ityh e cwoompk ectfi ntghei r 6 &Thisongd mal
distinction between male and female types of anxiety regarding the authority to
create is also made by Gilbert and Gubarhe Madwoman in the Attidhey argue
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thata female author cannot and doesnoe x per i ence an O&éanxi ety
same way as her male counterpart. A new female author encounters a textual field

that ispredominantly male and patriarchal. Her attempt to identify with her male
precursors forces hemdeeco@hini binodod he.

Thus the fAanxiety of influenced that a male p
even more pri mar y ifaaadicalfeartthat sleefcanmotctesitagthat hi p 0
because she canr emcewres o rbdwitirig kmitkisotate o ¢estfoy her.

(MWA, 49)

Despite their attempts to open ugetary canons to include femad@thored texts
and recover the history of womends writi
attempt to avoid reproducing the patchal discourses of female creative and
cultural lack inherent in literary theory. When these discourses are left unchallenged
by feminist critics, they continue to propagate a patriarchal horizon of expectations
within feminist reading communities.
In6 Ar a c h @ ddneoy ¢.iMéler doesacknowledgehe problematic
influence of patriarchal critical discourses on feminist literary criticism. In her
discussion of the use of the language of textiles in modern literary criticism, she
implies that the fenmist critic needs to be aware of the risk of reproducing a
patriarchal discourse of female | ack, whi
in her writing:6t he | anguage of textiles tend to
strategies of much contemjpwoy literary criticism a metaphorics of femininity
deeply marked by FreudosbAWTE2/l)nt of wome.
Freud argued that, apart fromtheinvei on of O&éweaving and
techniques of textile production, women have made Gtilgribution to the
0 di s c and eventiens of civilizatodand t hat womendés textil
motivated byunconscious desire to hide their lack of male genifdlian Fr eud 6 s
account any act of female creativity is made a suspicious and dssfaahef
concealment that is an attempt to hide the fact that she isnotamimr e ud 6 s
rhetorical staging of the female weaver/artist recalls the long standing cultural and
semiotic association of storytelling with deception. @hé d wi disofied toltd a | e

by a woman who is weaving or spinning. Ti
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a yarrd Such proverbial expressions are also used to express the opinion that
someone is telling a lie, engaging in hyperbole, or in some way speaking an.untruth
Mill er reads Freudo6s discourse on wea
authoroés tendency to use the archetypal i
generalised ideological statement about 1
way inwhichitaffe t s f emal e creativity o6without i
spectrum of sexualities, class, gender, race and national identities, or combinations
thereof, that may be involved in the construction of female ide®iyTC, 271).In
0 Ar ac hnol oatyways eniploysihet fémenrst reading and rewriting practice
of 6overreadingdéd in which she reads the
of female authorship. Freudo6s weaving wo.l
identity is subsumed by the fu@tn of t he womené6s thread as
estimati on, Freudds analysis of the weavi
womends representation with a misogyni st
deception that is intended to hide the shamdshee | s at hée.r f emal e 6
Drawing on the work of Na o mi Schor , M i
recuperation of the femini &ideradargeesthatas t e
this can be seen as 6a variantgymes$is t he ph
ithetpog into diBAWGLRAE | of Odetamdrphoses
Ariadne is never named. She is only described as the virgin who helps Theseus
escape Dlazhydiustdth (dyppa margaadsshé hel p
betrayed ad abandoned lovesick girl who sits on the shores of Naxos complaining
bitterly about herfat¢ 6 des er t ae e/batmeudsertad agduneache nt i 0
complaining girf).?®*Beyond Ari adneds archetypal role
her identity is itonsequential to a story that concerns the honour of men: Minos, the

king and father (law)}commissions Daedalus, the disgraced and exiled male

architect/artist, to build a | abyrinth t
restore honour this family and kingdomAWTC, 283-4).

Millerarguest hat i n thisgAtiagdmgd ol iGwiotmaa i
resides in the function of her thread. 0’

solution to the puzzle of the labyrinth which she hands to Theseus, thus allowing him

to construct his identity as a great hero wlasmanagd to escape the abyss of the

l abyrinth. Furthermore, Ariadneds subsumi
functions to restore her fatherdés | aw by
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uncontroll able sexuality of herstheother .
enabling ficton of a male need for masté{AWTC, 285) Miller uses the myth of
Ariadne as a critical model in order to expose what she sees as a problematic
0reading practice common t o thdtlavegcedst st r u
to attenuategheimportance ofthe el at i onshi p bet ween the fe

and lived experience, the conditions of her text production and the text she creates.

0The critic suffering from [...] an AAri.;
thet ext, oO0foll ows the threadd and uses the
textil e. I n 6using this reading practice:
him/ herself with the 6feminined while ab:

0 wo ma n eixnAWTE( 284-5). The image of the female author becomes an
empty vessel or archetype to be filled with a discourse that is no longer her own.
Mi |l erds r eadi nLgPladrduRext§ThenRleasBra of theh e s 6
Tex) helps to further elucidateer concept of @&%Bhee Ari adne
appropriates Barthesd construction of thi
explores the implicatias of the text as textile iha Mort del ateudwhen applied
to a female writing subject. In doing solMr reintroduces the importance of the
gendered body of the female author to the text she creates while maintaining

Bartheso6é privileging of the text over thi

[ é]hemmn a theory of the text &adbdverthesfidery phol ogy:
and the concept of textuality called the Awri
maker (S/Z, 160), the productive agency of the subject ixsabciously erased by a model

of text production which acts to foreclose the questionertitly itself (AWTC, 271)

Barthes maintains the metaphor of text as textile but reduces the place of Author to a
scriptora f i gure Obor n s i mUhe author s 00dondely wi t h t h
perceived as a 6being pddilearquesghatinr excee
Barthesd theory of the text, the gender et
genderless body of theeriptorsubsumed into her text. This model of the text makes
it theoretically impossible to assess the circumstances in whadiexhwas
produced or the way in which the individual identity of the author, her lived
experience ahher ideologynay have affected her writing

The recovery of the gendered body of the female author is essential to

Mill erds projetheoposestdranagtagail hst o6i ndi
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writing subject in order O0to discover th

subjectivityd and 6to recover within repl

Mi Il |l er terms t hiApradainc & Aa fa chowd rorgega@ddi ngo i

author looks for representations of female creativity in the text that may be

appropriated in her new writing as metaphors of female authorship. She hopes to

produce a feminist literature and criticism in whachvoman 6 s wr i ting i s st

be strongly and materially connected to the individual experiences of the author and

the social, political and economic circumstances in which she wrote. These

appropriated figurations of the female artist can be explicit signieich as the

classical representation of weaving wome.

text production under the classical sex/gerateangements of Western cultgrer

they may be more coded representations of female creativity and the gemaleh o r 6 s

relationship to dominant culturd{WTC, 2725). While | agree with the aims of

Mill erds practice of overreading, Il woul q

Ariadne as a critical model of the subsuming of the female author causes her to

misinte r pr et Bar t h aeciglor.Miolnlcerpds orfe @dieng of th

arguably functions to reproduce an androcentric discourse that undermines the

i mportance of the female authordés identii
Mi |l |l er ds rlaMdtide gitadt st e 6 Ari adne Comp|

which the critic has privileged the text and dissolved the writerly into it, does not

take into considerati on t hseripterMilerreagls i es o0

d.a Mort del ateubas if the womain the text hadbeen killed off by the

androcentric bias of literary interpretation and theory and must be entiely re

imagined or reconstructed by the new feminist scholar or asgherequates the

death of the -Aobhsoirowstbhhe a@@mgecd otfi ve age

female writer in which her material circumstances cease to have any bearing on the

text she create®AWTC,271).Bar t hesdé o6killing offdé of th

function to O0forecl osed goperieustheoreticad of wr i |

problems for a feminist literary criticism that relies upon the theorising of gender

identity.Barthesar gues t hat owr i t i nwiceideveryhpeintde st r t

oforigingan &6éoblique spaced where the writing

is losb He describesthauthoras a f i gur e whoowiththe dirthboe e n 0 b L

0t he sooipo®whosdhandi s o6cut off fdtomaaey & ofiice

withoutorigini or which, at least, has no other origin than languagedtSelf
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However,@ s pi t e B ar tihisepes8ibleacsssedhratithe amgsage of
his text reintroduces the possibilityf gender and performaa whichsuggests that
thescriptoras shaman possesses at least a measure of agémnleyBarthes rejects
theauthora a f i g u fthe figuie ofdlpshaman sl t s a o6 channel
of languagehrough the performance and mediation aharrativec o dog &
persor:The tpeernfsoromanced and 6medi atinond sug
possesses some abilityatiect the way the text is written. The language of birth and
theidenti i cati on of t professiod df shgmaniestorijvgiveadh t h e
bodily substance tthis creative figure. In the many and varied shamanic traditions,
women are as likely to be shamans as men. The powers of the shaman to mediate
prophecy, to move between worlds, to metamorphose into animal form, or to see
things differently were often assated with a third sex: those who were considered
to posses both male and female qualities, were transgendered or dressed in the
clothes of the opposite sex to bring them closer to the s¥ciBaus the powers of
the shaman to mediate and perform arerofhked to a specifically sexdsbdy and
performativity.

| nLaMortdel 6teaud Bart hesd tendency towards
hypothetical Author as male is far more ambiguous in his discussion of the shaman
as a concept of the writerly thatapposed to modern western concepts of the
Aut hor @ Bartiiegfeshbiegins his discussion with a male @auémtering
i nt o 06 hi &howewvenhisdransfdrnmation into the shaman appears to render
the writing subject possibly male or femaleabteast androgynous. As Barthes
begins to write of the modern concept of authorial genius, the author is described
repeatedly as a Ohumand person or the o&ép
first explicit indication that the writing subject undemsideration may be either
mal e or female: O06The explanation of a wol
who produced & It follows then that the shaman, when thought of as a person who
acts as a vessel for language, mediating the text withowggsisg anyauthority
over it, could still be interpretems a person whoggendelndentity and relationship
to 6dominant representationd can be trac
of adnarrativecod& .

The myth of Arachne has great potahtis an allegory of feminist resistance
against dominant androcentric and patriarchal modes of female representation, but |
argue that Millerds conception of the O0A]
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critical model of feminist rewriting that reintrodes and positions the gendered

body of the feminist author in the wrong plakgller refigures Arachne as a defiant
female text maker, who is punished for her countercultural account through an exile
from her human body and the destructiddmer attachment to her work:

Against the classically theocentric balance o
feminocentric protesi...] though the product is judged flawless in the signifiers of its art

[...] its producer must be punished fts signified. [...] [Athena] goes on not only to

mutilate the text, but to destroy its author [...] she is to hang and yet to live: her head shrinks,

her |l egs become sl end eirthefantithegi®af thedgoddesshe vi r t u al
conthus t he act of spinning: fAabhdmepoweavepidet , ¢
(AWTC, 273)

The transformed Arachne is theembodied female author who writes outside and

against representation. This caofLbé read
Mortdel aGteaubas an O6OAri adne Complexd6 from whic
assumption of the O6killing of f-@ttentoh t he f

to the text:

[In] the text as hyphology [..the mode of production is privileged over the subject whose
supervising identity is dissol veld]evokedsa t he wo
bodily substance andwolence to the teller that is not adequately accounted for by an

attention taa torn web(AWTC, 273)

Miller imagines and writes the female author as a woman whose writing is motivated

by her feelings of exclusion from representatiotAr achne i s puni shed
of view. For this, she is restricted to spinning outsefgesentation, to a

reproduction that turns back on itself. Cut off from the wafrkrt, she spins like a
womaro(AWTC, 274).Thisimplies that there is a linguistic and cultural

i ncompetence to Arachne the spildeebs (thi
art of the spiderbés web may mimic the 6hi
off from the mosaic of quotation and cultural reference, her web is represented as a

crude imitation of what has gone befoket ac hnedés abi | ioddesst o cr e
Athena (representing the patriarchal godhead), is destroyed through an enforced
metamorphosis, a transformation that alienates her from her human gendered body

and forces her to try and reconstruct her art outside of normal eapagen.
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Milerr eads Ovi dos Arachne and its domi ne
a patriarchal l' iterary and critical tradi
relationship with existing representation, propagating the image of the exiled, self
sacrificingfemale artist who is punistidor what she creates. Millargues for a
recuperation of this severing of the f em:
representation as a creative critical positioning that allows the new author to bypass
traditional canonical readings that have erased women from the literaryotraadti
relegated them to bodies,torore pr esent ati on. Mill erods pr
originates in a rejection oéxisting literature and more specifically the canon of great
wor ks that have been authorisedveatse such |
text. Sheperversely rejects a particulaodel of intertextuality in which texts are
read and rewritten always in response to their relsliqnto other texts because the

6poetics of the fialready r ead,fds udbejpeecntd sl ouspto ni |
t i s 4.4 &ndy:the subject who is both self possessed and possesses access to the library of

the already read has the luxury of flirting with the escape from idénliikg the loss of

Ar ac h n e & promidecby andaesthetiof the decentred (decapitated, really) body.

[...] as a counterweight to this story of the deconstructed subject, restless with what he

already knows, is a poetics of thederreadand a practice of fAoverread
to unsettle the interptive model which thinks that it knowghenit is rereading, and what is

in the |ibrary [...] reading womends writing
had never been read, i$or the first time (AWTC, 274)

A

Miller arguesthatBartns 6 pri vi |l eging of the text
well for those that have been in the dominant position of controlling mednihg
this is another discourse that excludes those ttmatughout historyhavehad to
protestagainst the dominant discourse of female I&zthe®theorising of a text
composed of language that has already been spoken, already been read and therefore
always carries meaning with it, means tteonical, makeontrolled meaning has
alreadybeen mposed on womabilify o actvate, subverar play
with thesemeaningsmplicitly requires a familiarity with traditional canonical
readingsMi | | er argues that I f we continue to
i nt er pr e tritingy wewvellcdntinuewo interpret it according to patriarchal
forms running the risk of feminist interpretive strategies becoming inadvertently
complicit with a discoursefdemale creative inadequadyor Miller, to overread is
to reread everythinghatis in the library as if it were free of theaditional

patriarchar eadi ngs t hat frame and influence ou
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Mi | | er 8s t h e ooffeys amiriterestimgeinterpeetivel strategy for
reading and writing againsegative discourses of female creatiyibyt | find it
problematicto read a text outside of the context of its reception in dominant critical
traditionsis to ignoreevidence of theultural conditions that have historically
affected womemés | wrtietriamgy damdédtory of the
the dominant discourse of female latkroughout my case studies of the historical
rewriting practices of women writers | have observed that when female authors write
from a position of eXasion they do so in a conscious act of protest against the
dominant discouess o f f e dwhicheheyféebhaskrelegated them to this
position. They challenge this by asserting their linguistic and cultural competence, or
to use Millerdogopbfasbethekt. 6dihhsyefre] wi
knowledge of thé a | r e & deglainting thelr creative autonomy by establishing
that their level of competence with the text is equal to that of their male counterparts.

If we study the implicatione f Bart hesdé theory of the
writing through an examination of the historical androcentric bias of the textual
representation of women alone, then we are forced to conclude as Miller does, in her
theory of overreading, that the woman in thetthas been destroygdowever, by
adapti ng Bar t awhoréas aciptorsherpan into & figurenwgth an
active creative agenayho mediates and performs the texhecomes possible to
recover the female writingubject from insideepresetationor , t o use Mil |l e
anal ogy, to reject our poststructuralist
her fate.This is not to privilege the author over the text she creates. We must pay
attention to both the author and the text if we are to examine the relationship
bet ween the authordos reception and rewri |l
lived experience ahher relationship to the reading communities with which she
identifies.

| argue that paying attention to the text does not need to mean falling into an
OAri adned Weo ncpdnexavoi d this i f we reject |
reading classical migtin order to expose it as a patriarchal system of thought that is
continually being reproduced through its appropriation and influence on western
culture in favour of Cixousod6s model of <cl
positive and powerful example$ female resistance to patriarchal control. As
feminists, we can choose to read representations of the classical weaving woman and

the i mportance of her attachment to her
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resistance to patriarchal control and aspgagentation of her gynocentric protest
against the dominant androcentric representation of women. This requires that we
pay attention not to the simple existence of the textile as metaphor of literary
production. We must also consider how this representat the textile might be
read as a tool of the weaving womanoés r e:
Read from this perspectiviie myth ofArachnebecomes an allegory for the
femal e aut hor 0s,araxepidtance ithepatidrchdl repeesegtationo f
of women.lt is important to note that Arachne does not lose the contest. Athena
cannot fault Arachneds technique. But f ol
enough; she is determined to use her tap:
sufferingat the hands of male gods, even though she knows she will be severely
punished. To read and understand the classical weaving woman in this way is to take
the first steps towards a feminist poetics of creative autonomy that explicitly rejects
thewomanwrg r 6s association with creative and
InAr a c h n gMilergenghasi@es that the goal of feminist rewriting
must ultimately be a recovery of teman in the text, whicbhan account fothe
wi de range of wo mieaordedordpreserdwWomenap er i ences
autonomous and independent individual s wl
288):
Putting the matter politically, f we candét tel l[.]J{f wemendPkcér senoe il
[embedded within dominant patriarclthécourses] what are our chances of identifying the
material differences between and among women that for feminist theory remains crucial? If

Arachne and Ariadne change places in the threads of the loom, is nothing lost in this
translationdAWTC, 283)

The aim of the three case studies presented in Part Il of this thesisirgitoduce

the theoretical discussion of the active
Studying texts as the Expeidnaes,tdentitydherhe 1 ndi
relationship to dominant literary cultwkas allowed me touanceand develop

Mill erds model i nto a more flexible fram

reading andewriting practices that have been undertaken by female authors.

IV. THE CASE'BJDIESTHREE CRITICAL MODELS TOWARDS
UNDERSTANDINGHEFEMINIST POETICS OF CREATIVE AUTONOMY
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My model of feminist reading and rewriti.

0 o v e r © kaggdeithatgnany aspects of the reading practice outlined above can

be observed in the existing rewriting practices of female authors. If the new female

author is able to observe that the representation of the classical weaving iwoman

with a material ad purposeful attachment to her thréaalready exists within the

source text she intends to rewrite, thenshenhas need t o O0swin | i ke

construct her gynocentric pest outsidehe sphere of authorised male

representation. If she is ableitentify with the representation of the woman and her

act of defiance in the text she can choose to imagineshe | f as t he d&éwoma

text discovering from within, and challenging the representation of women from

within dominant representatiolmhe sase of a hirring of authorial identityvith the

rewritten classical woman asoryteller is common to all the texts that | have

examined in my case studies. This commonality can be explained by a model of

womenodos rewriting i n rwhadcsh Itdekifregnafl er aa

the textd whose association with textile

can be read as a metaphor for female authorship. She identifies with this character,

figuring herself as a female author recovered froentéixt. Through this

identification she rewrites the originating source text as an alternative female

account of narrative events in which the conditions of her female authorship are

i nterwoven into the existi ngatibneokfédmale n or d

creativity. The rewritten text places emphasisontiema gi ned char acter

material circumstances and her emotional response to the events of her source

narrative, imagined as a recovered histol
Whilet he rewriting practices of dO6Aul noy

Guin are, in many ways, extremely different, reflecting the lived experience of the

author and her relationship to the reading communities with which she identifies,

they do share some @thimportant commonalities which strongly suggest that

womenods rewriting tuahaa of didlogue iththe already i nt e |

read.These are: (i) the construction of oppositional space using the textual details of

places represented orapprop at ed as | i mi nal spaces from

(ii) the focus on ekphrastic representat.

representations of female creativity (and the text she produces); (iii) a focus on the

class, status and linguistic and cudlurompetence of the weaver/author that is
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emphasised through the staging of the cultural tension between oral (illiterate) and
written storytelling; (iv) the staging o
anxieties of influence and authorshipda(v) the appropriation of details from the
source text that are then intertwined with autobiographical or historical events in
order to present the weaving woman/author as the representation of a real woman,
who lived in history and whose story was dgegdfected by the material
circumstances in which she wrote.

However, as | will show, it is the differences in the way in which these
details of the source text are chosen, staged and reproduced for the purposes of
specific kinds of ideological protestgainst the dominant representation of women
that define the 6Rescued, O0Challenged ani
rewriting practicesln order to highlight the differences in the reading strategies and
rewriting practices involved in each case stutlave produced a critical model for

each case study outlined below:

THE RESCUE OF ARACHNE

Thisist he f e mi nrésgonse mwvhat Iheseas as the patriarchal repression
of previous f emal e a tnfluerwed stériesthatihave s and c |
damaged positive representations of female creativity, power and authorship within
the literary tradition the new feminist auth@shchosen to write iWWhen the new
author reads within this tradition she r
appropriation of the classical woman as a positive archetype of female power and
creativity. She observes that over time, this initial posiliterary representation of
women can be seen to have been transfoimedubsequent intertextual
appropriations of the archetypento an empty authorising figure for the
increasinglyexplicit patriarchal moral messages of the text.
The feminist adtoridentifies with the rewriting practices of these early
female authors as evidence of an early feminist tradition that has been obscured by
later impositions of patriarchal valughe decides to follow in this tradition by
reading her texts of influendeoking for evidence of repressed or lost textual
representations of classical archetypes of female authppivier and creativity
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that she can appropriate in her new text. Through the presence of this archetype, the
feminist author figures herrewritn as a Orecoveryd or O6resc:
anancient hidden traditioaf subversive female authorship and resistance to the

negative literary representation of women.

121 #(. %83 #(!,, % ' %

Thereading and rewriting practicef 6 Ar achneds Chall enged a
reading of the myth of Arachne (the female author) that places emphasis on the fact
that Arachne believes enough in her own skill to challenge Athena to a contest of
weaving in order to prove herself the elgpfathe goddess. In this contest Arachne
uses her tapestry (text) to explicitly cl
womenA rewriting process of O6Arachneds Cha
female author attempts to explicitly challenge aadfront a contemporary
patriarchal discourse éémale lack that she believes is undermining her authority to
create. She rewrites her classical texts of influence so that they are able to speak to
her concerns with the position of women in society wag that challenges her male
contemporariesdé |iterary representations
This rewriting practiceccurs when a female duair feels that she has in
some way been excluded from literary representation and the male reading
community that dominatesatfculture in which she lives. She reads classical texts
looking for positive representations of female authordioiging a painful seif
identification with the representations of female creative lack in those classical texts.
She therefore selects aneafiative archetype of female storytelling from an
analogous tradition. In her rewriting practice, the new female author identifies with
this female character, taken as an archetypal image of a female author, in a process
that often also relies on imagesptiysical identification, as if the later writer placed
herself into the body of the earlier figure of a female author.
Here, two literary traditions, thanks to the similarities of their narratives and
archetypes, function as a single textual systemflafence. he new female author

inserts herself into the classical tradition amahipulates a dominant patriarchal
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interpretation of classical mytbh speak to feminist concerns with the place of

women in society i.e., with the conditions have contriled to her own experience

of exclusion As theseare botHiterarytraditions that are recognized and valued by
the dominant, male reading community from which she feels excluded, the female
author hopes that the linguistic and cultural competence she shd&ing able to

move between the two sets of allusions will prove her worthy of inclusion and
acceptance. In this rewriting practice there is always a conflict presented in the new
text between an assertive desire for revenge on, and a plaintivefdeauienission

into, the reading community from which the author feels excluded.

REREADING ARACHNE

Il have borrowed the term O0Redeemiagdhemegtdé f r ol
Martindal e argues that we should view thi
a critic who has 6rereadd or reinterpret
i deol ogical standpoint or purpose. Il use
engaged modern reading and rewriting practice in which the author rewrites her
classical text with an awareness of, or as a response to, a particular argument of
feminist literary theory.

In this rewriting practice, thenodern writer appropriates a clasdifemale
character as a femadeithorof awrittentext (even if, in the original, the character is
not an author). In this, the writer attempts to avoid reproducing a patriarchal
discourse of female creative lack and inauthenticity, by rejecting thealul
association of weaving with femabeal storytelling. This new representation of
female authorship is defined by the aut ht
theoretical implications of modern feminist literary theory. In the construction of this
chamacter, what is emphasized is her silence in the source text, or how her narrative
was under mi ned. By identifying with the :
her archetype to represent herself within the text as the author of an alternative
narrativeof events that take place within the storyworld of the originating tdyd. T
new female author will often draw on other classical and classicdliyenced

sources,d construct a back story for her newly created female authorder to
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suggesthat femaleauthored texts are materially attached to the lived experiences of
their authors.

The appropriated female characteros a:
originating text is resignified: either it is presented as an arbitrary cultural
association, othe act of weaving results in a simple cloth. Whereas the textile
production of a pictorial representation (i.e. a tapestry like that of Philomela or
Arachne) can be read as an explicit representation of female resistance to patriarchal
power, the weavingf everyday cloth functions through its association with a female
characterds actions to signify that the

linguistic patriarchal system determines the kind of text she produces.

In this dissertation, | argue thahile these rewriting practices have not been entirely
successful in rejecting patriarchal discourses of female lack and creative inadequacy,
every womandéds rewriting of c¢classical tex!
promising techniques of rewritirthat are successful in explicittgjecting the

creative lack traditionally associated with female authorshipese can be refined

we might come closer toraore successful and effectiweodel of feminist

authorship that acknowledges the creative martoy and authority of the female

artist

! See Sarah Pomerogoddesses, Whores, Wives and Slaves: Women in Classical Arftiquityn:
Pimlico, 1994), pp200. | will return to this theme in the
Blushj of this thesis.

HansRoberf auss uses the tenma o6kadi ngntammohangésoot
expectationso EHCyrpp.34b(p&3).process. See

% Readesresponse criticism is an umbrella term used to describe approaches to literature that focus on
the interpretation of a text by individual readers. NarmaN . Hol |l andd6s 6é6Unity 1| den
PMLA90.5 (1975)pp.81322, Wo | f g a nThe ImgliedrRéasler: Patterns of Communication in

Prose Fiction from Bunyan to Beckft®72] (Baltimore and London: Johns Hopkins University

Press, 1978) anthe Act oReading: A Theory of Aesthetic Respdi$48] (Baltimore and London:

Johns Hopkins UniversityrPe s s, 1980) ; IaThete aJexaimthieGlassk:iTleh 6 s
Authority of Interpretive Communiti¢$980] (Cambridge Mass: Harvard University Press, 1980

to some extent locate the construction of a text in the act of reading and interpretation by the
individual. Similarly, Louise M. Rosenblatt ithe Reader, the Text, the Poem: The Transactional
Theory of the Literary WorKL978] (Carbondale: Southelllinois University Press, 1994) locates the
construction of a text in the transactional relationship between reader and author in which new texts
are constructed and mediated in each act of reading and determined by thestodizal contexts

and irdividual circumstances in which a text is received.
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Blackwell,2006), p11.
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PART II
1. THE RESCUE OF ARACHNE

RESCUING THE FAIRIESAM BELLE ET LA BETETHE INTERTEXTUAL
EVOLUTION OF A FAIRALE

In this case study | examine the structural, thematidrgedextual relationships
bet ween Apul ei us,in Mét@nonphosksr @he GoldBnsAgsc h e 6
(SecondCenturyCE)Mar i e Catherine do6éAul noyddes anim
Moutonb d. 6 Oi s e andd.-d Chatte b a n 169F-6698);Gabrielle de
Vi | | e nie Belleed la Bé@(1740);JeanneMarie Le PrincedBe aumont 6 s
daBelleetlaBét@®( 1 756); and Angel a Car tBeauys t wo
andtheBeaéio The Courtship of Mr LyTheBléodand O Th
Chamber(1979)i as the intertextual evolution aofyth into fairytale The structural
and thematic similarittes hat exi st bet weesydédbeaebei ubé i
folk and fairytales that use the animal bride or groom as a central themtheand
eighteenth century Freh literary fairyale d_a Belle et la Bét&have been well
documented, for example by scholars using the A@lv@mpson Index.
D6Aul noyds ani mal bride and groom tales
and archetypal characters of Apuleiusé o6
specific concerns with womends reduced s
powe and influence in late seventeenth century Frénce.

OCupid and Psyched6 i s amMetamophosksled t al
narrated by an old woman to Charite, an aristocratic young girl who has been
abducted by robbers. Charite complains bitterly abeu fate and her loss of the
comforts that she is accustomed to, dwddtens to kill herself (4.29). She relates
her own tale of how she was abducted by robbers on her wedding day and recounts
the upsetting dream she had in which she saw the rokibidrsr fiancéTlepolemus.
She fears that her dream is in fact aonsand grows hysterical (4.29. The old
woman argues that dreams and visions are rarely what they appear to be; images of
death and sacrifice may portend good fortune, while dreafessiting and passion
warn of a coming sickness of body and sol
i s t ol d atvocargdrdthiesense bf@auging to turn away or dissuade Charite

from her fear that her dream will come troef sed ego te arrationibus lepidis
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anilibusque fabulis protinus avocdagBut | will tell you a charming story; an old
wivesO t al e that will t al[®GA 426 p.90arduetbat t hi s
déAul noy reads O6Cupi d an damiBiguity oflprepbeca s a w:
and the dangers of accepting your fate.

I n O Cu pi daaxingdandRisegnchhve three daughters. The two
eldest are attractive but the youngest daughter Psyche is so exceptionally beautiful
that people begin to worship her irapé of Venus. In a jealous rage Venus
commands her son Cupid to avenge her by making Psyche fall in love with the
poorest, ugliest man he can find (42B). Meanwhile, Psyche finds herself isolated
and ostracised ém society While all men worship herhey fear her terrible beauty
and neither prince nor common man dares to ask for her hand in marriage (4.32).
Psycheds beauty mar ks her difference fr ol
her into exile and isolatio®® s y c he 6 s f at dcle of Amplo atMiletupto t he o
pray for a husband for his shunned daughter. The oracle tells the king that he must
dress Psyche for a marriage with death and make an offering of her on a high cliff
face. He is also told that he should not dare to hopefianmean groom for his
daughter; he will be a wild, snakike beast that flies over the whole world and saps
the strength of everyone in it. The king
instruction and prophe@nd make preparations to sacriftbeir daugher to a
monstrous bast. This beast is in fact the god Cupid; and the lust and infatuation
caused by the pri c kwerthat@engodsiféas(4:32r r ows i s
Cupid has become so enchbhasetlobgoPsgnh¥éi
plan b make Psyche fall in love with an ugly man of low social statud decides
to take Psyche as his own wife.

Psyche embraces her role as sacrificial virgin and willingly joins her
marriage/funeral procession because she knows that her very existenaadwas
offence to Venus. She believes that her death is the only way to placate the goddess.
Psyche stands on the edge of the cliff and is transported by the zephyr wind to
Cupidbés ornate palace set in the valley
Psyche soon falls in love with her invisible husband and promises him that she will
never reveal his secret or attempt to find outrois identity (5.46). Her sisters,
jealous of her newfounderlth and perfect husbarrémind Psychedf he or acl e 6 s
prophecy and convince her that she has married a great bloodthirsty snake who is
just waiting forpregnancy to make her a fatter and richer dish before he eats her
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whole. They tell Psyche that she must di
can cut hihead off (5.721). Cupid is woken when Psyche looks at him while he

sl eeps and a drop of oil from Psycheds |
wi feds betrayal h e f |whoamsprisbres birk (5.2%). hi s mot |

Venus sets Psyche tlerenpossible tasks which she must complete in order
to prove herself worthy of Cupid. Psyche must sort a pile of seeds into four different
piles of wheat, miet, barley and poppyaring Venus a tuft of golden fleece from a
herd of wild and vicious sheepw delight in murdering humans with their
poisonous bite; ancollect water from the river Styx in a small crystal vessel. Psyche
is aided in these tasks by a variety of animals. Venus knows that Psyche could not
have completed the tasks on her own angextts Cupid of sending the animals to
assist her. She charges Psyche with the task of retrieving a vial of divine beauty from
Proserpina in the underworld, a task that Cupid cannot help her with and she will
have to complete alone. Psyche fails in her besiause she cannot resist taking the
potion. The vial actually contains the sleep of death and transforms Psyche into a
0 sl eepiodrCgpidescappssoaescue Psyche and helps her to complete her last
trial (6.1021).

The story of Psyche mirrors that of Charite: she is also a beautiful lost girl
(4.23); like Psyche she finds herself alone in the world because her parents have
failed to protect her; and she too fears that shédsasier husband forever (4:26.

Thetd e api dCandofferedtachlereareasssrance that hope is to be

found even in the darkest and most desperate of situations. But the staiapdsa

more important function: t changes Charitebds perceptio
victim. Chaite saves herself by jumping on the back of Lucius (the ass) as he is

escaping (6.27). After a long journey in which they are again captured, Charite is

reunited withTlepolemuswho kills the thieves. All three makesiafely back to the

town (7.113).

DOAuUul noy appropriates the environment :
OCupid and Psycheb6 take place. Cupidbds ol
enchanted servants; the cliff face to which Psyche is brought to be sacrificed; the
floweringvalleyb eneat h it; and the settings of Ps
recognisabl e envir on mdmtAu lanselythéddlshern oy 6 s
tales on the narrate structurea nd mot i f s of GanGuspd, abwaelnd Psy
as O WMetamdrphosess a source for the classical setting of her animal bride
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and groom tales to create an idealised w(sdd in the distant pgghat is ruled by
women.However, she manipulates ttitemesof exile; sacrifice and rescue; falling
inlovewitha beast; Psycheos and the questtawin himf her h
back,to highlight the restrictive codes of female virtue and behaviour that undermine
the social and political position of women in late seventeeeatiury Francdt is in
d 6 Aul mima greom tales that Cupid first becomes the beast priimts.
transformation from invisible god to animal or beast is the result of a play on the
Oracle of Apoll ob6s delsickkd pltdaasnt oifn CAipu lde i
D6AuUul noy 6 s tofrthe gos fo belastraakds thersexual threat to her Psyche
characters more explicit; yet her animal grooms are often chosen to undermine the
sexual threat that the mythical beast poses to the young brides.

It is easy to interpret Psyche as a passive asiflyemanipulated, self
consciously suffering innocent virgilho we ver , dO6Aul noy reads t
Psyche quite differently, foregrounding her bravery and determination in fighting
against her fate as a sacri ftestbatrmbsofvi r gi n.
Psyche in order to explore womends compli
female behaviour. In h&@ontesdsFéesd 6 Aul noy st ages the fem
French salon a&iries whose words offer resistanceptatriarchaktates, and have
the power tachange the lives of mortal womeh.he power of dO6Aul noy
intervene in the lives of mortal women for good or ill replaces the function of
classical goddesses.

We might imagine that, as female authors writing mttladition of the
French literary fairytale, Villeneuve and Beaumont might continue to use the image
of the fairy and dOoAul noyds appropriati ol
cul tur al and political freedon of women.

Beaumont 6 sdaBelle stia®é&@n faot functionas consadtive filters

o
(7]

and medi autlonrosy obsh amloorgkt r i p away dOAul noy
representations of female power and creativity to the point where the fairy becomes
an archetypal imge used to authorise a highly didactic moral content. | argue that
the differences in the use of <c¢classical i
Beaumont 0 sdaBelie stia®&tats représentative @in increasingly

patriarchal shift in attitude to the place of women in society that occurred in the

years between their versions of the tale.
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Beaumont 6s hi ghl yilamele e lb Bétdis thecanoanieal s i on
version of the fairale we knowoday, the most frequently translated, reprinted and
adapted in fairytale collections intended for children because of its compact and
didactic form. The continued success of this variarit.afBelle et la Bététhat
propagates suchdamaging ideal of gasive femininity and female sexuality has
deeply troubled somfeminist critics of the faitple, who argue that the tale acts to
acculturate young girls to narrowly defined gender rolBise feminist critic and
aut hor Angel a Car t estructoroomnfpnaninigydn tha ghardcen us 6

of Psyche to that of Beaumonto6s Beauty:

PreChristian Mediterranean Psyche is siipd sexy [..]] But  APsycheds alses 6 |

admirably brave and determindd,, . . ] Wher eas [ Beaumont 6s] Fren
Beauty is clean, tidy, a good housekeeper, prone teaetffice and susceptible to moral
blackmail?

Carter interprets Apuwlaameu sva yP saysc de& Aiud nmou

Psyche as an enetype of female bravery. This was later undermined by Villeneuve
and Beaumont 6fsorbrdé stilme Itiot direamisnEFoendnphr fé
instructiondé in which 6éBeautybs happines:
virtued®Isee Angela@r t er 6s t wolLaeBel I @rlfgesBloddpr B°t e 6
Chamberas an attempt to recover and restore a more positive interpretation of the
Psyche/Beauty figure. Carter identifies with the reading and rewriting practices of
doAul noy as evidence of an early feminisi
impositionsof patriarchal value onthe text6fLa Bel | &. et | a B°t e
The Bloody Chambeér s C a r thdecollécsion sf éeminist fainales,
written i n ©lhtleridrgdactidmtothe 1096ckdition, Helen Simpson
argues that thiewronglyitlestrirobedo saaelidgeaol | e«
of O6tradtigalieesnadi fen ray s ub vwseacollectioneof f emi ni st
adulta®dl dairygyhe quotes Carter as saying t
Aver si onso [ . latertcobtentfron tbe tradkidanal stariés ard hoaise
it as the beginnings of new stoédVh i | e C a taleseare s exdclyi r y
Oret @t hemwgar e 0subv eéTheyicwld be more dccutatelg mi ni st
described as feminist rewritings oeth 6 | at ent content 6 of tr ac
Using Carterés own terms for her rewr,|
reads doOoAul noydés ani mal bride and groom |

doAul noyodos fairy and cfaonr htehedtePdty ched ar c h
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appropriated for use in her characteri sat
Lyond and 6 TaHisis dogedrrofder toproduat eositive

representations of female bravery, sexuality and creativity that challenge the

persistent ad penasive image of the passive ss#crificing virgin in literary
representation. Through the use of ekphr:
0The Tiger ds Br i de oLyadChartedaligneher®eauty t shi p o0
characters withthedeed of d 0 Aul n oipg&sshe ciaims hiere s . Il n do
charactesod i r ect descent from dOoAul noyds fairi

in the same tradition of subversive female authorship.

.L$ 0! 5, ®ALASSICAEAIRYSCRE: FAIRWRAISEMBLANCAND THE
CONSTRUCTION OF OPPOSITIONAL SPACE

My analysis begins in the politically and socially volatile environment of salon
culture in seventeenttentury Francelhe war being waged in the literary salon was
one based on a desire for female inclusion irpttigical realm. Whether as a result
of being on the losing side of a personal or political war, what corthaltthe
women involved in the literary production within salon culture was the sense that
they had been unjustly punished, exiled and strippediykind of power within
society that mipt give them some right to saletermination. Between the years
1640 and 1715 there were over two hundred women actively involved in literary
productionwithin the relative freedom of the salon environment, wiieeg found a
way to voice their dissefitWomen writers were responsible for sevefutyr of the
one hunded and twelve faitgles producedinthei r st phase tale 6vogu
production (169a1715)°The preval ence of wournmgthss | it e
period can be attributed to a confluence of s@afitical and historical events that
first empowered aristocratic ween and then later denigfiem the social freedoms
and the political power they had enjoyed during the Fréfde.
The Fronde waithe name given to the series of civil wars that took place
between 1648 and 1653 and whiohe apart the strict societal code of the French
aristocracy. For the first time women found themselves in possession of real political

and military power:! FaithE. Beasley notes many instances of the important role
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played by women during the civil war; the military and political feats of the duchesse

de Montpensier, for example, had a lasting influence on the cultural memory:

Her principalfeats include leading her troops into battle to conquer Orléans fénotideur
or princely party and even helping them to conquer Paris. She is etched into historical
memory as the figure on top of the Bastille ordering the troops to fire upon thdee of t
future sun king?

When the war ended most of these women were sent into exile. Stripped of the
political influence they once posses$esihd consumed by a fermenting resentment
of the new regimé& many of these women turned their attention to liteeatund
engagedidmwag[ing] a [literfary] ward against
After Louis XIV came to full power in
such as literature, art, music, architecture and even history were appropriated and
utilised as propaganda toet glory of the Sun King. The development of the fairytale
genre and the femaled, literate and aristocratic oral salon culture it grew out of
were at the forefront of opposition to t|
both men and women took pam the salori which later became a recognised
cultural institution for both sexésit is important to note that the salons of the
seventeenth century, unlike those of the eighteenth, were initiated and largely
dominated by wometft' It is therefore unsirising that the state grew increasingly
hostile in its attitudes towards Owomen
literatur L ewi s C. Sei fert argues that this wa
absolutist France bmeédtekbegpherwdmehr bagi
regul ation of o6tthei rsmatesobmoeifakcstatusf
denouncing O6the mor al corruption of ari si
women 6 s 6F Bhk moral amd ld@jtattack on women during the later years of
Loui s X1 Vhoven asthegrard rénfermémerfgreat confinement)’
In heranimal brideandgroo t al es, dO6Aul noy explicit
and social confinement of women that denied thensdle&l, political and legal
freedoms they had possessed during the years of the FMadd.a me d 6 Aul noy
not one of thd-rondeusexiled for their part in the political upheaval. However,
her personal history reveals the story of a woman similarlg@xd the fringes of
aristocratic society as punishment for her involvement in failed plots against the

patriarchal power of the home and state. In 1666, at the age of sixteen she was forced
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i nto an arranged marriage toamamtlrty- oi s de
years her senior. De la Motte was a notorious privateer and gambler, who may have
been physically abusive towards his wife. Their first two children died in infdncy.

I n 1669, d6Aul noy, with the bherl p of h
husband by implicating him in a plot against the king. De la Motte coantarsed
his wife, her mother and their respective lovers, Jacgnésine de Courboyer and
Charles de la Moiziere, of involvement in the same plot. Both men were executed,
her mother fled to England, anddAul noy was arrested and sp
Bastille, before escaping into exile. In 1685 she was granted permission to return to
Paris where she presided over demn salon in the rue Sa#enoi. This was not
theendot he i ntrigue and scandal that seems
adult life. In 1699 she was accused of being involved onamracy to murder
Claude Ticgqguet, a member of parliament. |
playedinarrangip Ti cquet 6s assassination but she
during the trial of his wife Ang®l|lique Ti
salonniereAngélique was executed for the attempted assassination of her husband
but do6Aul noy earadsof aawinwatvemedl | y c |

Despite the stateds increasing hostild]
dominant position in the realm of the salons. The question of precisely what
constituted O60correcto6 social behadofi our ai
language were central to the discussions that took place there. Underpinning these
discussions was the conceptodisemblanceThis was the primary criterion by
which literary works were judged to have been successful: a work might be judged a
succs s I f it presented a moral truth or re
relevance to the real world.

Seifert argues that the critical conceptadisemblancevithin the context of
seventeenth century France had ontological ramifications: since vnaissgmblance
was determined by the O6polarization of «cl
traits (for example, good vs. bad, industry vs. lazinesauty vsugliness, and so
on)j the way in which such traits manifested themselves in literature and the
determination of theivraisemblancé s o0 f un d a me naTad cbngeptiod e ol o g
vraisemblancée ended t o propagate the lowelful efs an
by constructing to their own advantage what is perceived as truth [...] Not
surprisingly, the history of this critical notion in seventeenth century France is that of
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an overly political construct by which the absolutist state exerted control over
cultural production™?

However, within the reading community of the literary salon, what
constituted moral, truto-life literary representation and the best way to achieve it
I was not entirely agreed upddiscussions on the conceptwhisemblance
informedthe querelle des Anciens et des ModerAgaditional cacepts of
vraisemblancadvocated by thAnciensdictatedthe use of coded imagery that drew
on classical literature to represent moral virtues. In contrastitkdlernesargued
that truth in literature would be better served by avoiding the imitation of classical
texts. Thg rejected classicism on tlasis that modern Christian peoplessessed a
superior sense of morality and that modern scholarship had reached thelzoim
it surpassed classical knowledde.

The development of the French literary fairytale was bound up in this debate.
The Moderned-ontenelleand Perrault promoted the faiaje as a new vernacular
genre that was capable of presenting a moral andediesttaisemblanceuperior to
that of classical myth: In the preface to hi€ontes en Vergl695) Perrault evokes
the archetypal image dfi¢ nurse /governess to plddstale DonkeySkin in an
alternativemodern venacular folk traditiontAussivoyonsnous qu o6 Apul ®e |
raconter par une vilge femme a une jeune fille quies volers avaient enlevée, de
mémeque el ui de P e atousded jdunser des senfantspardeurs
g ouv er (ldausiversoté that Apuleius has it told[syc] an old woman to a
young girl, who has been abducted by robbers, just as the story of DSkieig
narrated daily to children by their governegs@se emphasises Donke&yk i n 0 s
similarityto6 Cupi d abén,d bPusty cahregues t hahistalehise st yl e
far more morally correct and instructiyjgoi nt i ng t o hi sunedel i ber a
morale utild® a( w s ef ul )toldin aclear and dla/fal language tidastruit
et divertt tout ensembi@6nstructsand entertaisat the same tinge Perrault
reproaches thAncienssf or val uing the dauthorityd of
expecting his tales t o6Heoldinsthatwhele€ u@e xia mp |
and Psyched serves mauvasexempEph aesdvameline d hr o
MdonkeyS Kk ishodvs womerthat nomani ssibraitai 6 s 0 6 b rsidizar®d
( sbbizarréd ) He baarot be tamedldyl a padueeatwbomé( 6t he
patience of a fPdspedtraml e spoHe®I®SOUL 0 Perr
contesdu temps passé, avec des moralités: Contes de ma meré3i0xies or
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Tales from Times Past with Morals: Tales of Mother Goals) employ images of

OMot her Goosed as a poor peasant woman t
feet as she spinsoml or as an old nurse telling stories to her charges in order to

authorise the moral content of the tales as following in a vernacular oral tr&dlition.

In contrast to Perrault6cdAul noy uses classical all us
explore and discuss the e¥pussions of the moral and aesthetic conflict of the
querelle des Anciens et des Moderfeescontemporary wometHer references to
classical mythi in conjunction with her use of the storytelling fairy as a classically
influenced archetypal model tdmale powei formedher own concept of
vraisemblance one that reflected the truth of v
challenged the misogyny of the cultural and social conventions of the French court.

The use of c¢classical m yiforim to &rdditiooavs d 6 Aul n o
conventions of taste and courtly conduct. However diksenting voice of her

fairytales resonates with a concern for the material circumstances of aristocratic

women that can be directly linked to her own experiences with arrangedgea

teenage motherhood and infant mortality, and her failed attempts to rebel against the
patriarchal law of state and home.

Because d6Aul noyds fairies belong to
classical past, their behaviour and conducbisconstrained by the patriarchal
absolutism of Louis XIV6s coModemeand t he |
D6Aul noydés classical fairyland functions
misogynistic implications of thquerelleare discussed and expéd.The
conversational quality of d6Aulnoyds ani |
to her desire to imitate the aristocratic and learned orality of the Fsafaiméres
This opposes Perraultodés staginmmgefigure t he f
in sypport of his ideal of the faitgle as a new vernacular genre.

In his introduction t@Beauties, Beasts and Enchantmdiaick Zipes
descibes the process by which faiajes began to emerge in the salon environment
as a way of encouragy intellectual debate. Zipes points to the influence of a
vernacular folk tradition of parlour gamkeased on storytelling that became popular
amusements in salon culture from the 1s&lenteenth century onward. The idea of
such games was to tell a stdagsed on a folk tale and embellish it by improving it
with witty remarks and adapting it to the point where it conformed to the
conventions of aesthetic and movedisemblancend was considered to have
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correctly addressed issues of primary societal qorsgch as class and marriage, in

a process known dmgatelle

The adroitness of the narrator was measured by the degreehigthshe was inventive and
natural; the audience responded politely with a compliment; then another member of the
audience wasequested to tell a tale, not in direct competition with the other teller, but in
order to continue the game and vary the possibilities for invention and symbolic
expressiorf?

The game served as a forum in which the contenharmative of the literary

fairytale was developed before it was ever written down and put into Phiat.

refined and courtly language of the written literary fealyand the staging of its

female tale tellers as fairies recalls the oral literary culture of the salon and the game
of bagatelle. Thus the relationshiptween oral and written faiales must be seen

as symbiotic®

By 1697, when doAul noydeanagreomtales, the i t e

fairytale was widely valued as an entertainment. However, for its female

partidpants, it had a more serious function: the process of bagatelle afforded women
a dialogue with each other and an opportunity to discuss their position within society
and an arena in which to voice their dissent. The bagatelle was considered by its
femaleperformers and authors to be an aristocratic and refined mode of storytelling

and they were very careful to disassoci af
of the storytelling female as peasant or lower clas§hinlrresistible Fairy Tale
Zipesx pl ores the way i hes@dniexdes fébse & walmreo Y&S rtae

in salon culture and in the literature produced within its environs. He argues that it
was only after dOoAul noy wused it as the
possibly slightly earlier in the salon) that other writers began to use the term and use

fairies as the central protagonists in their téfes:

The tern@s usage was a declaration of difference and resistance. It can be objectively stated
that there is notber period in Western literary history when so many fairies, like powerful
goddesses, were the determining figures in most gfltie of tales written by womeénand

also by some meff.

One of the most signidant ways in which female faitiale writers signalled their
difference to their male counterparts was through identifying themselves and other

salonneresas fairies whetthey told and wrote their faitgles. Through this
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identification they explicitly disassociated themselves from(¢bexmonly male

authored) construction of female orality as the purview of the peasant or servant

storyteller, used by thiglodernego promote the moral and aesthetic superiority of
vernacular folk traditions.

In Twice Upon a Time: Women Writers and thstéty of the FairyTale,
Elizabeth Wanning Harries suggests thatshlenneresused images of the

aristocratic woman as fairy to promote themselves as literate storytéll€rs: e

frontispieces of volumes of tabes women

designed to contest the ideological

oralityp*Several editions of doéAulnoyods

f orci

t al es

as a fairy or sibyl (1698 and 1711) in long flowing robes and a turban, who is either

writing or reading her tales to her audience. In early frontispieces the audience is
made up of children, but by t Roavedux 25

Contes de$ees the audience is almost entirely made up of other aristocratic

women®® Female fairyale authors tended to use their fairy identities to associate

AmMms 1

themselves with a specifically female, literate, refined and aristocratic mode of oral

storytelling. The stories they told and wrote were not presented as purely
instructional entdainments (as Perrault did). They claimed to address the great

issues of the time.

The comtesse de Murat was a contempor

introduction toHistoires sublimes et allégoriqué€k699)is revealing regarding the

selfimage of thesalonneresa f t er t he publ iLes@ontesales féesf d 6 Al
Murat dedicates the book ¢thes Fées Moderné¢The Modern Fairies), thus

associating her female contemporaries with the archetypal image of the fairy. |
believe the use 6ofhetrhee ivgo rdde | G Nbcedeartred sy am

belief in the importance of female writers to the progress of French literature and

evokes the desire for change and the dawn of a new era. However, in the context of

thequerellethe term ao implies the ngressive atmosphere of absolutism and codes

of conduct of the world that she and her contemporaries inhabit. Murat displays a

resistance to these conditions by associating her modern fairies with a new way of

writing that uses the conventional codev@isemblancé i.e. beauty vs. ugliness,
eloguence vs. ignoranéeo challenge the moral and aesthetic assumptions that
underpin their definitions. Mur at 0s
to the supposedly ugly and ignorant, through theiryselling. Murat isvery careful
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to distinguish her modern fairies from the fairies of folk tradition and to disassociate
the aristocatic female writer fronthe image of the peasant female storyteller

presented on the fronoosesTplesece of Perraul i

Les anciennes Fées vos devancieres ne passent plus que pour des badines\ayzes de

Leurs occupations étoiechta s ses & pu®ril es, négsigk@axmusant qu
Nourrices. [é] Cbdbest pourquoi tout ce qui nou
sont que des Contes de ma M re | 60ye. [€é] Mai
pris une autre routeVVous ne vous occupez que de grandes choses, donbiledres sont de

donner de |l desprit " ceux & ciddd,esdeulibd@lbébeque
aux ignorants, de richesses aux pauvres, & de

The old fairies, your decessors, were just gossipsnpared to you. Their occupations

were low and childish, amusing only for servants and nurses. [...] That is why all that

remains today of their deeds and actions are only tales of Mother Goose. But you, my ladies,
you have chosen another way: you occypyrselves only with great things, the least of

which are to give wit to the men and women who have none, beauty to the ugly, eloquence to
the ignorant, riches to the poor, and lustre to the most hidden ﬁqings.

When femaldairytale authors rejected the cultural association of female storytelling
with low class illiterate orality, they severed their link to an authorising vernacular
tradition. However, another authorising tradition was at hand. The tendency of
female fairytale witers to refer to and represent themselves as sibyls and fairies in
the salon and in the stories and frontispieces they produced, provided them with a
link to the classical past through which they were able to create a positive
representation of female &airship.
The ability of d6éAulnoyds fairies to
a speech act such as casting a spell or curse, or making a declaration, can be read as
an allegory of the power of storytelling
conflates the power of the Fates with the aristocratic orality cddlenneresto
create a representation of a female storyteller whose words have the power to create
a real resistance to the patriarchal law of the mortal rdalifhe Irresistible Fairy
Tale, Jack Zipes points to the similarities between the powers and behaviour of
doAul noyodos fairies and those of classical
direct descent from the Gre€oman goddesses associated with childbirth, fertility
and prophecyMyths about the Greek Moirai and the Roman Parcae or Fates have
|l ong been considered to have formed 6t he
the Greek tradition, their basic function was to prophesy the destiny of a newborn.
Eventually the Romanendowed Fauna with some of these qualities as the goddess

of fertility and prophec§®! Importantly, the Fates also operated above the laws of
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the gods and men. These are al/l gualitie:
Jane Merrill Filstrup notes éghimportance of birth and name giving ceremonies in

déAul noyds t al es [a]dypidalty hsean awnymessieithéringhe r i pet
pregnancy desire of a previously childless woman or in the conferring of blessings

by the fairie$*

The fairies in doéAul noy oidorleterama l bri d:
worsel concern themselves with the fate of the Beauty/Psyche character, either by
bestowing gifts or curses upon her at her birth cefopoweringher in her quest to
rescue herwad-b e husband. D6Aul noyods fairies al
social laws of the mortal realh.i ke Venus in O6Cupid and Ps)
be violent and jealous towards mortal women and are responsible for setting the
impossible tasks théihe Psyche figure must complete, they frequently act to
change the fate of mortal or hatiortal women who have suffered under the
patriarchal laws ahdictates of the mortalreal.6 Aul noy appropri at es
of the Fates to prophesy the livdswen and women through the act of spinning, as
an allegory of female authorship and creativity.

The specific sources from which doéoAul |
literature and myth are unclear. While frenchsalonnéreswere well read, they
were largely seleducated and this rarely extended to the learning of classical
| anguages. Womends access to formal educ:
seventeenth century France. It was common for young aristocratic girls to be
educated in a convent, wieethe curriculum was limited to reading and writing in
French, basic arithmetic and needlewdt® 6 Aul noy 6s memoirs conf
was educated in a convent in Normandy until her marriage at the age of hifeen.
she did learn classical languages it must have been at a later date. There is evidence
that two ddmalecéntemponaries/dad &now classical languales.
However, dO6Aulnoy did not keep a reading
secondary edence to confirm what she was reading or her level of competence in
classical languaget.is possible that she knew Latin and could read the original
Latin t e Metanwmrphosean d 6 A p Metamorptsogeélhe Golden
Asg, but it seems more likg that she would have read both texts in French
translation.

Ov i Mdétamorphosewas very popular throughout Europe during this time
and a number of French translationdi ¢ ho | a s LReEMé@mmoaphodes s
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do Ov(ildeed 7)) ; Pi desMétamiouh oRsyeesr (867D and ldaac de
B e n s e Méatahmrphoses en rondea(676 reprinted in 1679 and 1697 were
in wide circulation during the late seventeenth centirg. u | eNetamadphoses
was also very popular and one of the most widely readickdgexts during this era.
It is Ilikely that do6éAul noyds written soul
Mont | yaAgdmes doéor ou | es M®tamor @eddses de
and reprintedhroughout the 1600s and Jean vdrgondfa d&Oupgiad ne
and P sLgsamaors de Pské et de Cupidof 1 6 6 9) . D6AuUul noy may
had access to classical literature through other cultural sources: she undoubtedly
heard recitations of classical literature in the salon. It is also intagestnote that
by the late seventeenth century there was already a long tradition of stage
adaptations of 6Cupid and Psyched in pla:
French court®

The cl assical i mage in doOAwyreadsy 6s t al
Apul eiusds O0Cupi d MetanorpRosepakingfd imagesdandOv i d 6 s
characters that could be used to represent conventional misogynistic codes of female
virtue but could equally be reinterprete:
promot intellectual and political power as positive and desirable qualities that the
aristocratic woman should aspireboF abul ous I dentiti es: W0 me
Seventeententury FrancePatricia Hannon attributes this ambiguitytioé
representationf women in @ A u | smerk i the success of theand
renfermeme@s val ori sation of the dblaneoeti cat ed
reads this ambiguity as evidence of doAul

position within society:

[ é ]he unmistakable puritanical tendencies that characterized the early modern state existed

in tension with the sexual liberty practicecbabt h cour t a nfeminsta[léojln. And [
Il i ke womends detractors, val or i zuboddindtthe engend
position in the family household. Seventeeoémtury fairy tales, written in the last decade

of the century, appeared at a time when inter

designate their place in the newly reinforced hieraralas at its heigh%?

Hannonds analysis does not take into acc:¢
the behaviour of mortal and fairy wom@rhe fairies that inhabit the classical story

worl d of do6Aul noy 6 s lesundermiaethe bonverdiens cithed g r o ¢
seventeentitentury French court. Their behaviour differs significantly from that of
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her Psyche/Beauty characters who find themselves trapped between conforming to
courtly codes of behaviour and puirsg a quest fopower and selffletermination.
This struggle is represented through the use of double cogtems#mblance
associated with her Psyche/Beauty characters, while the power of the fairies to aid or
hinder the Psyche/Begufigure in her quest for setfetermnation is associated with
the power of classical goddesses. In this way, female power is always associated
with classical women.

| nLe Moutonj Merveilleuse is the youngest and most beloved of three
sisters born to a king. All three are gifted and béautii , but Merveil |l eusc
intelligence mar ks her difference from h¢
Merveilleuse will use her intelligence to construe a plot to overthrow him which
forces her into exileéShe suffers not because of her extraordinaautye but
because of her intelligend®.6 Aul noy mai ntsairrnusc ttulhree oopf e ndiCu
Psych@ but changes the qualities of Psythe make t he tale speak
the intelligent and educated women from positions of political power aluente.

A comparison of the opekeMouogpwihassages
CupidandPsyclie r eveal s d6Aul noyés close model |

text:
Erant in quadam civitate rex et regina. Hi tres numero filias forma tmasphabueresed
maiores quidem natu, quamvis gratissima specie, idonee tamen celebmtapdgsus

humanis credebantuit vero puellae iunioris tam praecipdam praeclara pulchritudo nec
exprimi ac ne sufficienter quidem laudari sermonis humani penuria po(&ag.28, p. 90)

Once upon a time there weig a certain city, a king and a queen, and they had daughters,
three in number,stonishing in their lovelines3hough the two eldest by birth were
exceptionally appealing in appearance, it was thought that their glories could be
appropriately sung in human songs of praise. But as for the youngesbeauty was so
exceptional, so outstandingly radiant, that ia poverty of human speech it could not have
its measure taken, could not even be approximately prdiRett.,86)

| nLeMouto)dd 6 Aul noy authorises her tale by eV
influence that aristocratic women possessed during the Fréhdepening line:

6Dans | " heur eux t e mpsunmwilgui avatgroisfi&d vi vai el
those happy times wheairies still existed, there reigned a king who had three

daughter§ [LM, 152, Ztr.,387]c an be read as a political

| oss of power and influence under the ab:
prefaces her story by describing it as one that took place in some unspecified time in

the past that was wboinenptpryléd. Thie matriarchad power f |
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society of fairies is then juxtaposed against the life of the prilfdesgeilleusen

the mortal realm under the rule of her father. The past becomes an idealised space,
controlled and presided over by a matriarchalmegthat opposes the reality of
patriarchal cultural dominance in late seventeenth century France.

DOAuUl noy appropri at é&conventioeallycelioked asan er 0|
archetypal image of perfect virginal beautgnd transforms her into the chaexcof
Merveilleuse. In keeping witthe traditional conventions efaisemblancehe
names her protagonist according to the traits that will drive the narrative of the tale.

The girl és marvell ous qualities tentoé fir si
her beauty, her charm and her generosity.

prescribed courtly appearance and the virtuous behaviour of women:

Le roi son pere lui donnait plus de robes et de rubansenunqmoi® a u X aut;etes en ur
eleavait un si bon petit c¢ciTur, qudell e partage
était grande entre elle@.M, 152)

Her father gave her one gowns and ribbons in a month than he gave the others in a year,

and she was so good natured that sheeshewerything with them so that there might be no
misunderstandingsZ(tr., 387)

In sharing the gifts her father gives her with her sisters she is shdyergenerous,
unselfish and gooedatured Merveilleuse to all outward appearances is everything
we might expect from a courtly lady.
I n ApuCQueidandksP8yctikc t he tale begins with a
had three astonishingly beautifldughtersthe youngest of whorwas the loveliest.
D 6 A u ladoptythis character structure, but rejectsbjectification of female
characters, redefining the way coded imagesatemblancehould be interpreted.
She emphasises that Merveilleuse and her sisters possess many qualities and should

not simply be admired for being beautiful:

Elles étaient bedls et jeunes; elles avaient du mérite mais la cadette était la plus aimable et la
mieux amée; on la nommait Merveilleusg.M, 152)

Young and beautiful, all three possessed considerable qualities. But the youngest was the
most charming and the favourite by fardeed, they called her Merveilleugé tr., 387)

The father initially appears to love and admire Merveilleuse the most because of her

superior wit and intelligence. The three princesses each wear a different coloured
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satin gown, coded signifiers of their personal virtues. The King asks each of his
children to explain why they chose the colour of their dress. The first princess says
that she chose to wear green to show her joy and hope; the second chose blue to
show her piety and Mer veipdrdequeselmmesegd s t hai
mieux que leqwtrescouleuss ( Because it suits me better
[LM,152, my tr.]. Merveill eusebds response
female virtue. Her white gown would conventionally signify her purity, innocence
and virginity but sheefuses to identify with these virtues. She has valued her
intelligence and wit above her virginity.
and her fathersé expectations of female
begins to see her intelegce as a threat to his sovereignty.

He asks his daughters to tell him their dreams. The first dreams that her
father gave her an exquisite golden gown encrusted with jewels. The second said that
she dreamed he gave her a golden distaff so that shernak&lherself some shifts.
The sistersdo dreams function as metaphor
father. The dream of the distaff signifi:
home and patriarchal law of her father and state. Inortra Mer vei | | eus e 6
prophetic dream expresses no loyalty to her father or the state. She dreams that the
king will bring her water to wash with on the day that he marries off her second
sister. The king interprets thrdwihimadir eam a:
keep him as her servarit\], 152-3). He commands his Captain of the guard to take
her to the forest and kill her. The Captain cannot bring himself to kill her and sets her
free. Merveilleuse finds herself exiled because the king sees Hegéemee and her
i ndependence of spirit as a threat to hi
as an allegory for thgrand renfermement D& Aul noy suggests t hat
women to the domestic sphere because he knows that their intedligethcefusal to
conform to patriarchal ideals of female virtue pose a serious threat to his sovereignty.
I nLe Moutonj the king eventually concedes that his daughter is better suited to rule
than he is and he willingly gives up his crown. The storyefMv ei | | euseds e
return to claim her throne can be read a:
womends return to power is both destined

Driven by her exiled status, Merveilleuse finds comfort and regains her
material wealth and atus by becoming the lover of an enchanted ram. Merveilleuse

eventually grows to | ove him, bwnhsort ni ti al
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plusheureuds ( a hapM,ileérl , f antykeMoutorid 6 Aanl oy

transforms the supposedly beblkeé sexual threat of Cupid into an animal that her

Psyche character finds completely unthreatening. During her exile in the forest
Merveilleuse comes across a herd of enchanted sheep. The ram is lying in a pile of

orange blossoms under a golden canopyistgrlanded with flowers and wears

ropes of enormous pearls and chains of diamonds. He sits overseeing his own salon

of sheep who are busily chatting away and enjoying coffee, ices and strawberries and
cream[M,8 4) . DOAuUIl noy r e] astgitoan as dis@nifiermfa ge of
male carnal desire, by creating a parody of the refineauely effeminaté courtly

behaviour of men at the French court. When the ram first speaks to her she reacts

with astonishrent at finding a talking sheep:

Merveilleusedemeura si étonnée, qu'elle resta presque immplélehpprochez, divine
princesse, lui ditl, ne craignez point des animauxsaudoux et aussi pacifiques quaus.
Quel prodige des moutons qui parleh{LM, 156)

Merveilleuse was so astoundédat she remained stock still. [ .
princesso he said. AiYou have nothing to fear
kind. o

iwhat a wonder!(Z#,3091a1l ki ng sheep! o

Merveilleuse is astounded and amused by the ramheussot threatened by him.

The sheep as beast is atsoimportf r om 6 Cu p i @l na nRlIs yPcshyecéhse
second trial she must steal a tuft of golden fleece from a wild herd of vicious sheep
whose bite will kil PsycheT he sheepébés bit ephonfoysexoad r ead
devourment. Psyche needs what the sheep can provide her with, but she is also so
terrified of them that she thinks of committing suicide rather than attempting to
complete the taska grrexit Psyche volenter non obsequium quidem illa funactsed
requiem mal orum pr aeci (oRsycloe sétouyanda her s r u |
own free will, but no, not intending to fulfil her orders but to find rest and release
from her misfortunes in a sujg[GAGE | eap f |
p.130, R tr121].Like Psyche, Merveilleuse needs the ram because he can provide
her with what she needs to survive. However, Merveilleuse does not view him as a
predatory maper opPdiAalt @®yher ani mal beast

order to undermine the traditional association of virginal innocence and purity with
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the Psyche archetype, and the codes of female virtue that promote passive suffering
as an ideal of femininity.

IndeMoutomdMer vei | | euseds struggle against
female behaviour is juxtaposed against the power of the evil fairy Ragotte. The ram
tells the story of how Ragotte has cursed him. He was once a humamukimagb
been transformed into am for five years and is now reduced to ruling over a
ki ngdom of sheep because he rejected her
ruled by her sexuality, her vindictive curse is evocative of the character and
destructive power of Vmotvatedbyad¥ercelved Ragot t
personal betrayal, it is also important to note that she punishes the ram by removing
him from power and asserting that her power is far superamytthing he will ever
possesslust before she transforms the king into a ramwants him to understand

just how powerful she is:

[...]Jcarencorequetwsi s un grand roi, tu es moins qubune
moi . [ é] mes mar mitons, guand je voudrai, sero
ciur . [ é] qutaaveat uresburire ironmcpe: deiveux te faiomnaire ma

puissance tu es un lion a présent, tu vas devenir un moufbi, 159-60)

Al greht king though you may be, [ydfu$o are | es
desired it, myscullions would be more powerful than you. No, | demand your heart [...] the

fairy said to me with an ironical smile, Al w
Youdre a |ion right no@t.,h3®ut soon youdll be a

The power of the fdes evokes the sexualised power of Venus. This directly
contravenes virginal purity and innocenc:
fairiesi like the women of the Frondepose a very real threat to the patriarchal rule

of the mortal realm. Merve#lus e can be seen to directly
interference i n the wdunihtehtiooafly)allowsma n s . Rag:t
Merveilleuse to survive and return to her own kingdom and take the throne. Before

she returns home, for a time, Merveilleusggs the domesticity, the entertainments

of the salon, and the material wealth and comfort the ram can provide. However,

when she hears that her sisterstaree married she grows jealoust of their

marriages, but because they are about to beconengiierveilleuse becomes

desperate to go to their weddings:
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[ éme voil ™ sous | a terre avec des ombres et d
parée comme une reirfe.é Pe quoi vous plaignezous, madame, lui dit le roi des

moutons, vous gk refusé daller a la noce? Partez quand il vous plaira, mais demuez

parole de revenir; si vouinconsentez pas, vous m'allez voir expirer a vos p{eds 161-

2)

fi [ here.l &m underground, among ghosts and sheep, while my sister is about tete ma
guee[nlicvhat reason do you have to complain, ma
AfiHave | refused you permission to attend the
give me your word that youy o Ildishihtedufeedn . I f you
(Ztr., 396)

DOAuUl noy subveern smathief jferad muiG@dep isd anc
to reject passivity as a female virtWghen Psyche hears that her sisters have heard
about her being sacrificed and have come to the clifftat®ok for her she begs
Cupid to | et il sedistidetiam meis pedibsst cor largire & illi
tuo famulo Zephyro praecipe similieg ur a sor or e&dhi c. mi het sb
generous and grant to me my prayers, | pray yasiotiie more thing; give the order
to your servant, the West Wind, to set my sisters here before me, conveyed as | was
once coGGAe Y6 mlod)R tr95]. Cupid eventually agrees on the
condition that she keeps his invisibility a secret. Psyche fails to hide this from her
sisters. Jealous of her newfound wealth and status they convince her she has fallen in
|l ove the monster of tyl{5l622)DadcAluel noofy Appl oal cleaos:
emphasi s o0 nsshlfeetevnening dnaracterelike Psyche, she must make
a pact with the Cupid figure, by promising to retuvterveilleuse returns from the

wedding of her first sister, but when she asks to leave &gaittend her second

sisterdés wedding, the ram foresees that
come back:
[ e] il nbeut pas |l a force de | a -ilieefeffesder . Vous

mon malheur vient plutét de nmaauvaise destinée que de vous. Je consens a ce que vous
souhaitez, et je ne puis jamais vous faire un sacrifice plus complet.
Elle I'6assura quobelle tar(ldMel6i t aussi peu

[...] he did not havesthe HhHoardteatve mef una dhaem,

must blame my sad fate for this unfortunate situation more than you. In consenting to your

wi s h, I 611 never make a greater sacrifice. o
She assured him that she would return as quickly as she had the firsztime. (

397)

Merveill eusebs rejection of her passive
innocent enough to be threatened by male lust. She has always known the true nature

of her lover and she cannot be bullied into betraying him. Merveilleused deer
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ani mal | over of her own accord. At t he el
recognises her and locks the gates to prevent her from escaping. He offers her a bowl
of water to wash her hands. Merveilleuse declares that her dream has eribdru

king asks her forgiveness for his cruelty and hands over his crown:

Le roi | "aborda avec un grand r espieant et une
I'embrassant et versant des larmes, powees oublier ma cruauté? J'ai voulu votre thor

parce que je croyais que votre songe signifiait la perte de ma couronne. Il la signifiait aussi,
continuat-i I ; voil"™ wvos deux sturs mari ®es, el l es e
vous. Dans le méme moment, il se leva et la mit sur la tdeegincesse, puis il cria: vive

la reine Merveilleusé (LM, 163-4)

The king approached her with a respectful, s u
cried, embracing her with tears in his eyes.
take your life because | thought your dream predicted | would lose my crown. Indeed, it did
just that, for now that your two sisters are married, each has a crown of her own. Therefore,
mi ne shall be yourso Upon saythg phiBscebsdsob
crying, fiLong live Queen Merveilleusel!o (Z tr

0 LMo ut oimabitshearit he story of a young womanods
of gaining political power. To do so Merveilleuse must first overcome patriarchal

S 0 c i eostiftyGasvards a woman who refuses to be defined by conventional
standards of femininity. Merveill euse bet
throne and not through marriage to a beast who is later revealed to be a king under

his animalnekfgdbs.tahedaAbkast will al ways
transformed into a handsome prince by the love of a good woman. Queen

Merveilleuse has no further use for the ram and soon forgets him. He dies of a

broken heart outside the gates of her palkcthe moral that follows the main body

of Mdwetondé the narrator ofofthemaen.lfaal € ¢ 0o mme
knowing, selfreferential voice reminiscent of tisalonniéresthe fairy narrator

questions theraisemblancef traditional endings to roméa tragedies; for in

reality, no one has ever died of a broken heart:

Sa fin méme pourra nous paraitre fort rare,
Et ne convient giau roi Mouton.

On nien voit point dans ce canton

Mourir quand leur brebis@gare.

To us, even his end seems unusual,
And only suitable for king Mouton.
We do not seeamsin this region

Die when their ewgget lost.

(LM, 165, My tr.)
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D6Aul noydés fairy narrator points to the
literary constructs ofraisemblancen any way reflect a truth or standard of virtuous
behaviour and c oMorutt]sle émpogsdhe ase of doubte cadése
of vraisemblancé in association with the Psyche/Beauty archeiypeorder to
represent the struggle women face tadmognised for their intellectual ability. In
doing so, she suggests that there is more to a woman than the value patriarchal
society places on her beauty. I n the fai
more militant and vengeful ways to deposermk

I n OL&ODiesusda ta nd | a h ghe @B ariatipneof the power of
the fairies with classical gotheRsyglsees i s |
figure Florine iIis associated with the got
with the latter functions as a double code/@iisemblancén whichthe
i nter pr et atasaoondedréepreseBtatianwot fgmale virtue is shown to be
entirely subjective. FIl orineds associati
power with that of the fairies.

Florine is revered for her beauty, a signifier of her innocence and .pUinity
is juxtaposed against the ugliness of her stepsister Truitonne, an outward
mani festation of her moral corruption. Di
representation ofraisemblanceHowever, by associating Florine with the goddess
Flora she give her Psyche character qualities of the fairy as goddess that mark her
difference from other mortal women and signify her suitability to rule. Florine, like
Merveill euse and Psyche, finds herself e;
difference. b r i neds beauty i sSheioctlledéFlornebecagsat i o n a
her appearance resembles the goddess FI ol
ressemblait a Flore, tant elle était fraiche, jeune etth€lkre was called Florine,
because she dked like Flora; she was so fresh, young and beaut®s) 17.3
FIl orineds appearance does not conform to

dress and behaviour at her fathero6s cour |

On ne lui voyait guére d'habits magnifiques; elle aiteairobes de taffetas volant, avec
quelques agrafes de pierreries et force guirlandes de fleurs, qui faisaient un effet admirable
guand elles étaient placées dans ses beaux ch€@Rx12)
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Seldom was this artlessaid seen in splendid attire; shieeferred light morning dresses of
taffeta fastened with a few jewels and qualities of the finest flowers, which produced an
admirable effect when twined with her beautiful hair. (Z tr., 322)

D6OAul noyds description of HRdtiamsofthee 1 s dr a\
goddess Flora who is commonly depicted wearing plain, light summer clothes and a

crown of flowers. Flora, like Diana, is a virgin fertility goddess but during the

festival of Floralia she was also associated with sex and explicit sensUBlty.

giving her Beauty/Psyche character the appearance and characteristics of the goddess

FIl ora, d6Aul noy questions the cowventi on:
FIl ori neds ulikebeautsy ik pegcavaddbyg different people as either a
conventional signifier of her innocence or as a signifier of her moral corruption and
disregard for conventions of good taste. The gentlemen of the court are instructed by

the queen to talk about Florine in the worst way they can imagine. They choose to

attack the lack of virtue evident in her appearance:

gu'elle était coquette, inégale, de méchante humeur; qu'elle tourmentait ses amis et ses
domestiques, qu'on ne pouvait étre plus malpropre, et qu'elle poussait si loin I'avéeite, qu
aimait mieux étre #billée comme une petite bergére, que d'acheter de riches étoffes de
l'argent que lui donnait le roi son pé(@B, 14)

Shewas coquettish, inconstant, binpered; she tormented her friends and seryainés

could not be more unkempnd sheisset i ngy t hat shedéd rather dre
shepherdess than spend the allowance her father gives her on rich garments that befit her

rank (My tr.)

Florinebés dress is considered a serious |
reflect her disespect for her father, disloyalty, disregard for her rank and an open

display of sexuality and emotion that contravenes courtly codes of female conduct.

In contrast, King Charmaimtterprets her unusual godddé® beauty as a signifier

of her mildness ahmodesty:

Non, disaitil en lui-méme, il est impossible que léeCait mis une dme si mal faite dans le
chetd ' T uvr e d[e]Quadd Elle setaitimaavaise avec cet air de modestie et de

douceur qui enchante? Ce n'est pas une chose qui me somke sens; il m'est bien plus

aisé de croire que c'est la reine qui la décrie 08, 14-5)

iNo, 0 he said to himself, fAit is impossible t
inhabit this masterpiece of natufe.] How can she be ill tepered and coquettish with such

an enchanting air of mildness and modesty? It makes no sense! | can much more easily

i magine that iitdéds th@trg3®en whods sl andering
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O0Beaut yo6 \aassenblancés maniputated by the queen in order to malign
her stepdaughter. It is made so ambivalent that interpreting the code becomes
entirely subjective. It can no |l onger be
regarding femal e viatt uteh e DebxAtud mto yo fs uag gveacsn
cannot be determined by the style of her dress.
King Charmant was to marry Truitonne. When he rejects her because he is in
| ove with FI or i nefitheTaruSousaorcursedhsmbyg od mot her
changing him into albe bird until he decideto accept Truitonne. Her stapther
convinces her father that Florine is a menace and an embarrassment and insists that
she is locked away in a tower. Two years pass and her father dies. The people rise up
against her stemotherand declare that Florine is the only woman they will accept
as their queen:
le peuple mutiné courut au palais demander la princesse Florine, la reconnaissant pour
souveraine. [...]JEn méme temps la sédition devint générale; on enfonce les portes de son

appartement, on le pille, et on 'assomme a coups de pierres. Truitonne s'enfuit chez sa
marraine la fée Soussio; elle ne courait pas moins de dangers que SEIRERE)

The people rose up and ran to the palace, demanding Princess Florine and thegyning

would recognise her alone as their sovereign. [...] the revolt became widespread, and people
broke into the apartments, pillaged them and stoned her to deaitonne fled for

protection to her godmother, the fairy Soussio, or she would have shartade of her

mother. (Z tr., 340)

Before she can take control of her kingdom she must find her animal husband and
she must find a way to stop Souisso from helping Truitonne to take what is now her
kingdom. Fl orineds (u elsetclaimsothe firomaasdtis a b o u |
about regaining her lost love.
FIl orinebdés power and right to rule is
through their shared association with the goddess Diana. Conventionally, the image
of Diana might bevokedin orderto signify the virginal purity of a female
character. However, the earlier association of Florine with the goddess Flora
destabilises conventionataisemblancéy pointing to the moral ambivalence
inherent in the powers and responsibilities of virginferl i t y goddesses.
bl eud duseshe tlassicgl figure of Diariaas an archetype of female power
i for her association with fertility. The power of the fairies is associated with this
aspect of the goddess Dan
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DOAuUul noyhesil opt 8f t he Diana and Act aeol
Metamorphoseg3:155252 i n or der Nemu < pir gmamihat md he 0
woodl anfbtibudanfd ount ain springNetlff57Di anads
pp.196-7), as a liminal oppositional space in which a fairy initiates a dialogue with a
mortal woman and Oteachesd her how to ov:
her right to rule in the mortalrealMct aeondés di scovery of the
his punishmenfor having seen her naked is replaced by the discovery of Florine by
a fairy:

Un jour qu'elle s'"®tait arr°t®e au bord d'une

baigne au retour d'une chasse. Il passa dans cet endroit une petite vieiledttre

appuyée sur un gros béaton; elle s'arréta, et lui dit:
0 Que faitesvous la, ma belle fille¥ous étes bien seule(OB, 32-3)

One day she stopped to rest beside a fouftdirshe looked like Diana bathing on her

return from the chase. A little oldboman, bent over and leaning on a stout stick, happened to

be passing that way and stopped. i Wbat are yo
(Ztr., 341)

Florine tells the fairy the story of how she came torbeit he sacred grove:
le voulut bien; elle lui conta ses ennuis, la conduite que la fée Soussio avait tenue

dans cette affaire, et enfin comme elle cherchait I'oiseabfleu The queen wi |
told her about all her misfortunes, about the cohdtithe fairy Soussio, and how

she was presdély searching for the blue bigd) [ QOZtr., 348]3The omnipotent

fairy already knows Florineds story well
Blue Bird is still alive and that the fairy Sousdieyr sister, has been persuaded to
return him to his human shape. The fairy

Florine and offers her help without being asked:

0 Incomparable Florine, luidé 1 | e, | e roi que vous wherchez n
Soussio lui a rendu sa premiére figure, il est dans son royaume; ne vous affligez point; vous
y arriverez, et vous viendrez a bout de votre desgem, 33)

il ncomparable Florine, the king you sedeek is n

him to his fsorimerhissh akpienng dtoend. Dondt torture vy
and obtain your goal(Z tr., 342)

The fairydés willingness to help Florine
complicity in the patriarchal repressiohveomen. This dialogue between the fairy
and Florine imitates the storytelling form of the bagatelle. The oppositional space of
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the sacred grove can be read as a metaph

power of stories told between, for, arltbat women to enact a real and positive

change in womends | ives.

The nature of the fairyds power to hel
goddess Diana. In the Roman period, Ephesian Artemis/Dianber aspect as a
virgin fertility goddess was ofen depicted with her chest covered in etjgghe
fairy gives Florine four eggs that will allow her to overcome the four obstacles that
she will face on her journey to rescue her lost husband and secure the safety of her
kingdom.These four obstaclesalled t o t he four trials of Ps
vous les casserez dans vos pressants besoins, et vous y trouverez des secours qui
vous seront utilegs( 6 Her e are four eggs. Break one ¢

the most, and giomeuadc h tfhiantd (OB|BBeZbheB42) s ef ul 0

This joint identification with Diana can be read as a call for a joint resistance to the
exile of women from positions of power and influence under the absolutist rule of
Louis XIV.1 n 6L 6 Oi,d & hay arguessfar the necessity for women to
support each other and work together if they are to ever be successful in furthering
the cause of women.

D6Aul noy al so uses her technitpue of
oppositional space of failgndi n 6 L a lafchéaThe ckff falbe on which

Psyche is sacrificedissedas t he setting for the O6chris

baby princess who wil/l become O6The Whi

for the enchanted fruit that her ther ate while she was pregnant with the girl:

Itur ad constitutum scopulom montis ardui, cuius in summo cacumine statutam puellam
cunct deserunt, taedasque nuptiales quibus praeluxepétem lacrimis suis extinctas
relinquentesdeiectis capitibus domuitionem paraifGGA,4.35, pp96-7)

They arrive at the appointed crag upon the precipitous cliff and there, at the loftiest point of
its summit, they all abandon her, the sacrificial victim. There too they leave behind wedding
torches that had lighted their way, but only after they had extinguished them withTtegys.
hang their heads and make arrangement for the homeward rece¢Bidnab1)

t e

The ceremony is model |l eglr e Psiycrh eidrs J§ Quyp

Psyché&

leurs parures n'avaient rien de commun, mais il ne leur fut pas permis de mettre d'autres
couleurs que du blanc, par rapport a mon innocence. Toute la cour m'accompagna, chacun
dans son rang.
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Pendant que I'on montait la montagne, on entenditnuglodieuse symphonie qui
s'approchait; enfin les fées parurent, au nombre de {seqtelles avaient prié leurs bonnes
amies de venir avec elles; chacune était assise dans une coquille de perle, plus grande que
celle ou Vénus étalorsqu'elle sortit & la mer(CB, 21)

Though their dresses were all different, they were not allowed to wear any colour but white
in token of my innocence.

While we were climbing the mountain, we heard a melodious symphony more and
more distinctly At length thirty-six fairies appeared, for the trio of before had invited their
friends to accompany them. Each was seated in a peal shell larger than that in which Venus
arose from the ocean. (Z tr., 535

I n the fairyés white dr esswasembldngail noy mal
explicit. However this is not the sexual innocence of Psyche, who trembles on the
cliff edge in fear at | osing her virgini!
fairies a blank slate, the opportunity to make a mortal girl in theiriovage. The
White Catés procession is one of joy rat/
are taking this girl to a life better than the one she would have as the property of her
father in the mortal realm.

D6 Aul n o ythebsacrificial mager of o6 Cupi tbhcreate@dn Psych
environmenin which the fairies initiate The White Cat into a matriarchal society
whoresist the patriarchal repressionhofmanwomen The fairiesof 6 L Ghatte
b anched ar e mivengdfua Theil pgpweis assotiated with then d
goddess Venus. The thirgix fairies that attend the initiation ceremony self
referentially imitate the goddess by using pearl shells for their thrones. However, the
pearl shells of the f air inewsmphesthatwhder ger t |
their power is similar in its qualities to that of Venus, the fairies are far more
powerful than any classical goddess.

The Whte Cat is the narrator of the tale. She tells the stohowf she came
to live with the fairies in the learned and aristocratic voice os#henniéresShe
has been raised by tferies andhey have educated her to the highest standard.
D6Aul noy focuses on the | evel iachal her acc:
society.The White Cat fondly recounts that she had many amusing books and that
she was taught everything befitting her age and rétiles m'apprenaient tout ce qui
convenait a mon age et a ma naissa(ieey taught me everythgnthat suited my
age and birth)¢B, 22, my tr.].No mention is made of what is appropriate for her

sex D6Aul noy stages the i mportance of edu
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same level as men. Women must be adequately equipped to take positions of power
and influene in society.
The military power of the fairies iLa Chatte lanchéevokes the rebellion
of thefrondeusesgainst the French state. When the King realises that his wife has
promised their daughter to the fairies he locks her up in punishment for her
foolishness and refusesto giveup hischildhe ki ngdés acti ons ange

set loose evil on all his kingdoms and let loose a dragon:

Quand legées surent le procédé de mon petles s'indignérent autant qu'on peut I'étre; et

aprés avoienvoyé dans ses six royaumes tous les maux qui pouvaient les désoler, elles
lacherent un dragon épouvantable, qui remplissait de venin les endroits ou il passait, qui
mangeait les hommes et les enfants, et qui faisait mourir les arbres et les planté8edu so

de son haleindCB, 19)

When the fairies heard of my fatherds conduct
demolishing his six kingdoms by inflicting every ill they could devise on them they let loose

a terrible dragon that poisoned the air wkerehe breathed, wilting all the trees and plants,

and devouring man and childZ tr., 5334)

DO Au ltransfgrms the snakei ke beast of the Oracle of
O0Cupid and Psyched innto the fairyds dragt

sed saevum atque feruripereumque malum,
quod pinnis volitans super aethera cuncta fatigat,
flammaque et ferro singula debilitat,

Only a fell, snakdike beast, wild, sadistic, and cruel.
Over the heavens it flies on its wings and assails the whole world
Sapping the strength efch thing, fighting with fire and sword.

(GA4.33, p.95, R 1r90)

D6Aul noy reads the prophecy as a represel
intervene in the lives of mortals and the attitude towamsen it conveys. The
prophecy implies that if Psyche is not marriageable then she is of no value to her
father. His only option is to sacrifice her to the gods in hope of gaining their favour.

D6 Aul nooyfost uesecharacters, i deandngsyahd
and OMetaohdiphosdsin conjunction with her redefinitions of codes of
vraisemblancé are used to create a fictional universe of fairyland ruled over by a

matriarchal society of powerful aristocratic women that values and promotes
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women6s education and intellectual pursuit
the French salon as fairies whose words and actions have the power to affect change

in the world. In the minds of contemporary readers this must have evoked the

historical realiy that there was a tinfenot so long ago, in a kingdom not so very far

awayi when educated, aristocratic women did hold significant positions of power

and i nfl uenc etalesRdandstentin suggéssthe fpassibility that they

may do so again.

.2%72)4)."' $86!5,)196B, &%) %5 6353 SIQA$ " %! 5
BELLE ET LA BET&

BURYING} ( % &! ) 2) %3d 6) TAGERGNG%S3 &! ) 29

Vill emdwv Béked | e et | a Bhlideseohteswmarmsdular st pub
jeune AméricainéTales of the Sea or The Young Amerid&iomar) [1740].1tis a
long and complicated literary fairytale intended for an adult audience. Fordhe fi
ti me Psyche Beamedioetse olgida defining characteristic of her
differencetohersistr s. The i nfluence of dO6Aul noyobs
influenced storyworl d is cToaeertdinextenti si bl e
the story world construction of dOAul noy:«
fragmented references to alytheistic pantheon of classical Gods and in the use of
associative similes that likendltharacters of Beauty and theabt to their classical
predecessors Cupid and Psyche.

For exampl e, daBelle¥tlalBEtgBeauty has ddeam in
which she is spoken to by thedst in human form. The abundance of myrtle trees in
Beautyds dream i s a remnant of maniog assi C:
6el | e r ° itaubgddurdarale pegt¢ de vue, dont les deux cbtés étaient
ornés de deuxrangs[..]demyt es f |l euri s d' u®redbamedt eur p
that she was on the bank of a canal a long way off. Both its sides were adorned by
two rows of [...] flowering myrtles of immense sigdt is used here to expresses
Beauttgd®lsi ngs of grief and | oss: el | e d®r
passer ses jours enlgeu, sans espoir d'en somiréshe lamented the misfortune that
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condemned her to spend the rest of her dayssmthtce, without hope of escépe
[VBB, 79, Z tr.169. The association of the beast with the character of Cupid or
Amour recalls his classical origins and firmly grouﬁdasBelIe et la Bétéas
following in the tradition of the earlier classical tale.

No real attempt is made by Villeneuvettansform or redefine conventional
codes ofvraisemblancer to manipulate classical or fatgle allusions for
ideological purposes. They are used purely as a reference to the written tradition in
which she positions herself. For this reason we mayrbptél to think of
Villeneuveds text ods dad Amud smro yiomi taatiiman br i de
Howeverl woul d argue that Villeneuvebs worKk
doAul noy 0 sefiguradtorcontomrsn toathe aleal of femininitgnd the model
of womends political power that Villeneu
construction of the fairy archetype continues to value and promote the importance of
education for women, up to a point, but the political power and freedom of
doAwléorso fairies is significantly reduced
between fairy and mortal women.

I n Vil ldeaBelleetlaBé@®@Beaut yos Bbetlevelafgenes s,
education and intelligence and her possessidnwfn e f or c Besthase spr i t q
ordinaire ™ son sexeb6 (a strength of mini
are revealed to be a result of her being different from other women because she is

half-fairy:

Non, non, la Belle, ne craignez rien, reprit la fée. Les malheursayseprévoyez ne

peuvent arriver. Je fais un moyen sdr de vous en préserver, & quand le prince serait capable

de vous mépriser aprés vous avoir épousée, il faudrait qu'il en cherchéat un autre sujet que

dans l'inégalité des conditions. Votre naissancé ptast inférieure a la sienne : l'avantage

méme est trésonsidérable de votre coté, puisqu'il est vraietld fierement a la reine, que

voil”™ votre ni ce; & ce qui'eldesilamienmeétant | a r end
flled e ma w, tomme voug, n'était pas esclave d'une dignité dont la vertu fait le

principal lustre(VBB, 150)

iNo, no, Beauty, you have nothing to fear, o t
cannot happen. | know a sure way of protecting you from them, and if the prince should

become capable of despising you after marriage, he must find some other heasthe t

inequality of your rank. Your birth is not inferior to his own. In fact, the advantage is

considerably on your side, for the truth is, o
at your niece, and what should make her even more worthyooi r r espect i s t hat
as well! Sheds the daughter of my sister, who

no lustre without virtue. (Z tr., 197)
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Villeneuve uses doiAauwhioshdgmals politicalipower, ar c het y |
intellectand freedom are linkeidto explain away those characteristics in Beauty.

This removes these as qualities that young women facing marriage should aspire to.
Beauty has fairy heritage, and claims her right to rule through that aristocratic line;

then it folows that she is living by the laws of the matriarchal society created by the
feminised space in d6éAulnoyds tales and |
Villeneuve uses dothauthedawytidasgovera thepovedul t o ar |
and privieged aristocratic female figures of French society cannot be applied to all

women.

Through the character of Beauty, Villeneuve promotes the importance of a
moral rather than an academic education for young woXik@eneuve focuses on
the vanity, pridemd gr eed of Beautyods father and s
sisters have been spoiled and made O6trop
wealth) on which they can no longer rely and that this has made it impossible for
them to endure their leof fortune with grace (VBB, 36, mytr.). The f at her &s
of fortune is viewed by his peers as puni
débiterent qu'il s'était attiré ces infortunes par sa mauvaise conduite, ses profusions,
& |l es folles d@®penhséaigesdd (They uttered
brought on by his own bad conduct, his lavish lifestyle and the foeXpenditures
he had madeMBB, 38, nmy tr.]. Villeneuve places emphasis on the importance of
material wealth in obtaininglausband. The patriarchal institution of marriage is
represented as a business transaction in
as prospective brides lies in the fortune they possess. Their loss of wealth is also

their loss of choice in a finaradly beneficial match:

Elles avoient perdu le plus beau de leurs attraits, en voyant comme un éclair disparaitre la

fortune brillante de |l eur p re, [€é] Cette fou
leur disgrace. La force de leurs charmes n'en put retenir aucun. 37BB,
They had | ost the most beautiful of their qua

fortune had disappeared. [...] Their eager crowd of admirers had disappeared at the moment
of their disgrace. The power of their remaining qualities wasfiitient to hold the attention
of even a single one of them. (My tr.)

Unlike her sisters, Beauty does possess qualities that make up for her lack of wealth.

Beautyds goodness, her perseverance and
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greed anano r a | | ack of her siblings: 6Cependa
dans leur commun malheur, plus de constance et de résofDtida.vit par une
fermeté bien adlessus de son age prendre généreusement san(pkvever, the
youngest of thenthough she shared in their common misfortune, showed more
perseverance and resolution. She bore her partse thesfortunes bravely and with
a stength of mind beyond her yeaf¥BB, 39, my tr].

Beauty functions as a role model for women who heaither the choice nor
the freedom of material circumstance to challenge patriarchal society. Villeneuve
attempts to console young women who must marry for the continued financial
stability of their families. Beauty is able to marry thedst despite hea¢k of wealth

and her perceived lack of social status because of the power to rule that she

possessesasahélfai r y . Beautyds inheritance of me
her prospective husband because it conf el
power wultimately resides in her prospect.

valuable to him as equal to his own rank and not through a violent act that

establishes her right and power to rule. Villeneuve attempts to resolve the issue of

the lackof the right to choice and setfetermination of women in society by

suggesting that the way to maintain power is not to rebel against male dominated
society as dOAul noy suggests in her ani m
declare war on the mortalorld that tries to repress them; rather she suggests that a
different kind of good match can be made: one in which the female political power is
beneficial to both parties.

Thelrast accepts Beautyds true nature a
ctt®, ravi de cette agr ®abl e rdédhepriacel e, en
for his part, was enraptured by this pleasant news, though he expressed his delight in
looks aloné [VBB, 152, Z tr., 197]The keast does not seek to change Beauty or
undemine her powerThe marriage oBeauty and thedastis one of equals who
rule their kingdom together. Duty and obligation to the family and the state are
shown to exist alongside female independence and power within thetradi

conventions of maiage:

ils avaententiérement oublié la gndeur souveraine, [...] mais [lée] cette sage
intelligenceleur e pr ®s ent a v iientautaatolligés agemplir 1b desti®ée qui
les avait chargés du gouvernement de leurs peuples, que cespnémep | es | 6 ®t ai ent

conserver pour eux un respect et erseratl . [ .. .]
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permis [...]Jpour aller [...] voirleroié | 61 s| e h e ur ®on[Bale's]powairyr p r e,
joint 7 | 6amit ic@sedv&la\ieala sargé atla jeuhesse au r@ €08 époOux.
(VBB, 235-7)

They had entirely forgotten about their realm and royal duties, [...hbuvise fairy made it

clear to them that they were under just as great an obligation to fulfill théimdas rulers

of a nation as that nation was to remain loyal to tHer.fhe prince and Beauty stipulated

that they be dlhleowed attdevi,sitthe] li ng of the Fc
[ Beautybds] power, ai ded Bbfairies, preserfed theelifed s hi p of
health, and youth of her husband for ag&sr., 2289)

Vileneu ve 6s hi ghl y talecenimag dfféerscconsotation tb égsiyoung

female readers and providasole model for the way in which young women should

behave and what should be considered a good match, beyond the distraction of
appearance¥ i | | e n e uBeautycmnndt beisaidyto promote an entirely

negative role model for young women but we aagognise, in it, the first acts of
transformative appropriation that began the process of repressing the learned,
independent, protb e mi ni st fairy that so defined df¢
eighteenth century, the burial of the fairies and of theitipaliand intellectual

prowess had only just begun.

"%!5-/.403 $2%' - &!')29 !'.$ 4(% 53%' ", % 0!

B e a u md_.a Bebeset la Bét@(1756)is far more morally didactic than

Vi |l | en e uvleviasfirstrpoblisbed in Rrance as an imbedded tale witlein

Magasin des Enfants ou Dialogues entre une sage Gouvernante & plusieurs de ses
éleves de la premiére distinctionThe Chi | drends Magazi ne, o
Wise Governess and Several of her Pupils of the Highest Rank). It is a short,

compact talewritten for children. Its primary purpose wasprepare and morally

educate young girls to become virtuous wives and mothers. Beaapmopriates
classical allusions and usesbutohlyo i mage o
authorisehe moral corgnt of her tale as following in the tradition of tieenale

authored literary fairale.

Like Villeneuve, Beaumont continued to maintain and promote the educated
woman aspect of do Aedumoothighiights theiimpgrtareeof h e t vy |
a good edaation in promoting the good and proper behaviour of children,
particularly young girls. In this version the merchant has six children, three boys and
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three girls. He is described as being a sensible man for sparing no expense in their
educationBeaumontimplies that the boys and girls have received an equal
education: O6éet comme ce marchand ®tait ul
| 6 ®ducati on d aonsaeteutesortels demaigégd@ince heevasra
sensible man, the merchant spamecexpense in educating them, hiring all kinds of
tutors for their benefit )(BBB, 66, Z tr.233. However, the kind of education she
had in mind was of a very specific kind: Beaumont sought to improve the moral and
civilizing education of young childreand in particular girls.

Beaumont s fairy only appears twice: ¢

returns at the end of the tale to reward Beauty for her virthelaviour

Quelle fut sa surpriseLa Béte avait disparu, et elle ne vitplusapéseds qudun princ
beau que | 6Amour, qui | a r e me lsalleent énsedhiblea v oi r f
au chateau, et la Belle manqua mourir de, jefetrouvant dans la grande saita pereet

toute sa famille, que la belle dame, qui li@i€apmrue en songe, avait transporaés

chéateau. La Belle, lui dit cette dame, qui était une grande fée, venez recevoir la récompense
devotrebonchoix vous avez pr®f®r® | a vertu " |l a bea
trouver toutes ces qualitésunies en une méme personne. Vallez devenir une grande

reine:j 6esp re que |l e tr!1.BBBBA) d®t ruira pas Vvos

How great was her surpeisvhen she discovered that theabt had disappeared, and at her

feet was a prince more handsomartheros himself, who thanked her for having put an end

t o hi s e n cBeautytwaseverwvhe[méd by joy in finding her father and entire
family in the hall, for the beautiful lady who had appeared to her in a dream had transported
them to the castle.

ABeauty, 6 said this | ady, who was a grand
your good choice. Youbve preferred virtue ove
qualities combined in one and the egamé per son
hope that a throne will not destroy your virtuous qualides.( Z tr . , 244)

The character of theglast continues to be associated with the Cupiddi, as the

human form of thedastissaidtob&p | us béa&awmoqué (more beau
Love himsel) The fact that he is more beautifu
representation has improved upgbatof herpredecessors. Similarly, the fairy
archetype at the end of the tale is devol
independence and their pemto control the outcome of mortal affairs. She appears

after Beauty has pred herself to be worthy of theast and has gained her crown

and political power through marriage. She is reduced to the role of a fairy

godmother, handing out rewards for gaodl virtuous behaviouBe aumont 6 s f ai
fulfils it earlystorytelling function aga character that pushes forward the narrative of

the tale towards the conclusion of a hap]
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self-determining and rebellious behaurchave been removed. This representation of

an aristocratic female storyteller becomes inextricably linked thétpedagogical
function ofd.a BelleetlaBét@s ubver ting the original fun
storytellers, invented to oppose Perraul
the patriarchal morality of his tales.

Beaumont 6s o6burial éd or repressmaon of
patriarchal ideology to the texttht Belle et laBé@®Gender r ol es i n Be:
versionar e strictly defined. When the family
father and brothers farm the land, while Beauty gets up early, cooks and cleans for
the family and spins wool, without uttering a word of complaint. This dedication t

her duty is contrasted withe behaviourof her lazy sisters:

La Belle se levait a quatre heures du matin, et se dépéchait de nettoyer la maison et

doéappr °terl a fda madlekhoptaitgndilantSes deux siTurs, au c
[éé$3e |l evaient © dix heures du mati n, se pr ome
regretter leurs beaux habits et les compagi3B, 68-9)

Beauty r ose atmofnmgiand oocapiet lesdkf byeclkeaningythe house and
preparingb eakf ast for all t he f aOnihé gtherlhénflhes he sang
twos i st erpse at fe, {ook walks the entire day, and entertained themselves by

bemoaning the loss of tindeautiful clothes and the fine company they used to.have

(Ztr.,234)

The spinning ofv o o | is a classical symbol signify
provides the character with a connectiothe authorising tradition of her
storytelling fairy predecessoBeauty wins the admiration and respect of her father
and her suitors through her virtue and dedication to duty, which they value above
money and physical appearance.
Beaumohtd&e ! | eromdiet thedimportance of proper
behaviour of women in society and criticised the behaviour of aristocratic society

wo men, previously represented by do6Aul no:

Cette cadtte, qui était plus belle que séssr s, ®t ai t aeallesslesdeurei | | eur e
amles avaient b e aelesdaisgentded aameas,.eene Voulaieht ds recevoir

les visites des autres filles de marchanititeur fallait des gens de qualité pour leur

compagnie. Elles allaient tous les jours au bal,cdlaédie, a la promenade, et se moquaient

de leur cadette, qui employait la plus grande partie de son temps a lire de bon@BBBes

67)

Not only was the youngest girl prettier, she was also better natured. The two elder girls were
very arrogani...] They pretended to be ladies and refused to receive visits of daughters who
belonged to merchant families. They chose only people of quality for their companions.
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Every day they went to the balls, the theatre, and the park, and they made fun of their
youngersister, who spent most of her time reading bo@&sr., 233)

Beauty is represented as not only beautiful but, more importantly, refined, educated

and kind in comparison with her greedy and arrogant sisters, who are shown to be

more concerned wittrying to establish themselves in upjass society than

paying attention to their domestic situation and their position within domestic family

i fe. It i s Beautyds silent acceptance of
female virtue, inopposii on t o her sistersd | ack of it
silence and forbearance of women is the primary virtue a woman should display

when seeking a husband.

Marina Warner notes iRrom the Beast to the Blondeat the change in
function, between doéAudbhBeteetdsBéipadthees and B
female archetype and the representation of women it helped to projsagate
indicative of the urgent societal concern of the Enlightenment for the moral
eduation of the general population:

Themi schi ef and want onness eried stilFcappuetiyds troubl e
dd Aul noydéds bizarreries, fade before the moral
begin to attempt to console young women bbgdears of marriage, ofgpe husbands who

mightbring about their destruction in one way or another. And these funétioisteadying

and training the youngy have gradually gained ground over the critical and challenged

rebelliousness of the first gaagion of women fairytale writers and become identified with

the genre itself, establishing its pedagogical, edifying charcter.

The repression of doéAul nypearpreocedsafi ry was t |
intertextual appropriation and rewriting by falm authors, who adapted the

archetype to address culturally and historically specific changes in attitude to the

place of women in society. The fairy retained her identity as an educated woman and
continued to be valued as authorisingfigure of femalditerate storytelling.

Howevert he resi stance shown by d6éAul noyds f
misogynistic laws and moral conventionshoiman societyvere rejected and left

behind in the earlier layers of the tekhis is not the end of her sto:6 Aul noy 6 s
archetypal fairy lurked just beneath the surfacé afBelle et la Bét@waiting to be

recovered, renewed and transformed.
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In The Sadeian Womdh979) Angela @rter carried out a feminist reading of the

work of the Marquis de Sade. The centr al
work is of particular significance to women because of his refassduate female

sexuality toreproductive functionCarter argug that in doing so, Sadeicceeds in

breaking down culturally determined morality on the nature of female sexuality,

mythical representations of women and the nature of the relations between men and
women that stem from {8W,2). In her introductory notto the book, Carter denies

thatThe Sadeian Womas in any way a critical theoretical study:

Itis, rather, a latéwentiethcentury interpretation of some of the problems he raises about
the culturally determined nature of women and of the relabehseen men and wan that
result from iti an opposition which is both cruelly divisive in our common struggle to
understand the world and also in itself a profound illumination of the nature of that struggle
(SW,2)

However, | would argue thdthe Saden Womarmay be read astheoretical
accompaniment tdhe Bloody Chambdd979).Published in the same yedihe
Bloody Chambealso exploresnythic representations of womandculturally
determined assumptions regarding female sexualiffhe BloodyChamberCarter
useshe tradition of femal@authored fairfales in order to explore contemporary
representations of womemhe arguments that Carter make3 he Sadeian Woman
on the purpose of mytland the prevalence of a cultural mythology of wortrext
defines the female as culalily lacking, can also be seen to underpin her feminist
revision of fairytales imhe Bloody Chamber.
Carter is critical of the influence of psychoanalysis on the interpretation of
what she terms t hly®edfememd agegxualonadigfrfagpr
and female genitaliesBW,4). She argues that the influence of Freud and Jung on the
i nterpretation of phallic symbolism and 1
reductive and acts to obscure the complexitydividual female identity and

presents sexuality as the most significal
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In the face of this symbolism, my pretentions to any kind of social existence go for nothing:
[...] as a woman, my symbolic value is primarily thatahyth of patience and receptivity
dumb mouth from which the teeth have been pul& @-5)

Carter acknowledges that women do sometimes play a speaking role in myth.

However, she argues that under the influence of Jung the cultural myth of female

silence sill exerts an influence. Sheses the myth of Cassandra as a study of a
speaking woman in myth: she represents t|
spoke the truth, although admittedly, in
(SW 4).To Cater, myths of oracular woménand by extension constructions of the

female storyteller often serve a repressive purpose in literature. Women are

allowed to speak, but only of things that are of no interest or are nonsensical to a

male dominated society:

I can hint at dreams, | can even personify the imaginaionthat is only because | am not
rational enough to cope with reality.

If women allow themselves to be consoled for their culturally determined lack of
access to the modes of intellectual atebby the invocation of hypothetical great goddesses,
they are simply flattering themselves into submisgiohAll the mythic versions of women,
from the myth of the purity of the virgin to that of the healing, reconciling erptire
consolatory nonseseq...] obscuring the real conditions of lif(SW 5)

Carter goes on to explore the mythic representation of the virginal innocence
and purity as an idealised state of female sexuality. She argues this is questioned in
S a d é&ustiee through his cgation of oppositional space in which the reality of
female sexuality is explored attuk cultural ideabf the passive and virginal woman

is deconstructed

[...] Sade contrived to isolate the dilemma of an emergent type of wémphhese self
conscously blameless ones suffer and suffer until it becomes second nature: Justine marks
the start of a kind of selegarding female masochism, a wonveth no place in the world,

no status, the core of whose resistance has been eaten awayfitys€®W 57)

For Carter, Sadeods Justine is a fictional
in believing in the myth of her own silence and cultural insignificance, propagates

and revels in heswn repression. | argue thathertwo rewritings of6 L a le Btdal
B°e°t&MBhe Courtship of Mr L yTheBbodg®@hdmbérT he Ti

Carterexamnesthe differentrepresentations of women in consecutive versions of
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OLa Bel |l e etdilluminate Bhé repredsive flnictiorsdti | | e raedu v e 6 s
B e a u mtaledar@ secondly to recover and remaké A u | n o ythrgughhest i r y
characterisations of Beaudityinto a positive myth of female setetermination and
sexuality.

Inbot h stories Car poverfulara setletermiringd 6 Aul n o
fairy, from the female archetype péssivity and endurance that the character of
Beauty slowly became in the increasingly repressive rewritings of Villeneuve and
Beaumont. It may be arguédntBattdaddsel hey!l
kind of consolatory nonsensd:6 Aul noy created a myth of f
salonnieresvho had been disenfranchised under the patriarchal absolutism of Louis
XIV.However, I would argue that do6Aulnoyos
confront contemporarymt hs of the silent and sexuall
fairies are beings who offer resistance to patriarchal kingship and who possess status
within society. Most importantly, they speak. What they say matters and has serious
consequences to patriarclsakiety: they utter spells and curses, give declarations
and punish those who fail to abide by thdirough the use of intertexts, and the
juxtaposition of her two rewritings, Carter acknowledges the literary histarylofa
Bel l e et | a ofBmtihge @nd raveritings thattean ibeersad as sequential
acts of recovery and burial of opposing ideological representations of women.
Through the ekphrastic representation of
of influence as a positive creatide@alogue between the new author and her
predecessors.

0 The Cour t s hdapgns witli a téMtual dxsroise id recovering and
challenging the cultural ideal of virginal purity associated with the character of
Psyche and the association with purityspirit and domesticity that it acquired when

transferred to Villeneuveds and Beaumont

Outside her ikchen window, the hedgerow glistened as if the snow possessed a light of its

own; when the sky darkened towards evening, an unearthly, reflected pallor remained behind
upon the winterdés | andscape, whil e,whaseé || t he
skin possesses that sarimmer light so you would have thought she, too, was made all of

snow, pauses in her chores in the mean kitchen to look out at the country road. Nothing had
passed that way all day; the road is white and unmarked aseal @it of bridal satin.

(CML, 43)
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In this passage, Carterconcerned with revealing the prevalence of the
cultural myths of purity, virginity and domesticity imposed on the female archetypal
character of Beauty throughout the textual histor§ &f selle Bt la Bété In
previous versions of the text Beauty is always joyfully and willingly engaged in
some form of domestic work. Beautyds chal
Oangel in the housed is always istetd r ast e
who view household tasks as beneath them and undermine Beauty for her
willingness to perform such duties and her acceptance of their reduced social
standing (See, VBB, 38 and BBB, 6&). The kitchen which symbolises the
cultural idealofdomestc i ty i s described as Omeand ev
repression of women tied to domestic roles, and the inadequacy she feels at her
existence in her idealised role as a hamaker. Here Beauty is no longer joyfully
engaged in her womanly dutiegather, she gazes out at the possibilities of the open,
pristine and untraveled road that will take her away from her culturally idealised
existence. At the same tintbe landscape outside the kitchen windosymbolic of
a patriarchal world view propagtes the very myth of her idealised domesticity and
purity. In earlier variants ad L a B e | | @&badkweatHergplayB antingportant
function: it keeps the father away from home; it causes him to get lost aed fom

to take shelter in theeba shbndes

[ é ] futiobligé departir dans la saison la plus incommode. Exposé sur la route a toutes les
injures de | "air, il faill iiltprenqu@%Auaunseérgierf ati gue
ne s'offrait a ses yeux;[...] En avancant sans le sdgdigsard conduisit ses pas dans

l'avenue d'un trebeau Chaau.(VBB, 46-7)

[...] he was obliged to start home in the most dreadful weather. Exposed on the road to
piercing blasts of snow, he thought he was going to die from exhaustioRr¢cdethg
without knowing the direction, he chanced upon an avenue leading to a beautifuZastle
tr., 157)

'l ndavait plus que trentmaims$ildepdsditfour arrive
neigeait horriblement [TéoJut d&éun coupouéenddegear damguauall
déarbres, il wvit une grande |l umi re, [€é] et v
était tout illuminé(BBB, 70)

He had only thirty miles to go before he would reach his house [...] but [...] he got lost in a

raging snowstorm. [...] Suddenly he saw a light at the end of a long avenue of trees. [...] Soon
he realised that the light was coming from a huge palace that was totally illumiiZated.
235)
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However,n 0 The Courtship of Mththeyondé snow
suffocating isolation that Beauty has endured because of the persistence of those
patriarchal myths, which have endured well into the twentieth century. The purity of
the untouched snow appears to posmess a
unearthly pallor on the landscape (which we may also interpret as text) despite the
0sky o6 dar keni négrheanyto of the pdssive eirgia continugs to shine
through time with its own light and continues to exert its influence on the
representation of women in |iterature ev:
take as the words o0andlieeome pant dthe (textual)r y) f | o
landscape without making any change to its pristine appearance. In the image of the
snowflake Carter acknowledges the difficulty of effectively challenging the
persistent myth of the virgin, as her own initial represemtati Beauty may be seen
to be complicity with the myth of the virgin.

Carterb6s use of o6éyoud addresses the r
a 01 o\ kldwgvergQantet then forces her readers to reconsider why they
believeBeauty to be aarchetype ofthe deal woman: O6This | ovel
possesses that same inner light so you would have thought she, too, was made all of
snowd (CML, 43). Carter is asking the re:
and beauty with virginity andurity before subverting those ideal qualities in her
version of the Beauty charact&eauty does not idealise her own domesticity, her
work is described as a chofurthermore, the symbolisai the untouched road as
Ospill ed bolt thatéheis meigher pweadtgnah® Spiulglge ¢ 6
implies the possibility of ruin and conjures up the possibility that the white fabric,
symbolic of a virgin bride, may, in the language of the myth, have already been
O0stained®. or Oruined

In The SadeiamWomanCarter argues that women who find consolation in
myths of idealised womanhood are complicit in their own repression. Like Justine,
they are condemned tgoassivity that results in seifflicted suffering because they
have not been taught the ségies by which they can make themselves seen and
heard, through which they might force a change in the external forces that affect
theirlivesGW,2-57) . | n o6 The CoQanetcertnugsarof Mr Lyon
exploration of this thesis. Beauty is compliaither repression through her

submissive aspirational belief in purity and virginity as an ideal of womanhood.
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Carter consistently uses the imagery of sndle grounds of theeba st 6 s
gardens are said to remain in perpetual winter. Just before the fatbes sggive
up his daughter to theeast in return for the stolen rose, the father notices that the
door knockeii in the likeness of his hosthas agate eyes:

As the door swung to behind him, he saw the |
Great wreathesf snow now precariously curded the rose trees and, when he

brushed against a stem on his way to the gate, a chill armful softly thudded to the ground to

reveal, as if miraculously preserved beneath it, one last, single perfect rose that might have

been tle last rose lefiiving in all the white winter CML, 46)

Blinded by the white purity of the snawsymbolic of his belief in the myth of purity
i thefatherisunabletoseetbee ast 6 s true naturadoamder nea
only focus on the unmaral hardness of his eyes. He also fails to see the reality of his
daughterdés character, represented by the
the mounds of snow. This foreshadows the faté3eaiuty and thednst. Beauty will
survive and prospamce she is able to shake off the myth of her virgin purity.
Similarly, the otherness oftheeba st 6 s ani mal i st itweatanatour e t F
devourB e a u t y Gissshoguto be ta gultural myth of masculinity, as damaging to
male identity as thenyth of the virgin is to female identity. Through this imagery,
Carter first suggests the possibility of a reality beneath the culturally propagated
myths of the virgin and beast. These are stripped away to tbatdhere is no
threatinherentin the seual differenceand gendered behaviour of Beauty and the
beast.

On her first meeting with theelast, Beauty wHeheartedly believes in her

mythological identity, as well abe myth of sexual threat thedst represents:

How strange he was. She foulnid bewildering difference from herself almost intolerable;

its presence choked her. There seemed a heavy, soundless pressure upon her in his house, as
if it lay under the water, and when she saw the great paws lying annthef his chair, she

thought: hey are the death of atgnder herbivore. And such a one she felt herself to be,

Miss Lamb, spotless, sacrificidl..] Do not think she had no will of her own; only, she was
possessed by a sense of obligation to an unusual degree and, besides, spadglidve

gone to the ends of the earth for her father, whom she loved dé&vil, @8)

It is significant that Carter points to the fact that Beauty has not been coerced into

her situation. She chooses it for herself out of a misplaced sense tb tetyfather
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and her romantic complicity with her culturally imposed identity as a passive and

seffsacri ficing virgin, directly descendi ncg

of her fatheros decision to sacrifice hel
Beauty only beomes aware of her complicity in patriarchal myths of

femininity after she encounters a volume of @@ntes deées which contain the

works of dO6Aul noy:

As she browsed in a book she had found in the rosewood revolving bookcase, a collection of
courtleyand elegant French fairy tales about White Cats who were transformed princesses
and fairies who were bird§CML, 48)

Carterb6s Beauty recognises that the situ:
to that of dO6Aul noytbBemexpldi herof n@s8Aulail
offer the possibility of resistance to the patriarchal construction of passivity as a

female virtue that has caused these women to suffer. Beauty discovers The White

Cato fLa ©hatte blanchieandthe storyworld ofi. 6 Oi s ed@ThrougH tleeu

knowledge of these alternative myths Beauty is able to take control of her own fate,

and begins to identify with and emul ate

women:

Returning late from supper after the theatre, she téfdkeo earrings in front of the mirror;
Beauty. She smiled at herself with satisfaction. She was learning, at the end of her
adolescence, how to be a spoiled child and that pearly skin of hers was plumping out, a little,
with high living and compliments. Bertain inwardness was beginning to transform the lines
around her mouth, those signatures of the personality, and her sweetness and her gravity
could sometimes turn a mite petulant when things went not quite as she wanted them to go.
You could not havead that her freshness was fading but she smiled at herself in mirrors a
little too often, these days, and the face that smiled back was not quite the one she had seen

contained in the beastés agate eyesrof Her face
the invincible prettiness that characterizes certain pampered, exquisite, expensive cats.
(CML, 52)

Beaut yds o gymmlicbfyher virgidali parity is shown to be fading as

her own feelings of self worth and confidence increase. Hermqadityochanges

from extrovertto a tendacy to be introverted. Thisplies that she is becoming

more contemplative and selfvare of her position in the world. The fact that Beauty

often looks in mirrors is furthermore symbolic of her gellisation Theimage of

theleast 6s agate eyes that her father firsH

sees herself through the veil of the patie myth of the virgin as theshst

95



continues to do. Through the comg@tari son
expensi ve impledtsabBeddty has ecoimdéke The White Cat of
d 6 Aul n otglé an irftedligent,\politically and sodlg aware woman who is
able to &ect changes in her world, and determine her own fate.

Through the transformiain of Beauty, Ceer suggests that discovering
alternative myths is essential for women seeking to escape their social framing.
Beautyds discovery €dntedetcdoan asohedadasf ai ri es
Carter 6s $dsitvg creatyaliaogue between the new feminist author
and her predecessoish e absence of Beautyds mot her e
fatherdés belief in her purity means t hat
WhenBeauty finds the book of faitgles she immedidteidentifies with its female
protagonists.

Carterb6s technique bears a striking r
challenging the conventional codesvodisemblanceéhat we have seen earlier in this
chapter. | argue that this is not a coincidence.eCaentifies with theewriting
practices of doAul noy ofamnehrly prétdemimise vi ews a:
movemenbbscured by later impositions of patriarchalvaki@ | | owi ng do&éAul r
example, Carter situates her own work in the storytellingttosdof thesalonnieres

The | ast paragraphs of &éThe Courtship
awareness thdlhe recovery of oppositional myths from the underlying layers of the
text, into the new layer of constructiannot sufficient to ensure that thegmain
there, balancing the equality of representations ofgende€ar t er 6 s knowl ec
|l iterary history and depowitlesenngtmample f 6L a |
evidencehat each recovery is susceptible toiidher repression. Beauty refisrto
the keast transformed by her new ability to acknowledge the reality of patriarchal
myths of femininity and masculinity. No longer frigined by the sexual threat the
beast poses to her virginity, she news the myth of thedast as a cheap

conjuring trick that has lost its charm:

Dust, everywhere; and it was colthere was an air of exhaustion, of despair in the house
and, worse, a kind ofhysical disillusionas if its glamour had been sustained by a cheap
conjuring trick and now the conjurdraving failed to pull the crowds, had departed to try his
luck elsewhere(CML, 53)
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No longer enchanted by this spell, the rooms now appear plain and dusty. The door
no longer opens silently with the help of invisible hands, rather it groans loudly:
Beauty is able to reognise the true plightoftheba st 6 s | onel i ness
pain. Once more the image ofthea st 6 s eyes i s repeated:
How was it she had never noticed before that his agate eyes were equipped with lids,
like those of a man? Was it because she had only looked at her own face, reflected
there?6( CML, 54)

In theSadeian Womar€Garter argues that myths about masculinity and
femininity mask the complex reality of
relationships betweemen and womerS\W 4-5). Beauty no longer sees theast
through the prism of her fear regarding the sexual threat he poses to her virginity.
The cultural myth of the besti aluredal e
ability to recognise thedasd s h u.fiberteiatsyt 6 s physi cal me t

ani mal to man is enacted through this

When her lips touched the mdatok claws, they drew back into their pads and she saw how
he had always kept his fists clenched harv, painfully, tentatively, at last began to stretch

his fingers. Her tears fell on his face like snow and, under their soft transformation, the bones
showed through the pelt, the flesh through the wide, tawny brow. And then it was no longer a
lion in herarms but a man, a man with an unkempt mane of hair and, how strange, a broken
nose, such as the noses of retired boxers, that gave him a distant, heroic resemblance to the
handsomest of all the beasts. (CML;54

When Beauty looks at theelst, she ntonger sees threatening claws that might rip
her apart; she sees his gentleness and his desire to protect her. His claws become
out stretcheds fkmogvwelresd g eB ecataldsihéd/oredemen ed s f
with the strategies to challenge culturalths of masculinity and femininity.

I n the simile that | ikens Beautyos
patriarchal myth of virginal purity with one of female equality and poW#rereas
Beauty used to see thedst through the prism of the myth of keginal purityi
representedybthe snowi she now views thedast through the prism of her tears
representing her knowledge of this alternative myth wifale poweii which fall on
thelteast 6s face. This change i ontigataliowse pt i

Beauty to see theslast as a man who in some respects resembles a beast but is far

an (

)

a
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c h:

ai

t e

on
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met aphor for Caradntethédextanttexiob Lai Bgl Fal et na
and failing to change the textual landscape or its representation of women (CML,
43). The repetition of 0s oftandsthathermewritimgp | i e s
has recovered a positive representation
however too subtle and too vulnerable to subsequent rewritings to ensure any lasting
change in the way Beauty is read.

In the teardike-snow simile @rter also displays an awareness that she has
simply replaced the cultural influence o1
beast 6 all ows fterbdaedntapgpi f gastthd doasinéty and

fully address the staging of gendeleoand sexual differenceinL a Bel | e et |
BétedFor Carter, the rewriting technique th
Arachnedo has I imitations for exploring g

tension between perceived inequalities in naalé female representation in order for
the model to function.

I f &é6The Cour tsertesgsanmekplofdtion df tiiedfumdiion and
operation of gendered mythanL a Bel | & hestn léal hiE° tiesafiger 6 s Br
attempt to overcome that cycle writing Beauty (as well as some minor female
characters) so as to give her new motivations and ideological identifications that
have no basis in her sourceteXdsn | i ke t he BeeaQodrtshipbfiMgur e i n
Lyont he Beauty of @rihgséorthTullgf@med and Bvare af thed s
oppressive world she inhabits. She is never at any point complicit in her repression
through a belief in herself as a sacrificial virgin. Furthermore, she consciously
attempts to manipulate her environment toddhrantage.

Beauty is under no illusions as to thi
significant thathis story istold inthefirsp er son as it serves as
narrative of her experience. She explicitly states an awarenessspatusras the
property of men. She is passed from her father to the beast as payment of a gambling
debt. Beaut ydgs:narMya tf iau deadt & dasdEB, 56ne t o t h
Unlike earlier variants of the text andlike The Courtship of Mr Lyad(see CML,

48), no attempt is made by Beauty to defend the behaviour or immorality of he
fat her . I n OBauTiydesr @d tBrtiudle t owar ds he
angry. She blames him for her motherods d

drinking and whoring:
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The peasantssaid:The | i vi ng i &haogsing theimselves out ahespdciefar

the dead. My mother did not blossom long; bartered for her dowry to such a feckless sprig of
the Russian nobility that she soon died ofdasing, his whoring, his agonizing

repentances. [...] Gambling is a sickness. My father said he loved me yet he staked his
daughter on a hand of cards. [...] You must not think my father valued me at less than a

ki ng6s r anosmonet;h abnu tarangam.n(TBH5D)

Carter appropriates thbeme of the absent mothernL a Bel | eanédt La B°t
rereads the importance of the minor female figure, imposing an emotional reaction
onthe backstorp f Beautyds family cir cdimesatiegnces t
versionsBeaut ydés remembrance of her mother ir
position she finds herself invalued only as a possession with a monetary value
has been the position of many women before her, including her own mother. This
reeadi ng of Beautyb6s mother i mposes a new
archetype. The idealised figure of a subservient and dutiful daughter ready to
sacrifice herself to prove her love for her father becomes a figure that questions not
her own morhfibre, but that of her father and the patriarchal society he represents.
Through the imposition of new value on the female archetype, Carter is able to argue
that the story is a fundamentaitgmoralone.

INnédThe Ti g@&BéauBybder ffvithbeardole ds sacrifiaam p
virgin and her need to be seen as an equdidisast collapses the cycle of burial
and recovery within the texin this, Carter uses a combination of the rewriting
techniques that | have termed 6The Rescu
order to play on the theme of the fear of devourment and the sexual corruption of
young women common to extant version®df a 8 € | | eandBhet anendl

bride and groom tales from which they derive:

How |1 6d squeal in delighted terror, half beli
that she teased me. And there were things | knew | must not tell her. In our lost farmyard,

where the giggling nursemaids initiated me into the mysteries oftivadnull did to the

cows, I heard about the waggonero6s daughter.
so; the wa g g-lpped, squisteyddauglysas sinhwho would have taken her?

Yet to her shame, her belly swelled amid the cruelkancof the ostlers and her son was

born of a bear, they whispered. Born with a f
tales, nursery fears! | knew well enough the reason for the trepidation | cosily titillated with
superstitious marvels oy childhood on the day my childhood ended. For now my own

skin was my sole capital in the world and tod
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Carter retells the core storyd@éf a B e | | e asean ordl falk vBrSian sirgilar to

t hat of ngof*Ate comvergionl cultural myths of virginal purity, beauty

and female sexuality propagated throdgha B e | | e arerefigured asBhtt e 6
dubious old wivesd tales told bl nur semali
Beauty, the stories of her childhood are vaguely ridiculous, nonsense superstitions,

built on a myth of moral femininity that she rejects. Beauty refuses to see herself in

the role of ruined virgin because she knows the story masks the reality ofrher ow

individual fear and excitement at the prospect of losing her virginity.

Beauty vows to do so on her own ter ms,
body as the only commodity she owns and the only currency she hdsthatst
will accept. The bast demads to see her naked in return for which a fortune will be

given to her father and she will be released:

| could scarcely believe my ears. | let out a raucous guffaw; no young lady laughs like that!

my old nurse used to remonstrate. But 1 did. Anddo.[.] 6 You may put me in
room, sir, and | promise you | will pull my skirt up to my waist, ready for you. But there

must be a sheet over my face, to hide it; though the sheet must be laid over me so lightly that

it will not choke me. So | shalle covered completely from the waist upwards, and no lights.

There you can visit me once, sir, and only the once. After that | must be driven directly to the

city and deposited in the public square, in front of the church. If you wish to give me money,

then | should be pleased to receive it. But | must stress that you should give me only the

same amount of money that you would give to any other woman in such circumstances. (TB,

65)

Beautyds apparent wi |l Isetagginsthevace afthe pr ost i t |
remonstrating nurse that warns Beauty about hdadylike behaviour. This is

further enforced by the image of the church: the ultimate upholder of patriarchal
morality. Both signify the moral disappr ¢
response to this moral objection is to laugh again. Through this process of rereading
Beauty and imposing on her archetype new motivations for her behaviour, Carter

contests the patriarchal morality of the existent text by suggesting that being willing

to do everything to save yourself is never immordle terms of the transaction

include the objectification of her body as a sexual commodity. The fact that she at

first requires her face to be covered suggests her reéfusaage emotionally with

the keast on unegal terms. It is only once theshst shows himself to her naked, later

in the text, that she agrees to strip fol

down with the lamb; he acknowledges no pact that is not reciprocal. The lamb must
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lee,e n to run with the tigersdé (TB, 71). Si
of subjugation, she refusesbelieve in the myth oftheeba st 6 s power t o d«
her. Their nakedness is a vow that they \
still as a heraldic beast, in the pact he had made with his own ferocity to do me no
harm. [...] | therefore, shivering, now unfastened my jacket, to show him | would do
no har maBeaulyBnd thédhst are forced to meet as equals, bringing the
two characters to equal status within the text.

After Beauty has faced and defeated her fear of sexual devourmentleshe is
to her new bedroomintheba st 6 s mansi on. I't is decorat
of a+#i aGdhlidnedd Fr e nddhotretarh mertomyoéelltbue v al et
instead, to an elegant, if efdshioned boudoir with sofas of faded pink brocade, a
jinndéds treasury of oriental carpets, tini
Carter uses what | Araaehned meac hrmieq WeR etsa |
imagery of the Frenchsalomi or der t o adparsgmnarBtevawith thied s f i |
aristocratic storytelling of the Frenshlonniéresa storytelling tradition that
opposes the patriar c hladtoldiooBeaaty byher nusd. t he

Beautyds tale of resistance agmaybest conv:
said to foll ow i n dnimalbrideaadgroomtaleendoah d o6 Aul |
be interpreted as a r epngprackca.t ati on of Cal

Beauty is free to return to her father at any time, but havingreqred
equal status with theslast, she refuses to return to the patriarchal control of her
father. She dresses her clockwork maid in her clothes and sends her backte play
role of subservient daughter who is the property of her father. Beauty rejects a life of
silent roleplay, where people are indifferent to her existence, in favour of a life
without the trappings of myth:

| felt as much atrocious pain as if | wasmting off my own underpelt and the smiling girl
stood poised in the oblivion of hbalked simulation of life, watching me peel down to the
cold, white meat of contract and, if she did not see me, then so much more like the market
place, wiere the eyes #t watch youake no account of your existence

And it seemed my entire life, since | had left the North, had passed under the
indifferent gaze of eyes like her3 g, 73-4)

Carterrereadsthehar act er of Beauty in preé&vious Vv
looking for the implied repressionsdaexual objectifications that act on this

character, and writes Beautyod6s response |
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influence of thisdiscoursBe aut yés reaction is one of al
lack of social position and her invisibility and insignificance to patriarchal society.

Beauty chooses to reject tbenventionghathave dictated hreexistence and returns

to the least in whee company she can exist as an equal individual

He will gobble you up.

Nursery fears made flesh and sinew; earliest and most archaic of fears, fear of devourment.

The beast and his carnivorous bed of bone and I, white, shaking, raw, approachingf him as

offering, in myself, the key to a peaceable kingdom in which his appetite need not be my

extinction. [...] Tiles cam crashing down from the roofhkard them fall into the courtyard

far below. The reverberations of his purring rocked the foundatiotie douse, the walls

began to dance. | thought: O08&[t.]Andieachstrake!l f al | |
of his tongue ripped off skin after successive skin, all the skins of a life in the world, and left

behind a nascent patina of shinimgrs (TB, 74-5)

Beauty revolts againsthe cultural myths of femininity that haa#fected her
life, which Carter represents through her repetition of the warning from her old
wiveso tale. I n creating a Bedeadfher char aci
repression and fight®f her right to be seen by thedst as his equal, Carter
recovers do6Aulnoyds fairy: an archetype ¢
counterpart; a Sadeian fairy, who avoids becoming aesgtrding masochist like
Justine pecause she recognises and fights against the conditions and patriarchal
moral ities that threaten to oppress her
of fears, fear of devourmentThe world that has repressed her dissolves, self
destructingaround her. The beast rips skin afs&in away from her body to reveal
that underneath all the cultural constructs dictating masculine and feminine

behaviour, we are all equally besti

'TheAameThompson I ndex is a system of classifying f
according to a commonly shared themes and motifs. In recent years, it has been used in the

classification and analysef the shared themes and mstiff written and literary faitales. See Antti

Aarne,The Types of the Folktale: A Classification and Bibliogrgpghyand enlarged by Stith

Thompson (Helsinki: Academia Scientiarum Fennica, 198dholars of the faitale have used the

AT classification system to establ i staBelleet | i nk be
laBétdFor example, Jacques Barchilon, in 6Beauty an
Psychoanalysis and the Psychoanalytic Reviéw (1959), pp.129, discusses the animal groom

tales written by Frech female authors of thefairra | e i n t he 1 6®aBslleetlad Beaumo.l
Bétedasvariants of the tale type AT 425a: Cupid and Psyche; BrunielBeim, inThe Uses of

Enchantment: fle Meaning and Importance of Fairy Talg®ndon: Penguin, 1976; repr. 1991),

pp226-307, uses the AThdexto argue that a number of faigesi including@eauty and the

Beasb ¢Cinderelldand®leeping Beaulyi listed under the tale type A T -45@ TDales of a
Supernatural or Enchant edppldp66)aee ovaiOit aetr s Rel aé Cu
P s y ¢ Ruth 8. Bottingheimer,id Cupi d and Psyche vs. Beauty and t
t he Maddreeillas & Contes3.1 (1989), ppl-14,grounds her argument in the historical and
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cultural specificity of d&BepeietlaBételyudhgtheceAfed and Vi
index to show that 6évastly differentd stories may
motifs; Pasquale J. Accardo, Tthe Metamorphosis of Apuleius. Cupid and Psyche, Beauty and the

BeastKing Kong(New Jersey: FairleigBickinson University Press, 2002)68,discusse® Be aut vy

and thenBehstbéontext of its relativeindexeJanat i ons hi y
Ziolkowski, in Fairy Tales from Before Fairy Tale$he Medieval Latin Past of Wonderfubk{Ann

Arbor: Universiy of Michigan Press, 2009), (889, 431, uses the Aarfdompson Index to locate

60Cupid and Psyc faRBelleatladBéi@neaduropean traditton of animal groom

tales.

D6 Au | rBerpgentis veris perhaps the most explicit (abdstknown) of her rewritings of the

myt h of 6 Cu pin this taletlie cHamgtec diagdinette compares herself to Psyche and

fails to Iearn from her pr edeS8eepsnsnve th&abimétdes ak es . ¢
fees Vol. 1ed.by Elisabeth Lemirre (Aes: Picquier Poche, 1994), @p3-86. Ideally, | would have

liked to examine this tale in greater depth. However, for the purposes of this thesis it has been

necessary to limit my discussiondd® ul noy 6s ani mal bride and groom t
most influence on GCaBdlealadéd.ater rewritings of

51t is interesting to note that Apuleiusd 6Cupid &
tale motifs and images MaryShel | eyés wor k. Shelley transl ated a

andPsyched i n No erdryfor&ovenbd® 3817in The Journals of Mary Shelley

18141844,ed by Paula R. Feldman and Diana Seléiivert (Oxford: Clarendon, 1987p.182 The
translation survives i n oreldinthd LibRyofCongr&thel | ey ds nc
Matilda (1820)in Mary Wdlstonecraft and Mary Shellellary, Maria and Matilda(London:
Penguin,200dShel | ey appropriates the BdttompgapnpésCMpt db
incestuous relationship with her father to that of the passion and joy of Psyche for Cupi
Interestingly, Shelley descri bes pihree sése nacsh aan t dnfeanet
habitati-okurtpmeprl@ad3!| usi ons to O0C\Vapergh/l&8d Psychebd
(London: Kessinger, 2010), pp-B The Last Mar(Hertfordslire: Wordsworth Classics, 2004)

pp.376land6 St anzas: OmM dadaomea nsqgq meKeepsake ot 183@d.By3 9) i n

Fredric Mansel Reyrds (London: Longman, 1839),30)1.

‘“See Marcia R. Lieber man, 6 So me DaignthMyghthe i nce Wi |
Fai r yCollege Eaglish34.3 (1972), pp.3835;Kar en Rowe, OFeminism and F
Wo me n 6 s 6@97%9),p237-87; Maria TatardntroductiontoBe aut y anéhThehe Beast 6
Classic Fairy TalegNew Yorkand London: Norton1999), pp25-32 (pp26-7); Angela Carter,

6 About T SlegpingBeauty and Other Favourite Fairy Taled.by Angela Carter

(Boston: Otter Books, 1991),428.

® Angela Carter(Review ofBeauty and the Beast: Visions and Revisions of anT@lielby Betsy
H e a rFolidode 102:1 (1991)pp.1234 (p124).

®Carter, 6 Abmlad Also huetedimathr® ¢ rduction to Beauty and the Bedgi.26.

"Helen Simpsond | nt roduction to the Vi ntTheBéodE@hammberon 1996

8SeeFai th E. Beasley, 6Chapter Three: Altering the
Cl as s i ¢ &bdbnyaStprhéns, edvHistory of Women's Writing in Fran¢€ambridge:
Cambridye University Press, 2000), pp.&4

° Lewis C. SeifertFairy Tales, Sexuality and Gender in Frari90-1715: Nostalgic Utopias

(Cambridge: Cambdige University Press, 2006)8p. Sei fert takes these stati
major study of women viters and the origins of the novel in France. See Joan DeDesader

Geographies: Women and the Origins of the Novel in FrédNesv York: Colunbia University Press,

1991), p128.

Y“On the relationship between thmtheeventsefthee i n wo me
Fronde see Beaslepp.64-8 3 ; Patricia Hannon, O0Chapter 5: The Si
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Literary Domain and t hEabuousddentites :MWomewsHaieyTale®/ini t er s 6
SeventeentlCentury FrancdAmsterdam: Rodopi, 1998), d49-209; Alain Viala,Naissance de

| 6®crSovcaiionl:ogi e de | a | i(Paris:Bditiansde Misuit 1985), pp®3pe cl assi q
291; DeJeamp.17-70.

! For a detailed history of the Fronde see Orest Raiituwn Frona: A French RevolutiofLondon:
Norton & Co, 1994).

12 Beasley, [B5.
3 bid.

1bid., p.67.

1> seifert, p7.

¥6This term was coined by Malistoi@®duAéminisnefrancai®and Dani
vols. (Paris: des femmes, 197 Bee especially, 1: 198 00 6. Sei f erSeealscN 18, p. 22 ¢
dmagining Femininity: Binarity and Beyond; Ti&rand Renfermemeand the Valorization of

Mot h e r hSeited,gp.178190.

"SeeJane Merrill Filstrup, oIChdilwirdewmadteileri) tiemr aft lua eC
pp.7792 (pp77-8).

BFroramoreiept h account of Mme Ticquet @eatht ri al and
Comes to the Maiden: Sex and Execution1#333(London: Routledge, 1991), pp.76

191 ewis C.Seifert,dMarveous Realities: Reading the Merveilleux in the Sevente@ethtury French
Fairy Taléin Out of the Woods: The Origins of the Literary Fairy Tale in Italy and Fraedeby
Nancy L. CanepdDetroit: Wayne State University Press, 1999.,1356.

“Bernard Le Bovier de Fontenelle presents an influential contemporary account of the débate in
Digression on t he (Dimrssionsur tesancensct ld¥ mablermed)ie 6

Continental Model: Selected French Critical Essays of the Sevéht€entury, in English

translation,tr. by John Hughes, ed. by Scott Elledge Sctitbaca: Cornell Universy Press, 1970),
pp.35%60. Coming down on the side of tiodernesFontenelleargues that it is not that people are
fundamentally changed froamcient timesilt is rather thathe external force of history and

intellectualpr ogr ess has mindssSeggas@ o p g b p b e & Ehaper P Ancients, 6
and Moderng in The Cambridge History of Literary Criticism Vol. 4: The Eighteenth Ggnad by

Hugh Barr Nisbet and Claude Rawson (Cambridge: Cambridge UnivBrsisg, 2005) pp.324

(pp.3%8).

L See Fontenelle, pp6468 andCh ar | es Per r @he CdmpletedFRiry ®dieain ¥edse i n
and Prosé L'intégrale des Contes en vers et en pijasgl language] tr. and ed. [8fanley
Appelbaum (New York and Dover: David & Charles, 2002)2¢.

2perr Rubf ppsb.0

BFor example, see Ant oi ne Pé&iladtHigtdiresowcsntes dudtempsi s pi e c €
passéParis: Claude Barbin, 1697) Houghton Libradgrvard University and~rontispice : Devant

une cheminée, une vieille dame fait le réeitabntes a trois enfadén lllustrations de Charles

Perrault,Histoires oucontes du temps passé avec des mordéidist unknown] (La Haye, Liége :

Basompiére, 1777)Bibliothéque nationale de Franaeicrofilm R.24829Both frontispieces show

an evening scene. An old woman in a plain cap (possibly a nurse or sesitatgside a fire. In her

hands, she holds a spindle. Around her sit three well dressed children, who appear to be listening
intently to her tal econtesdegniameralOde on t he door read:s

#Jack Zi pe sn ThéRise ofthe Erahdairy Tale and the Decline of Frahde
Beauties, Beasts, and EnchantmeZiassic French Fairy Tale@New York: Meridian, 1991), .
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% For indepth studies of the complex relationship between oral salon culture and the French literary

fairytale see Ann Defrare and Jeafrancois Perrin, edLe Conte en ses paroles: La Figuration
déoralit® dans |l e cont e mres(ParsiEditbns DesjondquéresCl assi ci s
2007) ; El i z ab e t\iced/ia Printi OnagtiesHinathe Fairg & |jneT@ice Upon a

Time: Women Writers and the History of the Fairy T@hichester: Princeton UniversiBress,

2001), pp.467/2; MarinaWan e r , 6 Par t OnFeom thd Beast tdteelBlorae: OrdFairy n

Tales and Their Telleff.ondon: Chatto & Windus, 1994), @®181.

% Jack ZipesThe Irresistible Fairy Tale: The Cultural and Social History of a Gei\tew Jersey:
Princeton Wiversty Press, 2012), pp.23Zi pes attr i but es ultahdereqndgioass ence o
fairiesadient eHJ Chnesede el 698) amddistoiies sublimes et allégoriques

(1699); Cat HeComtesse db Moaortari60) andesPet it s Soupers de | 6C¢C
I 6 ann®el 710629)9; and L olaiTwamniedes féBsodétruife7d2) (gndosgst others)

to the influence ofthedbsthardtionfary 6s construction of

" bid., p.24.

% Harries, p.31.

PForadetailedanatyi s of t he f r on ConepseecHardes, pl.58. Sekdlgoy | noy 6 s
Frontispiece, Mari€Ca t h e r i n eSuittHdasucbntes noyvedbaris: Compagnie des libraries,

1711) Bancroft Library, University of California, Berkeley. Reproed in Haries, (fig. 6), p53 and
Frontispiece, Mari€Ca t h er i n eNouvéadxiconteode fées). 2 (Amsterdam: Etienne Roger,

1725). PierponMorgan library, New York. PMI84636.Reproduced in Harries, (fig. 7), p.54.

% HenrietteJulie deMurat, Histoires sublimes et allégoriques, dediées aux fées modgtaes:
Florentin& Claude Delaune, 1699), p. ilQuoted inHarries, ppp6-7.Har r i esd transl ati on

%1 Zipes, The Irresistible Fairy Talep.29.0n the relationship between the Greek and Roman Fates

and the prevalence of fairies in the western traditionlsa@ence HarfLancer,Les Fées au blyen

Age: Morgane et Mélusinea haissance des fé@Baris: Honoré Champion, 1984por a study bthe

similarities between thedfes and Frech fées in the context of tisalonniere6 use of fairy id
see Ann DuggarBalonniéres, Furies and Fates: The Politics of Gender and Cultural Change in

Absolutist FrancéNewark: University of Delaware Press,(0&). For a study of the broader origins

of the western beliefs in fairies in classical mythology Beane PurkissTroublesome Things: A

History of Fairies and Fairy Storied.ondon: Allen Lane, 2000).

%2 Filstrup, p.77. See alddolly Tucker,Pregnant Fictions: Childbirth and the Fairy Tale in Early
Modern FrancgDetroit: Wayne &te University Press, 2003).

¥0n the curriculum of women &entury Branseseet.CBatna,at i on i
The Little Schools of Port Roy@lambridge: Cambdlige University Press, 1913)208.

% See R. Foulch®elbosc, Introductionto Mari€ at h e r i n eTradets ito BpaiglLgndon:
G. Routledge & Sons, 1930) xj.

¥ MarieJ eanne LOH®r it i el734)dvas favhousforshe d arma n(sll@aB&4 ons of O\
Heroides;Madeline de Scudéry (16al7701) received an unusually wide education: she studied

medicine, agriculture, Italian and Spanish alongside the more conventional needlework and dancing.

Her work demonstrates such an exten&ivewledge of classical history that it is believed that she

must have also received |l essons in Latin and anci
lessons with his tutor. See JdbenawerthMadeleine de&scudérySelected letters, Orations, @n

Rhetorical Dalogues(Chicago: University of ChicagBress, 2004), B.

% Hendrik MilllercRe i nek e gi v e Psydidlb7l)  radBétlet depli reine tiré de la fable

dePsych®f 1619 and |BaletaePsRkénfs elr6abgimiénsaxamples of this
tradition.See Hendrik MilleRei neke, O6Recent Theatrical and Musi
Met a mo r pldwo/sieesidClassical Reception Studie€009), pdl-26 (p.4). For a study of
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the general reception and translations of &pul T'tse &olden Ass early modern Europe see Julia
Haig-Gaisser,The Fortunes of Apuleius and the Golden Ass: A Study in Transmission and Reception
(New Jersey: Princeton Wrersity Press, 2008), pp.245.

%" Hannon, p.22.

$¥Zi pesod tdoesnatindludd thesimile thatexplicii y | i nks Filothedgoddesé s | i ker
Fl or a. Her beauty and Cangideredde egimicweonder ofehe doeldhee r i bed a
was named Florine because she wa sweet, young and beautifyd.322

¥See Mary Cr aQGOD: The Pbsouredo6dddsses Directory
http://www.thaliatook.com/OGOD!/flora.htl (2006) [Accessed Jan 2013[GOD is an ongoing
project that aims to collect and correlate information on ancient goddesses into a single database.

“0Three Roman statues depictiBghesian Arteris/Diana in this way are now housed in #ghesus

Archaeol ogi cal Museum, Turkey. They are known as
1Century CE, from the Trajan Pé&uCénunyCE, fromithe 6Beaut |
time of Hadrian); and T@entowrmal CE.ArTleni mwbs dumvc at

description of this i conognallphésygthreesstatdes haveGnT he di st i
common in the presence of multiple pieces resembling eggs, hanging on the goddess, [...] this was

thought to have a connection with the way of worship, and initially, since these were believed to

represent breasts, the &mis Ephesia was referred to as the Moiteasted Artemis for yediSee

Cengiz Topal et. al (Curators of the Ephesus Muselphesus Museum Guidlstanbul: BKG

Publications, 2010), p.120.

“IWarner,From the Beast to the Blonde294.

“26The RIidg igeherathle type AT 40859: files of a supernatural or éramted spouse or

other relativeand of the subcategory AT441: in an enchanted shkinommonwithb La Bel | e et |
B ° t ecOnminsimbtifs of AT425:he enchanted husband. TFotktale in literary form may itself be

read as aprecursorcoL a Bel | ed Tehte | Ri o8 appeandd s afwritten faile in

St r ap a rLe piaaeddi nott{lL55053) andwasrewritten as &renchliterary fairytale by

Catherine Bernal in Riquet a la Houpp€1696),Perrault inRiquet a la Houpp€1697),d 6 Aul noy i n
Prince Marcassir(1698) andMurat inLe Roi Porq(1699) Riquet a la Houppés generally
acknowledged as one O6LaVBel eaeaveba BduebdbesSéer ¢
The Greenwood Encyclopaedia of Folktales and Fairy Tales:Vé\-F, ed. byDonald Hasse

(Connecticut: Greenwood Press, 2008)04.
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THE FEMALE PROMETHEUS: TARABIAN NIGHTAND THE
TRANSFORMATION OF CLASSICAL MYTHRWNNKENSTEIN

.O! 3%2) %3 / & 350%2.! 452!, 4%22/238q -! 2¢
FEMALE AUTHORSHIP

In The Arabian Nights Scheher azadeds s tstadyofaritenar e de |
texts: O0she h[siddandkadglcha prodigidua memery, that she
never forgot anything. She had successfully applied herself to philosophy, physic,
history and the liberal arts; and for verse, exceeded the best poets af hefN&, (
10). Her storytelling is a conscious act of survival and resistance to dominant
patriarchal power. Scheherazadeds I|ife, 1
countless other women depend upon her creative alSkty must weave todpetr
the stories and knowledge she has gafn@d her readings into a convincing and
subtle narrative that challenges, offers resistance to, and manipulates the Sultan
Schabhriar into giving up his matricidal quest for vengeance and his pathological
distrug of women.

The influence off he Arabian Nighten English literature and on the
development of the European literdayrytale should not be underestimated.
Between 1704 and 171&ntoine Galland published the first translationTdie
Arabian Nightdn a European languagdees Mille et Une Nug Contes Arabes
appeared in French only seven Yentess aftel
de ma mére@Dyeanddd A u | rConyed des fées 1697 In the interim years the
courtly fashion foreading, telling and eating literary fairyales hadot
diminished. Perrault hathe same publisher as Galland and was a great adrhirer o
hiswork. Robert Irwin arguesthats Gal | andds transl ations
were eagerly taken up, disseraied and discussed by the same literary salon culture.
Aristocratic women, who had always been the most eminent and influential devotees
and writers of the French fairytale, tookTtbe Arabian Nightsvith equal interest
and fervouro [ society]ladiesve r e G arlodt iafloenti@algpartisans. The
publication of theNightsinaugurated a mania for oriental stories whether translated
ormadeup'Gal | andés translation initiated a c
everything oriental: court fashions intiéal Arab and Turkish dress, reading while
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being seen ttounge lazily draped over a déned became an act of cultural
performativity, and Turkish coffee overtook tea as the fashionable, exotic, and
exorbitantly expensive drink of cle@ in the salon. Thisraze son translated into a
pattern ofEuropearwide translation, influence and imitatién

In Stranger Magic: Charmed Stat&sThe Arabian Nightdviarina Warner
argues thathe introduction of thé&lightsinto French salon culture marked a new
phase in the developmieof the French literary faitgle. The early fairtgles of the
169G tended towards an expression of decadence in their attention to the ornate
description of fabrics, jewels, clothing, andtleé spectacular furnishings and
architecture of utopian fairy palaces. By the first decades of the eighteenth century

the representation of such details had become explicitly arabesque:

TheAob® Bignon, a friend of Ga andtheBkdstsnames mme di af
out of theMille et une nui. [...] This first European version of tgabian Nightseads as a
sophisticated...]f i cti on in |ine with fairy tales and r
especially MariecCat heri ne dO6Aul noy and Ma dfstylearade Mur at
marked: the friezdike structural repetitiousness, exaggerated effects of splendour and

luxury, heightened passions and other manners of the arabeamoie’

There is no native English tradition of the literary fairytale. They exist only in

translations and adaptations of the French. However, Ros Ballaster argules that

influence of the leaed storytelling figures of Scheherazade and her sister Dinarzade
affected womenédés | iterary prodightsti on i n |
arrived in England soon after its publication in France. Affadian Nights
Entertainmentsanonymously tranalt ed fr om Gal | astaeded® Fr ench
appear in 1705 in cheap chapbook and journal editions. Thesetimrsstaought

with them the Frenchraze for all thing orientalcombined, as Ballaster argues,

with the sophistication of the French sakord its literary pursuitsThe influence of

French Orientalism and the appearance ofNighitsin English changed the

representation of female authorship and

The role of Dinarzade can loensciously reprised by heroines of the eighteeetiitury

novel [...] [T]he scenario of the oral tale tddg a woman to household depentewhile a
powerful male may or may not be listening negrbywasone nostalgically evoked in many
eighteenthcentury noved|...] It is a long journey from the eastern magical tale to the formal
realism of the English eighteentientury novel, yet practitioners of the latter frequently
conjure up the trace of the former in the act of narrating their own histdrEroming
storytellers®
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The archetypal roles of Dinarzade and Scheherazade begin to manifest in the
representation of sisters who collude against male figures of authority through
storytelling. The elder sister shares her knowledge and experiencenanood

and presents thematic, often politically and subversively charged warnings to her
younger sister, right under the nose of the of the male authority figure, who fails to
acknowledge or understand them. Ballaster suggests that for these authomst ¢
to represent women as reading or listening to stories as Dinarzade does with
Scheherazade is an acknowledgement of their feelings thatwthlered narratives
did not represent them or address their conc#¥it. theintroductionof the

storytelling figure of Scheherazade and the archetypal lisi@inarzadew o me n 6 s

writing starts to be represented®as wome]

Whil e Ball asterds study focuses on Engl i

| would argue that this critical positioning against domineering patriarchal figures
and dominant patriarchal discourses continues into the ninetesnttiry, andan
be observed ithe narrative structure éfrankenstein.

The reception of Scheherazade dihneArabian Nightsy English male
authors could not have been more different. From the earliest eightesmtiyre-
figurations of her charactérly male authors from various European literatures,
Scheherazade was represented as an often sexualised, éarga} providing
inspiration for the male poéfThefigure of Scheherazade as an oriental muse

appear s DonJuBnfl8l828)asdChi | de Har ol (iB&a58)Pi | gr i1

and in Percy Shel | RométseusdUAHoun@81819)dByronl 8 1 5 )

and Shelley, also makeore explicit use of oriental symbolism, alluding dire¢tly
Scheherazade and tNeghts.Ma r y S hadoptioreojfséheherazade and the
narrative structure of thdightsin Frankensteircan be seen as a direct response to
hae mal e ¢ appropriations.ar t s 6

Shell eyds recovery of Scheherazade
twelve years sinces first appearance in a European language, the Scheherazade
archetype had undergone numerous manipulations. The Scheherazade of the male
Romantics no longer spoke of female resist to dominant representatishg had
been taught to speak with the voiddle male poet to serve as authorisation for his
creative voice. I n this apmpepatientofudy, I
Scheherazade and ©he Arabian Nightss one of restorative elocution rather than
exhumation] use the t®rcmtdédroemdt droatdieserelbe
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which the new female author rejects the dominant patriarchal discourses with which

her storytelling athetype has become associatlde replaces this with a discourse

of female experience that she construcs &aise or i gi nal function o
narrative voice. The new female author can thus be seen to teach her archetype to
speak 6éproperlyd: | i ke a woman, with a v
and for other womerShelley pulls through hetayteling archetype from the

layers of male Romanttextand weaves it together with classical allusions that

belong to a male Romantic literary discoulse. us e t he term o6pul | t
describe the act of appropriation through a metaphor vagetextile production. |

take the term from knitting, crochet and tapestry weaving where it is used to describe

the process by which a new stitch is made on top of an existing stitch by pulling

through loops of wool from an existing layer and joiningitegether by passing

new wool through the loops.

Shelley also uses a kind of intertextual allusion in her rewriting practice
which | havetermed GO0 s ubst i t utdiusethisampdpscribeptiei at i on
replacemenodf aclassical story or archetyjy an analogous counterpart in another
literary tradition. The newuthor chooses the two traditions because she shares their
influence with a male reading community from which she feels excluded. She hopes
that the linguistic and cultural competence dimass in being able to move between
the two sets of allusions will prove her worthy of inclusion and acceptance into the
literary tradition and community from which she feels she has been unfairly
excluded.Through this pulling through of the Scheherazadbetype in conjunction
with thetechnique of substitutive appropriatjan which shechooses to use
intertextual allusions to thdightsover their analogous classical counterparts
Shelley manipulates the conventionally male Romantic usage of Promatktato
locate Promethean revolutiontime slow social change of the domestic sphere, not in
aradical and rapid political changdatiated by the male poet as political or religious
saviour? | argue that her purpose in doing so is to make both classliesion and
female storytelling archetype speak of female experience and to represent the act of
female writing as equal to that of her male contemporaries.

In aligning herself with Scheherazade, Shelley was able to maintain the
Romantic ideal of &minised creative imagination, whi&nphasising that her
knowledge andaholarship of classical texts wassential to her storytelling. This
reveal s SdtydHatshe kdkesl tha formal classical education of her male
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contemporariesS h e | largely@stoditiactic education and the influence of

classical texts on her writing have been well documelit€tat The Arabian Nights

toopl ayed an i mportant role in Shelleyobds e
however not been sufficiently explor&d. examinethe ways in which these two

sources of influence intersected and contributed to the reading and rewriting

practices undertaken by Shelley in creatingnkenstein.

9 3(/5,% 02/6% -93%, & 7/ 24(96d -'29 3( %,
EDUCATION
Mary Shellepy s c¢cl assi cal education was unusual

as a young married woman, partly from her husband, by listening to and transcribing
his translations of Greek texts, and partly through her ownrsplised intensive
study. Fromthewvey begi nning, Mary Shell eybds cl as
not only with her sexual and social transgression, but also with the transmission of
illicit and restricted knowledge from the male to the female mind, with all the sexual
and intellectual imptations of male dominance and control over the female mind
and consciousness that it implied.
Mary Shell eybs journals suggest that |
particularly Greek, was difficult but enjoyable. She appears to have learned Latin
very quickly, but found Greek more of a challenge. She first studied Greek in 1814,
and later in 1821, a more sustained atte@phventional societal expectations of
what constituted a good female education meant that in choosing to pursue a serious
and lagely independent study of classical literature and history she constantly came
up against the patriarchal assumption that she lacked the intellectual ability of her
male contemporarieB.er cy Shel |l eyds sexual rel ati on:¢
pedagogical elementtothe@Qu ot i ng J e n$hélleyrand\@eeéck:a c e 0 s

Rethinking Romantic Hellenis(h997), Isobel Hurst argues that for Mary Shelley:

Greek was bound up with their elopement from
withwoment ended to be pedagogicdé, and the o6illici
60l ent the subject an extra frissondé for the t
Claire Clairmont, and had taught his first wife Latin so that she could reaté&land

Ov i Mémnorphose¥
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During her first attempt at learning classical languages, Mary Shedlsy
reading from a wi de r an gVvetanoofphokeat Venr gielxad s
GeorgicsA p u | eTihaiGoldlen Ass P et rSatyricom s d & cThetHis®res
andAnnalesCi c eCatw Maior de Senectutnd the works of Livy and Pliny the
younger. She read very few Greek texts during the same p@tited.access to
Greek literature during this time was through Percy Shelley. He atedsl|
A e s ¢ h Yirlomethéus Bounfr her, a text that had a major influencetba
writing of Frankenstein At f i rst gl ance, Shelleyds | e
literature and history seems to conform to the dominant patriarchal Romantic
narratveoc f 6a husband teaching his wife to i
had previously been forbiddentobddo wever , Hur st argues t ha
attempt at learning Greek suggests the extent to which her classical studies were
undertakenindpendently from her husband: O6Shell
memorising poetry recalls the methods of public schools, which required the learning
of portions of literature every dayrhis independent study was then supplemented
through hercontinuede adi ng of O6Greek textsoé®at a fa

This narrative of a husband mediating and teaching his interpretation of
classical texts to his wife to the exclusion of the possibility of her independent
female scholarship cannot be seerhasrésult of later critical discourses alone.

Shell ey coul d rPoimethews 8alndAhe erigitayGreelswien

she wrotd-rankensteirbetween the summer of 1816 and May 1817. This

contri but eahxidtymveihbréelel ofcagsieal educatiomelation to

that of her husban@.hi s was intensely bound up in t
classical knowledge and a concern over the sexual and social transgression that it
implied.

Mary Shellgy 6 s 1 8 3 1 Frankeestemiscaausetuldool in further
analysing heanxieties of authorship, and the way in which she was responding to
and attempting to resolve them through her reading and rewriting prdctinehe
preface, Shelleyisrespondin t o a question from her publ
girl, came to think of, an{PF3iL69)&Shee upon,
displays an extraordinary salfvareness of the sources of her creaivaety.She
begins her preface by acknodtgng William Godwin and Mary Wollstonecraft as
being not only her biological, but also her literary progenimrs d t hen adds:
not singular that, as the daughter of two persons of distinguished literary celebrity, |
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should very early in life havinought of writing She also undermines her writing
0As a child 1| scr i bbilrahérding as.othersihadvdans, a c | «
than putting dowrthe suggestions of myownmiad ( PF3 1, 169) .

Shelley is dismissive of her writing, which shgaeds as always being
imitative and derivativeHer journals reveal that she frequently read and reread the
works of her parent®. She dedicateBrankensteirto Godwin as an important
phil osopher whose ideas underpin the worl
Political Justice Caleb Williams&c. these volumes are respectfully inscribed by the
a ut hFod. Ber dnxiety was compounded by her difficult and estean
relationship with her father after her elopement with Percy Shelley and the fact that
she felt she was responsible for the death of her mother, who died from
complications of childbirthlt also seems that throughout her life, Shelley had been
madekeel vy aware of what a great | oss Mary \
radical philosophy and literaturAs far as May Shelley was concerned, her birth
had been at the cost of the death of a politically radical female writer whom Shelley
herself descrite agr e@eatd soul 6a @b &il odrs pethappangep ¢ @
inageneratoh a d@wkaoi was an 6idol d to 'elveryone
is clear from Shelleybés writings that shi
that she soug to emulate her.

Shell eyds creative anxiety, and the cI
curious in that she appears to have experienced li®tha o mi an O6anxi ety ¢
influencwhi ch is usually associated with mal
anxietyodo of female authorship s®milar to
Shell eyds writing, these Ftamkenst¢iigaplees of an:
read as an attemptaienp | et i on of both her parentsod
work as a model for her own creativity, and also, howeageforced recognition of
her own femadbe creative 0l ack

In A Vindicationof the Rights of Womdth792),Wollstonecraft makes
explicit demands for both a political and social revolution. Weting made
consistenuse of classical allusion juxtaposed with female storytelling archetypes to
authorise and underpin her arguments against misogynistic cyltacéicesand the
negative liteary representation of woméiWo | | st onecr aft 6s transf
appropriation of classical texts allowed her to insert herself into dominant patriarchal
intertextual discourses and manipulate themuestiornormative patterns of text
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production.This suggsted to Mary Shelleg way in which she might subvehie
negative association of female classical learning with straiasgressiom her

writing to challengepatriarchal discourses on the mediation of interpretation and
control of female classic&arning.A Vindicationalsopresented to Mary Shelleg

way to make classical allusions speak to the material circumstances that negatively
affected womends | ives.

[denti fi cat i onrewniing gractitesvas notertougle for ey to
overcomeher anxi ety of authorship. Shell eyos
critical positioning by which she inserted herself into male classical traditions
provided ample evidence that what you created in defiance of normative
representation hadthepoweo destroy you. Shell eyds des
family, her fear that she could never attain the literary fame and prowess of her
parents, and her reading of Wollstonecraft as a negative example of the
consequences of transgressive female authgrsaised her such a creative anxiety
that in order for her to write at all, these fears and delsadgo be displaced

I n Shell eyds pr ef &rankensgtemthisamaeetyl 8 31 edi t |
concerning her lack of creative originalisycontrasted shalypwith the role of her
imagination in writingFrankenstein6t he f or mat i @aii idéilgingast | es
in wakingdreamg' the following up trains of thought, which had for their subject
the formation of a succession of imaginary incidents. My dreeens at once more
fantasticand agreeable than my writifg®F3L., 169) . Thi s can be r
attempt to clear an imaginative space for herself by constructing her novel as a

product of the wild and fantastical imagination of her girlhood, ratiear a project

originating in the desire to write and pl
Shell ey displaces her authori al anxietie:
6l iteraryd husband and his |iterary <circl

My husband, howevewas from the firstvery anxious that | should prove myself worthy of
my parentage and enrol myself on the page of fame. He was faneiierg me to obtain
literary reputation]...] study, in the way of reading, or improving my ideas in
communicatiorwith his far more cultivated mind, was all of literary employnisid that
engaged my attentiofPF31,170)

Rebecca Nesvet argues thatthe preédser eveal s Shel |l eyds creat
anxiety over Byronésoi whobtsaif’Shejepmakesh al | e
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a distinction between male and female acts of writing and constructs her writing of
the prosd-rankensteim s | ess valuabl e than Byronds ¢
beneath Percy Shelleybds poetic sensibilidi
In the summer of&16[...] [Byron] was writing the third canto of Childe Harolgnd]was
the only one among us who put his thoughts on paper. Thelselpthed in all the light
har mony of poetry, seemed to stamp them as di
wi || each write a ghost story6, saThd Lord Byr
noble author began a tdle] Shelley,[was] more apt to embody ideas and sentiments in the
radiance of brilliant imager}..] than to invent the machinery of astd...] The illustrious

poetsiwere] annoyed by the platitude of progend]speedily relinquished their uncongenial
task.(PF31,170-1)

Shell eybs statement Isandpelagstewen agreea iiths he r e
the cultural tendency to privilegmetry over prose and to admire the male Romantic

poet as a visionary genius. Shelley recordsolrerwhelming impression of Byron

and Percy Shelley digures of Romanticgenius She descri bes Byron
recordinghisdi vi ned tthedghi seog!l akli eé8Thsis heave
starkly contrasted with the inadequacies of her choice of the prose lganye.

Shelley dismisses PerShellepy s and Byrono6és failure to coc
the result of it being beneath their poeticsbitity, while she took the challenge far

more seriously than the other participants:

I busied myselfo think of a storyi a story to rival those which had excited us to this task.
One which would speak to the mysterious fears of our nature, and awaken thrilling horror
[...] if I did not accomplish these things, my ghost story would be unworthy of its name. |
thought and pondered vainly. | felt the blank incapability of invention which is the
greatest misery of authorship, when dull Nothing replies to our anxious invocaimres.

you thought of a storyPwas asked each morning, and each morning | was forced to reply
with a mortifying negative(PF31, 171)

Shell eyds profound anxiety over Byrono6s
Percy Shell eybs desire for her to 6prove:t
6obtain[ing a] | i thatshgreya rrde pBuytraotnibosn 6c hsaul g ge

profoundly personal, bullying demand that she prove her literarjhwort
B y r ochaflesge resulted in@isis of ceativity for Shelley. Nesvet
suggestshat in recollecting her motivation for writirffgrankensteinShelley dgns
her writing with Scheherazadic storytelling cr eat i ng f or hersel f

or lineage of female storytellers for whom literary creativity is a survival stratégy
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ForNesvet, in this configuration, Byron is constructed as playing titensu

Schahriat o Shel |l eyés Scheherazade:

Byron plays Schahryarés role by making the st
ffacceded todo. Shelley exaggerates the stakes
mor ni ng, t oHatelyor thoughtecSdtorydn wdul d be ARw@rtifying.
Scheherazade, to fail to come up with an interesting story by morning would be literally

fatal. Shelleyds word choice ratchets up the
that degre 2

Nesvetds interpretation of WNightsstes r ol es i
Dinarzade who requests the stories from |
direct addressee. While it is true that the tales that she chooses toite#raed to
move the sultan, thegre transmitted as knowledge shared between two women,
which Schahrialis set up to overhear, in the hope that it will change his murderous
and misogynistic atti taaSghahriatGhere! | ey 6s cas:
Scheheraade, however, begins to make more sense if we see it in relation to the
actual perf ormance and rielsatd, itweoohsid&hel | ey«
the story ofFrankensteims one t hat i s meant to be 6ov
lead him to bange his misogynistic attitudke. transferring her anxiety of influence
onto forces outside of her own psyche, Shelley was thus able to explore the condition
of female authorship and deconstruct the patridarchany t h of f emMal e cr e
viewed not as an internalised inadequacy of her female creativity but as a
mi sogynistic discourse i mposed on her wri
her task is the desire to change Byronods
inadequacy and fimisogynistic attitudes towards wellucated women.

However, by her own account, Shelley continually fails to come up with a
story to rival those oDas Gespensterbudr The Book of Ghos{she book of
German ghost stories gtehatori nsei rcaedck aByrvaen
male Romantic poets she has set herself up agaihst. woul d ar gue t hat
Omortificationdéd over being forced to repl
guestion: OHave you t houtplshelleptheliteralst or y ? 6
death of the female storyteller Scheherazade, but a very real manifestation of her fear
that her powers of female creativity and intellect could be figuratively killed off by
the male demand that she must prove herself a genargjofality, worthy of the
company of Romantic male poets and of her parents as literary progenitors. Mary
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Shell eybs appropriation of the Scheheraz:
Frankensteircan therefore be seen as the direct resuieonxietes regarding her

classical education and female authorship.

O! . 1 #4)6% -).$ ! .$ ! 71 2- (% 248d -!29
EDUCATIONMND THE ARABIAN NIGHTS

I f Shelleyds experience of |l earning Lati.

seductive and yet trolibg potential to prove herself the intellectual equal of her

male contemporaries, thdine Arabian Nightsa book that she associated with her

earl i est experiences of a éproperd educat

of allusions, narrativetructures and stories through which she could explore and

overcome her anxieties of female 6l ackdo
William Godwin was to a certain exten:

scholarly activities. However, Godwin agreed with hisosel wife, Mary Jane

Clairmont, that the daughters of Mary Wollstonecraft did not require a formal

education. Mellor recounts that when, in 1812, Godwin was asked if he had educated

his children according to the pedagogical principles of Mary Wollstoriebeaf

replied:

I lost her in 1797, and in 1801 | married a second time. One among the motives which led
me to chusésic] this was the feeling | had in myself of an incompetence for the education of
daughters [...] neither Mrs. Godwin nor | have leisemeugh for reducing novel theories of
education to practic&

In 1802, Godwin wrote to William Cole asking for recommendations of texts to be

used in the education of Fanny and Mary. Cole replied:

You enquire respecting the books | think best adajotethe education of female children

from the age of two to twelve. [...] | should make no difference between children male and
female.[...] | will put down the names of a few books, calculated to excite the imagination,

and at the same time quicken tippeehensions of children. The best | know is a little French

book, &ontesdemaMérgficcor t ales of Mot her Goose. 0 |
r ecommend ABeauty and the Beastodo [...] and th
introduce before twelvgears of age some smattering of geography, history, and other

sciences; but it is the train of reading | have here mentioned which | should principally

depend upon for generating an active mind and a warmfieart.
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While Cole believedhatboys and girlshould be educated in the same way

Godwin did notBoth William and Charles attendégharterhouse School, where

they received a classical educati®@o d wi nd6s st atement <clearly
not consider the education of his daughters to be a duthiehaas fully equipped

or interested enoughto undertake.

Colebs recommended choices of reading
chooses them for the specific purpose of
through their imaginative facultiesgther than logic and reasaivhile Cole rejects
the notion that a girl bés education shoul
there is clearly a cultural gender bias in his recommendation of reading materials. As
| have discussed in my case studytloe Rescue of Arachne, during terly
nineteenth century faitgles were increasingly utilised as a moral pedagogical tool
in the education of young girls. The same can be saithi@fArabian Nightswhich
had long been criticised ftxeingless academically rigorous than the classical epic,
but was increasingly being used as a more entertaining alternative. For example, it
was sometimes recommended as an aid to the early study of the classics and as an
alternative for women who had not besfucated in Latin and Greék.

The pedagogical use of theghtsin relation to the teaching of classics is not
as strange as it may first appear. The earliest known fragment only dates back to
800-900CE, while the earliest full manuscript is estimatedati® back t01290 at the
earliest, with 149@onsidered to bmore likely>’ The st or i eNighisn Gal | a
did not develop in a cultural vacuum but follow trade routes: traces dtine
Romance of Alexandéate 2" or early ¥ century BCE) can be fodrin many of its
motifs®®*Gust ave E. Von Grunebaum in the 1940¢
and structural similarities between Greek and Arabic narrative literature which find
their way into theNights®® Greek kings, merchants, doctors and sagesipte its
pages and there are obvious parallels between the long journeys and adventures of
Sindbad, the Greek Odyssearsd Roman Aeneas. Similarly, many of the tales in the
Nightsare concerned with human to animal metamorphoses, often as punishment for
sins against god or on the whim of genii
Metamorphosedt does not therefore seem odd that, from very early omitjies
was recognised and used for its similarity to classical literature.

Even before its serialisatonT h e L a dy 6 \ thMlZ¥Ps theramas

a longstanding and far more negative association ofNiightswith the imagination
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of women and children. In 1711, only six years after the first appearance of the

Nightsi n Engl i sh, the Third Earl of Shaftsbt
advocated that new authors should refrain from indulging in the current taste for
OMoori sgfd Meaaxrstc yer s aalde mwastemd@mnael t o fat hi
may often see a philosopHer] tale gathering in these idle deserts as familiarly as

the silliest woman or merest b¥/ In 1728, Bishop Atterbury was not particularly

impressed with the gift of a tweolume edition ofThe Arabian Nightshat he

received from Pope. To himtheyarel as 6t he product of some
Imaginatior®>! In Remarks on the Arabian Nights Entertainméa97) Richard

Hol e wrote that Othey are seldom thorougl
whose imagination is complimented at the expense ofjtrdgemend*? It seems

that Colebds reading |ist for Godwinds da
very least culturally biased.

However, in the case of Mary Shelley, thightsseem to have been received
in entirely positive terms. Shelleyever rejected thHightsas a childish book, nor
did she negatively associate it with women. Her journals reveal that she continued to
read the originaand its numerous imitations as an adult. In 1814 she records reading
Vol t £andide@®9andZadg( 1 749) ; in 1815Vathwekl | i am B
(1787);in1815 and againin 1817sherddd m Chavi s 6 aAabialM. Caz o
Tales; or, a Continuation of the Arabian Nights Entertainméhf®3)and in 1818,

Ant oi ne LesaMilk etnne Buts, contesabes(17041717)3 Assuming

that Godwin took Colebés advice, and assul
became aware, either consciously or unconsciously, of the principles of developing

the imagination that underpinned her early education, it isldedsi say that

through her early exposureTde Arabian NightShelley came to associate the

storytelling fi gure of Scheherazade with the cr
imagination.

Interestingly, Shelley shared with many of her male contemporaries the
tendency to associate the O6feminined pow
However, whereas they tended to use this figure as an authorisation or inspiration for
their own clasical appropriations in their poetry, Shelley identified with a
Scheherazade figure in full possession of her female creative power. By associating
herself with the teller ofheArabian Nights Shelley came to possess
Scheherazadeos Kkusadns, atérnatme dutracalogogsitodhe | a
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classical. In her ability to move between the two sets of allusions, Shelley was thus

also able to show the extent of her knowledge of classical texEsamkenstein

these classical and oriental threads oliafice intertwined to produce a text

grounded in the classical inheritance of the male Romantic tradition, and yet
Frankensteit an be seen to express an explicitl
Shelley found that the symbolic language and structure ditji@scould provide

her with a code through which she could safely express her resistance to patriarchal

discourses of female creative lack.

THE INFLUENCE OFHE ARABIAN NIGHTEN THE POETRY OF BYRON AND
PERCY SHELLEY

By r oDordJsianis an interesting x ampl e of the mal e Romant
muse/Scheherazade archetype. Byron splits the archetype into two opposing aspects

of female creative power: Scheherazade, whose creative power derives from her
scholarship, and the sexualised oriental muse iwlshown to bestow her creative

power on the male poet. Byron attributes these qualities to the two opposite female
characters of Donna I nez and Donna Jul i a.
imitates that of ScheherazadeTine Arabian Nights

His mother was a learned lady, famed
For every branch of every science known
In every Christian language ever named,
With virtues equalled by her wit alone;

[...] she knew by heart
All Calderon
(1.10-1.73-82)*

[Scheherazade] [..Hadcourage, wit, and penetration infinitely above her sex, shedzatl
abundance, and had such a prodigious memory, that she never forgot anything. She had
successfully applied herself to philosophy, physic, history and the liberahadt$or verse,
exceeded the best poets of her time; besides this, she was a perfectdrehatlyher fine
qualifications were crowned with solid virtU&ANE, 10)

Like Scheherazade, Donna Inez is learned in a wide range of subjects: both have an
exceptional memory ahknowledge of written texts. Just as the stories that

Scheherazade relates to Dinarzade are those that she has memorised from her
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extensive study of written texts, Donna Inez can recite word for word the written
literature of her native country.

However this representation of the female scholar and storyteller is not a
positive one. Donna Inez is a parody of |
Although Byron always denied that she was a caricature of his estranged wife
Annabel | a Mi | bsitastk ®r,matbematiosaandlher knpwdedge of
classical languages are those of his highly educated wilsonnJuan Byron casts
suspicion on the usefulness, and academic standards of female learning. Donna Inez
issaidtocohus e 6f an cideasdhevsuggésts tha atellectual easnen
make bad wives to their well born but less educated husbdndsi sleamedt y
virgins ever weflWith persons of no sort of educati¢n,] Butd Oh! ye lords of
ladiesintellectual/Inform us truly, have they nbenpeckd you alld 1.22169-76).

Byron al so suggests that Donna I nezbs cl :
admits: O6Shethmdwitshea hleatLionmidh@ alph&betay er , / a
Il 6m nea(@.1397-8sfiuretdoh er mo r e clasfical hearing Is shevno s

to have a negative impact on Juanods educ:
interferes with the syllabus, i nbsShesti ng I
di sdains the o6filthy d olweasnobs tgwtdesr sa nadr e
make an apology for oO6their Aeneids, I1ia

dreaded t h@.413328)/Dolncgay d nez>6s prim moralit
and | ack of a single morahadghuty woerlde sacf
(1.16812238)°*Byr onds disdain for the intellect
bluestocking circle is well documented. Cheryl Fallon Giuliano reports an often
referenced | etter that revealisdsBanfoonods c:
intellectual women, particularly women writérk a letter to his publisher John

Murray he wrote: 61 d butih[she] knd ug gtaclsngs Mr s . |
instead of wearing them it would be be#&in DonJuanByr on6s appropr.i :
the scholarly aspect of Scheherazade, which ilNigbtsi s sai d t o be oOcr
her possessi oANEd®), satisseslthe mtellectual and mdval (

pretensions of his female contemporaries.

In contrast, Schehezaa d e 6 s 6 p e ANEAQ) i givieret@aonhay 60  (
Julia: 0The darkness of her oriental eye,
(1.56.44x2),6 Her gl ossy hair was clustered ober
the beam of youth/Mounting at timestaoaa nspar ent gl ow/ [ ... ] He
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(1:61:4817)3Juands infatuation with Donna Juli
the male poetds obsession with an orient
male soul, but who does not create for hergeff.t er t hi nking of Donr
Juan thinks that: O0true wisdom ma$. di sce.l
Furthermore, combining the figure of the oriental muse with that of the simple,
uneducated woman, t he @aindiedescribedintednsafn s r
his 6soul & being 6shook,/ As i f 06twere ol
give them to the passing galepgA®ccording
95.736-60).%°

By r on 6 sof thesorientalisegt female musencalso be seen in the third
cantoofChi | de Har ol,whers thelasdicgl figurenaf theeprophetess
Pythia (81761-3) is transformed into to the feminised wilderness of Lagmman and
its surroundings with itésoft murmuring..] asifasistsfs v oi c e(8580pr oved
NHand her oO0fl oat i (Bg819 Byros them oriertafisestthiee hi | | 6
prophecy written on sibylline leav€88.825-6) thatéstirst he f eel i ng i nfin
(90.843) in Childe Harold Y aligning his sentiments with thosetoh e o6ear | vy
Persiand who i s ippimgthe wideméssadftbermountainswo r s h
(91851-:3). The ni ght sky becomeshellightiokaldarkeyen i t s
inwomanb  86D-3)*° Unattached to the gendered identity of a female bibity
disembodied muse does not speak for or about herself but to and for the
reinvigoration of the wandering male soul

| n O AlPerey Bheltey engages in a similar transformative appropriation
of the Scheherazade archetype as an authorising figuiteefanale poetAs the poet
wanders through Persia aada r §stojjhenbas an i nspirational 06\

of adrveiled maidwhotalks

[...] in low solemn tones
Her voice was likehe voiceof his own soul
Heard in the alm of thought; itsnusic long,
Like woven sounds of streams ametezes, held
His inmost sense suspended in its web
Of manycoloured woof and shifting hues.
Knowledge and triln and virtue were her theme,
And lofty hopes of divine liberty,
Thoughs most dear to him, and posey
Herself a poét .

(14061)*
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Percy Shelley associates his oriental muse with the act of wesvimig it is true
that the male poet acknowledges this female figure as a poet in her own right, he
only values her words because they sound likevitrels of his own soul and
conform to his own pol it i thefédmalepoet/mme  r al [
does not speak for herself, but is an inspirational vision who speaks like and to the
soul of the male poet

Percy Shel l ey 0 s er®eseeniRPtomdtheus bnbauadn f ur t h
through his feminisation of Asia and his
east 647 Wxetpelt.i t i ve us e -306R;66AQamdcActidds5, ( Act 1.
5394 0) ; and al l usi ons tlanguagh,spelsand websoh g d t h e
Omystic measured which represent the powi
spirits and hots (Act 469-79,12930, 414). This chorus can be read as feminine,
storytelling figures through their association with weadng enchanted weBs.

Prometheus Unbountbntains arexplicit allusion todrhe Story of the
Grecian King and the Physician Doulbb&om The Arabian NightsTowards the end
of Actl,thet hi rd spirit sits Odbeakivikre hedda sfaegdedd s
(Act 1.7235). TheFifth Spiritthenpasses overheabservingg Gr eat sages bo
madness,/and headless pasiand pale youths who perisidédct 1.768-9).* In the
story, the Physician Douban, often referred to as a sage, cures the Greek King of a
mystery illness. In return for his services the King makes him his most trusted
advisor. Jealous of the foreign physicial
posiion, the old advisor (vizier, or sometimes sage) plots to overthrow his successor.
He convinces the King that Douban is planning to betray him. The king orders
Douban to be beheaded but before the sentence is carried out Douban tells the King
that after has dead, his head will still speak to him if the King turns to a specific
page in the doctords enchanted book (whi
head does speak, but only to tell the king that the pages of the book have been
poisoned and thdtty licking his fingers to turn the pages the King had poisoned
himself and is about to dietodNE,366 4 ) . The | ine 6épale yout
alludes to the two i mbedded tales of O6Th
(ANE,41-:53) and oofhet He sYouryg Ki rANE,%-64).t he Bl a
These are cautionary tales told against trusting too much in a single person, and the

moral dangers of a lack of compassion for a man who pleads for his life.
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In theNightsthese two young princes survjuaut Percy Shelley reads and
appropriates the story cycle Rrometheus Unbourak an imbedded myth of failed
Promet hean rebellion. Doubands knowl edge,
him the power to restore the life of a dying king and to actpeveer and influence

over a foreign land, before he is brutally punished for his usurpation of power. While

Shell eybs two pale youths serve as a r emi
rebellion, Doubanés final act amhceinevenge
the poem.

Mary Shell eybs use of Scheherazade cal

mal e count er par t soédn Stranger MagidVarher defmesthee er ad e s
purpose of oriental masquerade as one in
mask, and invite his readers to imagine an emancipatory change of identity, a
psychological projection out of one old self into another new B&frigpr many of

Shell eybs male contemporaries, this use
emancipatory fght into the body of an oriental altego, but a flight into a female

body through which they could embody the Romantic construction of a wild and

often eroticised imagination.

TALES OF EARTH AND FIRE: THE PROMETHEAN POLITICS OF REVOLUTION IN
FRANKENBEIN

Prometheus is a typically recurrent figure, notjust P e r c yProgétrelsl ey 6 s
Unboundbut al soChinl @Bgrdabtsl(dées ot gex ampglee ¢
willsink/It s spark i mmor t*| ,anan\WyPirognett thee ulsidg H t1
poem isa call to resistance and revolution of the individual against political authority
even i f that means his own torture and d
even in torture can descry/[...]Jiimphant where it dares defy,/ And making desath
victoryg559).**The power of such a resistance i s
the O0endur anftehiasndowmrpai smgagilfteheritaddrore s pi r i
Promet heusés act of defiance against Zeu:
And strengthen man with his own mind;/[...]JA mighty lesson we inherit:/Thou art a
symbolandasign/Tmor t al s of t hei8)* Ihtheapeetrpoh d f or c e ¢
Byron and Shelley, Prometheus is as a representation of the poet as a heroic religious
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saviourfigurewhoi havi ng | earned the Omighty | esso
eternal suffering and continual sacrificés willing to suffer and die for his beliefs.
In FrankensteinS h e Is lapprpiatiorof Promethean myth falls into the
twocat egori eg®usf PyPpbme ok 6 (rilgedpanét heus t he
OPromeus Pl asticator 6 (eAyxThedwisiam erigisates he Mo
in two main sourcesf Promethean myth. The first is the GreglgedyPrometheus
Boundattributed to A&schylus (c.430 BCE)yhich, in turn, drew othe myth of
Prometheus recounted by Hesiodl'tmee TheogongndWorks and Daygeighth
seventhcentury BCE)In this version, Prometheus steals fire from the gods and
gives it (and, therefore, civilisation) hmmars. As a punishment for this act he is
chained to a rock:
KRATOS: And now, Hephaestus, thou must execute
The task our father laid on thee, and fetter
This malefactor to the jagged rocks [...]

He stole and gave to mortals; trespass grave
For which theGods have called him to accodfft

A spike is then driven through his chemtdPrometheus is tortured eternally by an

eagle that tears out and eats his miraculously regeneratingldliees c hy | us 6s t r
and its representation of Prometheus Pyrphigrtse version of the Promethean

myth most favoured by male Romantic poets. The association of fire with
enlightenment and with the theft of diwvi
revolutionary rebellion and his willingness to suffer for the a@w of humanity

perfectly articulated the concerns and ideologies of male Romanticism with the

possibilities of transcendence and revolution located in the development of

individual consciousness and the construction of the saviour poet inspired by the

divine spark of female inspiration.

In FrankensteinMary Shelley used the myth of Prometheus Pyrphoros to
expose the male Romant i oppgsitional spacéarnf r i nge |
example, it appears in association with the divine spark of lifé; tvé restriction of
0stolend or o6illicitd female knowl edge o
monstrous progeny; with the creatureds ai
through his stealingaf f i r e 6 as k n edutatod;gnhei or Basusebs
misuse of fireavhen he burns down the De Laséliouse; and, structurally, in the

narrative frame oFrankensteirwhere Waltm and Frankenstein subvert
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Scheherazadic storytellinghrough her recovery of Scheherazade and her
appropriation of the narrative frame structure ofiNlights Shelley presents herself
as a female Prometheus, stealing the power to create from male authority and the
male mind and locating it, along with thevper of a feminine imagination, in the
female mind.

The second source of Prometheamyt h, O Pr o mg@dohesus Pl as-
from ®™etansbrphosesvhich Shelley could read in Latin. In this text,
Prometheus is responsible for the creation of man:

[...] recens tellus seductaque nuper ab alto
aethere cognati retinebat semina caeli.

guam satus lapeto, mixtam pluvialibus undis,
finxit in effigiem moderantum cuncta deorum,
pronaque cum spectent animalia cetera terram,
0s homini sublime dedit caelumque videre

iussit et erectos ad sidera tollere vultus:

sic, modo quae fuerat rudis et sine imagine, tellus

induit ignotas hominum conversa figuras
(Met, 1.80-8,p.8)

[...] the earth that was freshly formed and newiyorced

from the heavenly ether retainedvsm seeds of its kindred elemént
earth, which Prométheus, the son of lapetpsnkled with raindrops
and moulded into the likeness of gods who govern the universe.
Where other animals walk on all fours andkdo the ground,

man was given a towering head and commanded to stand

erect, with his face uplifted to gaze on the stars of heaven.

Thus clay, so lately no more than a crude and formless substance,
was metamorphosed to assume the strange new figure of’Man

In FrankensteinPrometheus Plasticator appears in connection to the domestic
spaces privileged by what Mell or calls 61
the male infringement of that space. For example, it is used in the narrative of
Frankeng i n6s creation of the creature and j 1
attenti on, by opposition, to Frankenstei.|
childbirth.

As we shall see later, the myth of Prometheus Plasticator holds obvious
appeal for agmale Romantic discourse concerned with change through social,
domestic revol ut i6d8heleyhdweeenalsdusdssbirttt of car
myth as an allegory of deviant text production. Like Victor Frankenstein,
Prometheus creates man from materials that have been separated from their original

whole. In order to animate the dead clay, he sprinkles it with raindrops (analogous to
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the dvine spark of spirit and imagination so favoured by male Romantics), but most
significantly, in forming men in the | ik
normative pattern of creation. These beings are nothing like the animals previously
createdby he gods. Li ke Frankensteinds creatu
upwards towards the stars as if to question their origin and place in the world.
However, Shelleyds creature finds no ans\

his existence:

I quitted my retreat and wandered in the wood [...] | was like a wild beast that had broken the
toils, destroying the objects that obstructed me and ranging through the wood witlikkestag
swiftness [...JThe cold stars shone in mockery, and the bare trees wasiedranches

above me; now and then the sweet voice of a bird burst forth amidst the universal stiliness.
(F, 92)

Given Ovidos tendency to draw attention
through the narrative structure De Metamorphoseshe myth of Promethes
Plasticator in book one mdyor eshadow Arachneb6s deviatio
sanctioned patterns of creation in book six.

Victor s devi andits consequantes lmas corsibtentlyibdere
interpretedas a birth myth by feminist critics. Such reading&@nkensteiroften
posit thathisc an be read as an all egory of Shel/l
authorship’* While | agree that Victoactslike a female authot do not precisely
read his character asmasked representation of Mary Shelley, as other feminist
critics have suggestetbelieve that it would be more accurate to say that in the
character of Victor and his deviant, transgressive creation of life as text, Shelley
displaces her own primary dmgeneral anxieties of authorship onto her
representation of a male author. Shelley constvigtsct or 6 s devi ance as
as that of a female author, but of a male Romantic author who appropriated
Scheherazade in order to imitate her and herfatboytelling as survival for his
own ideological purposes. In Victor, Shelley creates a male narrator whose imitation
of Scheherazade denies the creative autonomy of the female author. Victor fails to
understand the nature and content of her textualpood i o n . Frankenst ei
create a new kind of superior being (as text) is ultimately a failure that destroys its
creator and everyone around him. This is testament to the level of authorial anxiety

Shelley felt, even ashe identifiedvith and masgeraded as Scheherazade, the most

127



powerful and successful literary representation of a transgressive female storyteller
that she knew.

Mary Shelleyds 1831 preface springs fi
circumstances of authorial anxiety under whichnkensgein was written and the
way in which those anxieties contributed towards the content of her novel. It
contradicts Percy Shelleyds narrative of
FrankensteinPercy Shelley, aptly masquerading as Mary Shelleyedethiat
Frankensteiwas a Omere tale of spectr@s or enc
Speaking in Mary Shelleybés voice he concl

merely weaving a series of supernatural |

correctThere is nothing O6mered about the Osp
permeatd-rankensteinSh el | ey 6s fears over the inadegqg
aut horship may have been wrapped up in t|

novel, but they were kegnfelt, and they were all her own.

ll. TELLING TALES, STEALING FIRE2 ! . + %. 3 ARBRBESQUE
NARRATIVE STRUCTURE AS FEMALE PROMETHEAN WEB

3#( %( %2! 1! $%B3 7 %"

ReadingFrankensteimms 6 consciously feminist in con
unconsciously shaped by the contingencidglafy Shelley's female existerize

Joyce Zonana argues that the character of Safie and the undocumented content of her
letters function as the literahd figurative coredf r an k e mtoemicre®s r i ¢ 0

narrative structure: 6Safie's letters ar
truth of Waltondés taled and they are 01l ot
Shell ey' s 19®)eZlotn a(nTaWR,c k nowl edges that th
The Arabian Night¢ may have provided a model 6 for
Frankensteirbut she does not elaborate on the link between what she terms
Frankemgtomicredd r i ¢ 0 ndahatrobtheNights(TVePt1lr7).ct ur e a
Whil e the position of Safiebds | etters at

would argue that the narrative structurd-cdnkenstein s aki n t o a spi de
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thatShelley appropriatethis structure from thBlights.(See fig. a. and fig. b., for a
visual representation of the structuréofinkensteirand its relationship to the
structure of théights.

Zonanaalso emphases that we never hear Safie tell her storyddliye nor

are we privileged to sethe actual content of her letters:

Safie never directly tells her tale within the text of the novel. She insdtibea set of

| ett ers wh o(%16) thiceatlreepodsrtacVéectdr Frankenstein. Frankenstein
tells histale to Captain Walton, who enfolds all the previous tales into his written narrative
to his sister(TWP,171)

| would argue that thisepresentation of a restrictadd controlled transmission of

female knowledge is precisely the functiorFonkensteid s nar r ati ve strt

agree with Zonana that it seems odd that Shélleyrmally obsessed with providing

written evidentiary authorisation for the oral narratives that she constrdotss not

provide us with t hltew(ee TWPE/Q). Thiehaledd of Sal

some critics suchsMarc Rubenstein to suggest that this is an unintentional

Onarr at iFvaakerfsteimawma itrhat it r ev emméonscioushe pr e

conflict about her mother, Mary Wollstonecratft, at tleart of Mary Shelley's text.

But, asZonana points out, attributingh i s &6f | awd t om@exr ever se

bypasses t he que s tRuleensteiothlls avffaw mighenotbed wh at h

partofabr ger, purposdfoa)l® designo (TWP,
Frankensteid s narrative structure can be re

resolving her anxiety of influence through the textual expression of her belief in the

power of womends texts to communicate a

resistance to patridnal repression. In this wakrankensteircan be read as an

explicitly feminist novel that documents female lived experience within a

mi sogynistic, patriarchal society. Shell

structure from thélightsin order © construcFrankensteiras a narrative of female

Promet hean defiance (Safiebs |l etters) ag:
Romantic oral narratives (the creatute Frankensteint o Wal t on) . Shel |
narrative is reliant upon its representatibnot he o6i | | i ci t 6 i nf or ma

between Safie and her mother and then further disseminated by the creature,

Frankenstein and Walton to the eventual recipient: Margaret Sawllgteal the
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O0mal ed word and <cl assi c adgainBtand foethieh ean | ma

subversion of patriarchal discourse i s t
The character of Safie can thus be re:

herself into the gendered body of an archetypal Scheherazadic storyteller, while the

ghostly preence of Margaret Saville throughout the novel can be read as a textual

acknowl edgement of Shelleybds implied f em;

her Scheherazaderankensteins influenced by the work of a literal and textual

mother, written by a woan, and, as we shall see, representing, in the female

characters of Caroline Beaufort, Justine and Elizabeth Lavenza, the fatal

consequences for women who blindly play out the narrowly defined gender roles

dictated to them by the patriarchal dominance ehé&van society.

This is why | think that it is problematic to describe the frame structures of
theNightsa s 6 ¢ oénTo wsnalise itscstructure as a web of stories is a far more
accurate analogy. While many of the i mbe:
cyclical and thematically linked to previous stories in the cycle, they always return
back to the primary linear aerThis can be observed in the narrative structure of the
taleclusterob The Story of the Thr edeoft@iiveender s,
Ladies of Bagdal and its recursive relationship to the primary linear core structure
of theNights(see fig. a)At its foundational level we can observe a surprisingly
linear structure (point IlI; the primary linear core) in which Scheherazade starts her
story from point a., transmitting her story to her sister, Dinarzade (at point b.), for the
specific purpose ofclmagi ng t he Sultan Schahriarés mi

The narrative in one sense reaches its completion once the frame tale (point
I.) concludes because the Sultan has overheard enough (at point c) to convince him
that he has been wrong. Schehedagad s st ori es are al ways di
explicit addressee of her sister Dinarzade, even when she is narrating a story that is
told between two characters in her story.Thee Five Ladies of Bagdéad
Scheherazade begi ns hrgtions fmrramight af redonidtidhd e s i s |
pleasure, but within the talee also hear two of the sis¢énarrdions of their life
st or i leesStory of Zobeld® ( 1 8 he Storydf Amimé ( 19) . Wit hin
Story of Zobeidedé is also narrated the si
dogs. We also hear 6The Story of the Por
Merchantsdé (2); the stories osfi sttheer & sh rheceu
(10, 11 and 13) and tlaldtional story of the secondalnder who tells the tale of
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60The Envious man, a(@3toeucidateihisrowh taldheseh e En v i
male acts of storytelling are those of survival, as only by telling sharies will

they be allowed to live. However, it is important to remember that in every narration

of a story it is always Scheherazade speaking directly to her addiEssee.

narratives are not a concentric overlap of different voices and narr&aasvoice

is spoken by and for the purposes of the narrator to a direct addressee.

However, in terms othe Night®secondary narrative structuiid), there is a
seng of the inherent impossibiligf narrative completiorBuilt around the
foundationakhreads of the primary narrative core and frame tales (I &ll) are the
individual stories that Scheherazade reldtes.k e t he construction c
each thread of story, while attached to the foundation linear thread at its beginning
and end, caturn back on itself, connecting to the thread of a previously told story,
or it can spread out from its point of attachment to the foundation chain, to which
other threads of other stories may be linked, wdilileays remaining attached to its
foundation hread of the primary linear cor such a structure, the potential for the
intertextual growth of stories is infinite. But, importantly, as receivers of this infinite
text, it is not for us to hear all of them.

Al t hough Scheher az asideendtevek sheoaw keepdrgpfe 1 s
this infinite text knows ever Yhefiteor y . Fol
Ladies of Bagdadlfor every story that is related to us there are many that we do not
hear: we never hear the stories of two sisters who have been turned into dogs from
their perspectiven or do we hear the second 6di scou
Mesrour, the chiefenuc hds t al e allpb Hajun aRashitd(tbat of t h.
(himself a prodigious diector and teller of taledoes not relate a tale on this
particular night)Most importantly in the frame structure ¢frankenstein 6 T h e
St ory @20)al®aehaingudtold. She is the only one of the thmaenan
sisters who does not relate her life story.

There are two possibilities for what such a narrative structure suggests:
eitherScheherazade does aotow the stories that she does tedk, or she
delibemtely redticts the transmission of themggsiblybecause they would be
detrimental to the purpose of her narrative |l n hi s poemQGelad Schehe
Lindop eloquently sums up the tension created between the possibilities for the
transmission and theestriction of knowledge that is present in the narrative structure
of theNights 6 but Al | ah a lindhateandithe knowiledge/.(on which . . . ]
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especially your love is founded)/[.tfjere is a story opéng/inside every other story,

/ and that of these it is given us to know/an infimitenber, but still less than aft*

The use of the commdormula 6 but Al |l Ahsabgesetbsstivaseort
omniscient creator could conceivably know every story. Theaedsognition here

that, within theNights,while the existence of an infinite number of storges

suggested, it is not for us know all of them. Like the untold story of the character

of Safie in her incarnation in tiéightsand her partial recounted narrative in

Frankensteinwe may be privy to part of her story, but the full unexpurgated version

i snét for everyone to hear.

In t he ¢ as drankdnstédh eal sl ewyiotsh Slightseghk e r az a d e ¢
function of Safiebs storytelThiesgoenfc etbo ob «
Safieds | ettt er s toFankensteim Wwhd passgstheinentocr eat ur «
Walton. Their meaning is transmitted, received and mediated by men who recognise
that their thematic content is significant, though, as Ballaster suggests, this is never
fully explained or understood by the®afie Linctions both asne of
Scheherazadeds many doubles and Scheher a:
whose story we do not hear and one of the many wdanevhom Scheherazade has
to speak

I n &The Ladi e Safieidthe Baegedmerdobapulent and
rich house of earthly pleasures, into which a number of weary male travellers are
invited to stay and partake of food, wine, music and storytellihg.storyprovides
one of the most opulent and hedonistic representations of abundancdarit/ee
pleasures in thBlights.Long passages of the story are given over to the description
of food1

she bought several sorts of apples, apricots, peaches, quinces, lemons, citrons, oranges,
myrtles, sweet basil, lilies, jessamine, and some othes gbftowers and plants [...] twenty

five pounds of his best meat; [...] she took capers, cucumbers, and other herbs preserved in
vinegar; at another shop she bought pistachios, walnuts, small nuts, almonds, kernels of pine
apples, and such other fruitsidaof another she bought all sorts of confecti¢REB, 66)

i and to the importance of storytelling and music to the representation of a refined

culture:

After the @lenders had efsic] and drank liberally, they signified to the ladies, that thagl
a great desire to entertain them with a congenbusic. [...] they willinglyaccepted the
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proffer, and fair Safie going to fetch them, returned again in a moment, and presented them
with a flute of her own country fashion, another of the Persianata tabor [. [Amine]

She came near Safie, and opened the case, from whence she took out a lute and presented
her; and after some time spent tuning it, Safie began to play, and accompanying it with her
voice, she sang a song about the torments tisatnale creates to lovers, with so much
sweetness, that it charmed the caliph and all the conjpdriZobeide said] Those who tell

us their history, and the occasion of their coming, do them no RuB, (72-9)

In theNightsthe sisters provide material comfort for their male guests and it is this,
together with Safiebs collection af musi
that provides inspiration for the Calenders to tell their sto8a8e in this tale offers
aperfect model for the male Romantic idealisation of the oriental female muse.
Therefore, | would argue that it is not by chance that Shelley appropriates and adapts
precisely this character, transforming her into a Scheherazade figure capable of
telling her own stories (rather than just inspiring those of men), and whose full
narrative is known and transmitted to other women in written form.

Shell eybs use of the name 6e8@fTheed cani
final manuscript draft oFrankensteinheld in the Bodleian library, shows evidence
of Shelleyds indecision about the naming
60 Mai mo un &rossed pupaehap | aced wi t 860 Arhiean am@ me 6 S a
0 A mi istketame of onefo S asfii setdéesr s | n adiebd Bagd&Ske Fi v e
is married on the condition that she will never speak to another man. Amina
accidently breaks her vow by kissing another man who maliciously bites her causing
her to cry out. 0 Mai rhesamestoryclusterd oideme &r a\
Ladies of Bagdadlé Ma i m the masculine formad Ma i miidithre mame of a
jealous Jinrwho possessesaprsmcs he is in I ove with in ¢
Calenderd and who i s alngoosMam and of himthat 06 Th e
he Envied* The use of these names in manuscript clearly shows that Shelley was
working from this story cycle as a basis
object of her appropriation seems to have been a difficult protessinnamed
princess possessed by Maimoun may have been suggestive of a way to expose
female subjection, but it is hardly an it
Aminads defiance of patriarchal contr ol :
close to becoming once again complicit with the patriarchal discourse of severe
punishment for acts of female creativity. It is thus not surprising that Shelley

eventually chose to appropriate the character of Safeeis a gifted musician, who
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sings anglays a song about the separation of lovers, acts which can read as a
representation of text production. Even though we never hear it Mighés Safie
clearly has a tale to tell.

Furthermore, Safie is the dd@eper to the world of opulence and elgrth

pleasures which men are invited to enjoy only if they promise never to tell what they

have seen or experienced inside the
with us, | must forewarn you, that it is not only on condition that you keep secret
what we have required yquic], but also that you observe exactly the rules of good
manners and civijd(FLB, 69). The secret that Safie requires her male guests to

keep is that while they are there they will witness her and her sisters beating two

dogs. We later learn that the dogs are actually the remaining two ladies of Bagdad

who have been transformed as @mnent for their wanton display of lust and envy.

On the orders of the Jinniya who transformed them, Zobeide is required to beat her

sisters every day. If she does not the Jinniya has promised to return and inflict the

hous:

same punishmenton her. Themaleguss ar e asked to observe

mannerso6 and never question the sisterso

This element of the story can be read as a myth of female complicity in the

patriarchal subjugation of women. The two sisters are first punished by a female Jinn

for their infringement of the patriarchal laws that govern the conduct of women.

Secondly, Amine and Safie never question if this punishment is just. Perhaps fearing

that they will suffer the same fate, they mechanically help Zobeide to carry out the

ordess of the Jinniya. Ifrrankensteinthe original role that Safie plays in ensuring
that the secret narrative of female subjugation is kept between the three sisters is
subverted. As we shall see, Safieo0s

et t

written t e xt t hat contains a 6secretod knowl e

their subjugation.

The directness@ h el | ey 6 s a ph@seen mithe waly thai she ¢ a n

describes the songs t hatheSasftiyd esaorfg h eas 01

countnyo(F,83),r ecal |l ing the sound of Safieds

(FLB, 76).But, more importantly, the title f S a bnig efSeparate®b v er s 6
could easily be applied to hile ofseparatiorirom Felix as overheard by the
creatureand reported to Frankenstein, which he then transmits to Wafermight
conclude that the importance of the secret and unreported female knowledge
contained within Safieds | etters has
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reported tale of her separat from Felix. This certainly forms part of their content.

The creature t el |ealoffFeliawak wamed by severatlditers Ot h
that he received from this lovely girl, who found means to express her thoughts in

the language of herloveyb t he ai d of an ol d man, a ser
understood FrenéhHe r eports the Osubstanced of th
Frankenstein 6l have copjes of these letters; for | found means, during my

residence in the hovel, to proeuthe implements of writing. [...] Before | depart, |

will give them to you, they will prove the truth of my tale; but at present [...] | shall

only have time to re the substance of them to ¥gk, 82-3).

In some versions of thdights the sultan ammands his scribes to record
Scheher azade 6 ¥Sinilarly,inlthgd R ibadis oftBagdadl the
CaliphHarounaRas hi d prai ses the quality of the
scribes to record their tales for posterf®.B, 124).In FrankensteinS a f lette® s
are twice mediated by men: the old man who effectively records her tale for posterity
after having heard her oral story and the creature who mediates the meaning and
content of those letters when he relates their contenatkénstein. The narrative
structure ofrankensteirand the way in which it places emphasis on the quick
transmission of t hrightiseonsng andthe cieatureimaisi s | et |
finish his tale, just as Frankenstein must find time to repéaMifalton before he
grows too ill to dosoi draws attention to what these men thought was important and
needed to be related, leaving out what they thought unimportant.

Not only does Safiebds text relate her
alsoté¢ | s of her motherdés past and reflects
learn that the content of the letters documents the teachings of her mother and the
way in which they deeply affected Safieb:

Laceys and thevrongful imprisonment of her father:

Safie related, that her mother was a Christian Ardbedand made a slave by tfairks;

[...] she had won the heart of the father of Safie, who married her. The young girl spoke in
high and enthusiastic terms agrtmother, whpborn in freedom spurned the bondage to

which she was now reduced. She instructed her daughter in the tenets of her religion, and
taught her to aspire to the higher powers of intellect, and an independence of spirit, forbidden
to the femaldollowers of Mahomet. This lady died; but her lessons were indelibly

impressed on the mind of Safie, who sickened at the prospect of again returning to Asia, and
being immured within the walls of a harem, allowed only to ochergelf with puerile
amusemats,[...] The prospect of marrying a Christian, and remaining in a country where
women were allowed to take a rank in society, was enchanting.t@~h8B)
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The creature is concerned thiatde s un i s ¢ a B andledas veryditte dec | i
time left to complete his tal&Vhile the creature feels that it is important to spend

time on relating the full reported narraf
reunion, the content edactef toimihe @achingsof t er s
Safi e sretmoet htesrecr et 6 female knowl edge tr a
Scheherazade, to Margaret Saville as Dinarzade. This knowledge travels unremarked

by the male charact er s buttailtdever Yaluentiosem r e ad

teachingsenough to recount the entire content.

The ghostly preseec o f S af i Erénkenstemidirhpertant io n
understanding Shell eyds rewriting practi
representation of Mary Wollstonedt. The creatues br i ef descr i pti ot
mot her 6 s refleceame ngfs t he centr al ak gument s
Vindication of the Rights of Womeho nana argues that Shell ey
to Safi e as Frankemsteingarna bai papnréo pirni at i on of t he
fArabiarow o m a(fivdP, 172), a recurring archetype of female resistancA in

Vindication

In makingFrankensteits central t hough unrecorded) wharrator a I
escapes the harem, Mary Shelley firmly binds her novel, philosophically and textually, to
Mary Wollstonecraft'# Vindication of the Rights of Woman.

i Ma h o me t far MaryWollstonecratft, is a figure for an error she finds central
to Western culire: the refusal to grant women full membership as rational beings in the
humanrae. Ref erences to the harem, to fAMahomet an
b o n d fogneaersistent thread in her te@WP,173)

Zonana reject sMaAncn RWeblelnosrtdesi nabnsd anal ysi s
critics O6have found in these | etters an |
Rubenstein sees Safie's mother, Mellor sees Safie herself as the representation of the
notorious eighteenthentury feminish Zonana argues that this appropriation of

orientalist imagery fromA Vindicationhas more to do with the influence of

Wol |l stonecraft s wor Kankemsteitthareit daeswite phi | os
inscribing the body of Wédtonecraft into her text (TWR,73). However, | would

argue that when we view Safie as Shell ey
distinction between Wollstonecraft as a textual and literal progenitor colldpses.

argue that by inscribing the relationship between herself anstdfeecratft into the
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text of Frankensteini n t he r el ati onship between Safi
Safiebébs actions, the relationship betweel
become®ne of textual influence.

Zonana argues th&fo | | s t o n eotQriantalisid drewwos tee
Oei ghtemrintg hy , European AOri eOfMWRL/Mst 0 cons
However, unlike Ballaster, Zonana does not note the significartbe ailtural
inheritance of this reception by womeniters during this period. They tended to
readthe Nightsand other oriental tales texts that offeredhe possibility of the
transgression and subversion of patriarchal soeietynormative representation.
Theyembodied this aspiratidn their represetation of female storytellers, telling
womenos stories tThisiaved mdcloinlinowith er wo men.
Wol |l stongerafttbHbe t edandhédpprdpoation offeen i s m
orientalised imagerg f t h e 06 e maVYirglication.m the imtroddiction

Wollstonecraft states that books written by men for the instruction of women

it is asserted, in direct terpthat the minds of women are enfeebfed in the true style of
Mahometanism, [...] [women] are treated as a kinslulfordinate beirgy[...] improvable

reason is allowed to be the dignified distinction which raises men above brute creation, and
puts a natural sceptre in a feeble hahd.

Wol |l stonecraftdés central argument i s |
andmisogynistic attitudes towards the female mind has led to women being poorly
educated. The education they do receive is not sufficient to prepare them for their
life in the wider world. Wollstonecraft repeatedly states that, at presentvo ma n 6 s
educatoonl y equi ps her for a I|Iife of O6Egypt
the 6Haram of 6¥8h&€aart gues btakdtawwomen must
like eastern princes or educated in such a manner as to be able to think and act for

themselved®®

This is an allusion to the story 6fFhe History of the Young Prae of

the Blacklsleghin theNights.In the story a young prince is paralysed from the waist

down by a magic spell cast by his wifeho is tired of living in isolation with him.

He is shut up in his palace, unable to mawil a visiting King decides to rescue

him (ANE,54-66)® Inherd ef ence of the female | ogical
to be treated as rational human bejnyslistonecraft uses oriental imagery and an

allusion to theNightsto challengelominant patriarchal discousse on women o s

intellectual inadequacies/hich she compares @Ma h o m edt Thismiastaken
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up by her daughter iRrankensteirand embodied in particular the daracter of

Safie, whdearns from the teachings of her mother how to resist and escape the

0sl averyd andad foebmalde gfed! lod nwstrubted iroher 6 Ma h o me
mot herds beliefs or, 0afigiaspi feoamtanp e s
powers of intell ect & 6botderveords, Hafienasa p e nden c ¢
textual representation of Shelley, is shown to have learned how to resist a patriarchal
textual construction that would deny her posgesof the creative and intellectual

autonomy of a logical mind, by copying the critical positioning of her mother.

In sum, the influence of Safieds mot hi
letters can be read as a textual representation of theenic e of Wol | st one
and work on Shelleyb6s writing practice. |

constructing, at the core of her novel, a Scheherazadic resistance to the patriarchal
representation and contr olppeafstodigplaends | i
her authori al anxiety, and to signal her
collective act of continuation and dissemination of their collective core vafues.
these termgrankensteirmust be seen as an explicitly femim®vel in which
Shelley resisted the construction of female creative lack that she salorEnant
discourse of mal®omanticism. While male Romantics often evoked the inspiring
figure of the oriental femal e amuse, Shell
0f e mal & 6fcreavipydyldcating femalereative power in the logical mind
of thecharacter of Safie.

Safiebs text, i n it domesticspaceonthefDer m, i s
LaceysOhut. This contrasts with the opulence and hedonp#iasures offered to
men by women in the 6The Five Ladies of |
ideology of ethical care and sense of community, expressed and advocated by the life
and material circumstances of Safie and the De Lacey fafig/De Lacgs suffer
in exile for their partintheeacp e of Safi eds ®athecusYeh t
recounting their story is not on the act of repression of the individual by the state. It
is on the way in which the De Laceys form an ideal community based on
compassion, kindness and the equal division of domestic labour and responsibility
for each other. This 0 ethdunirial obSafiewloy ed i s |
like the character in thidights brings abundance, happiness and culture to the home

of the De Laceys, where she plays and sings for them:
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Spring advanced rapidly; the weather became fine, and the skies cloudless. It surprised me
that what before was desert and gloomy should now bloom [...] Felix went out to his work;
and, after the usualccupations of Agatha were finished, the Arabian sat at the feet of the old
man, and, taking his guitar, played some airs so entrancingly beautiful, that they at once
drew tears of sorrow and delight from my eyes. She sang, and her voice flowed in a rich
cadence, swelling or dying away, like a nightingale of the wodd<. 19)

Safie respects and cares for the old man, while Agatha and Felix share an equal
di vision of | abour. Furthermore, Safieds
end of the De Laceysd struggle to find w
Because S#&, in her originating text, only provides for the comfort of strangers on
the condition that they keep her secret,
and his act of Promethean theft of femal
can be rad as an infraction of the rules of the hospitality of this female Romantic
ideal of communityThe creature fails to comprehend the importance of their
contents. He only transcribes them because they can provide authorisation and prove
t he o6t rawhtalé. Fa this detiofsinfringement on the female oppositional
space of the De Laceysd hut, the creatur
This would at first suggest a tgnender e
of dominance over maljeatriarchaldiscourse, which would furthermore trouble
Shell eyébs ideal of the equality of mal e
However, it is important to recognitieat the creaturé himself an outsideir can be
seen to reject the ethics of patriaatkocial inequality in thelassicatexts
propagated by malRomanticismin favour of learning more about and attempting
to join the idealised femaRomantic space of the De Lacégesmmunity. It would
be erroneous however t otoffapeetcrevehge® as Shel
misogynistic male Bmantic authors. Shelley displadeer own attempts at a
conventionally malelassical seledu@tion onto the creature and tho® the text
of FrankensteinShel | eyds r epr es entedutaiioncan of t he «cr
therefore be seen to suggest that the exclusion of anyone from an education based on
their gender or their difference from the normative is a great injustice.
Onone of his O0scavefnign disg Gle Sapbsedofst he cr
Young Weher,Mi | t Raradise Losta nd P Litesirac hddseat her n
portmant eaudod, al ong Wk, 856). Thesenmoksireflect c | es o1
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Shell eydbs own reading | Frankensdeiniallormbted he t i |
that:

In the years before and during the composition of Frankenstein, Mary Shelley read or reread
the books found by the creature in an abandoned portmant@aethe's Werther, Plutarch's
Lives of the Noble Romans, Volney's Ruins.arthe Revolutions of Enige, and Milton's

Paradise Lost, as well as these poets, the creature occasionally quotes Coleridge affd Byron.

Thediscovery occurs shortly after the creathas acquired the basics of language

from observing the De Lacey family. This is significant and marks a new stage in his
civiisingselfe ducati on. Through a Olindindapanal st uc
these histories, whilst [his] friends were em@dyn their ordinay occupation§g the

creaturec | ai ms t o h a vSorrowsof Wertdraekdowlédigenob b hse c ur e
subjects, [...] a never ending source of speculation and astonishmegentleeand

domestic manners dtescribed, combined withfty sentiments and feelings, which

had fortheirbj ect s omet hi (& @6).dhisteads iim tb bekeveshatl f 6

he has acquired a degree of logical thought and reason, and that he has risen above

t he De Laceys, who aration® Wiglathisewbuldiaign 6 or di n
him with an ideal (and male) superiority conferred by classical education, the
creatureds identification with Werther al
coherent identity:

[...] I applied much personally to nown feelings and condition. | found myself similar, yet

at the same time strangely unlike the beings concerning whom I read, [...][1] partly
understood them, but | was unformed in mind; | was dependant on none, and related to none.
[...] My person was higous, and my stature gigantic: what did this mean? Who was 1?7 What
was 1? Whence did | come? What was my destination? These questions continually
reoccurred, but | was unable to solve thelf) 86)

Similarly, the creaturéinds his reading oP | u t d.ivesrawaling but difficult. It
presents him with a view of ancient history which he attempts to apply to his own
narrow experience of life:

[...] Plutarch taught me high thoughts; he elevated me above the wretched sphere of my own
reflections, to adime and love the heroes of past ages. Many things | read surpassed my
understanding and experience. [...] | felt the greatest ardour for virtuenfd. dbhorrence for

vice, as far as | understood the signification of those terms, relative as they aygked

them to pleasure and pain alo(i€, 86-7)
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As wasthe case for Shelley herself, the creabuse -im@osetiproject of study of

male Romantic and classical tektisces an identification of his cultural lack and his

assumed limited understanding. He sdaksfinds no answers in tf&orrowsof

Young Wertheand he is unable to fully understalRd u t d.ives Hi®failure

attributedt o hi s bei ng &maryf dremea ke aidn ami rach al | eg
own anxieties regarding her lack of a formal classical education, and her consequent
inability of achieving an autonomous selentity.

Despondent and depressed by his hours of study, the creature soonhisturns
attention to the De Lacey household, and reflects on the positive changes that have
occurred there because of Safieds presen:
transformed from an internalised, individual philosophical desire to know himself
and whee he fits into the grand scheme of the universe (consistent with the
Romantic masculine ideals of individual i
by Mellor) into a desire to belong to an idealised, utopian community, reflecting
Shell eyés ORomedattcontemn with enacting a

Promethean revolution:

fiThese were the reflections of my hours of despondency and solitude; but when |
contemplated the virtues of the cottagers, their amiable and benevolent dispositions |
perswaded myself that when they should become acquainted with my admiration of their
virtues, they would compassionate me, and overlook my personal deformity. [...] | resolved,
at least, not to despair, but in every way to fit myself for an interview with thteich

would decide my fate. [..flISeveral changes, in the mean time took place in the cottage. The
presence of Safie diffused happiness among its inhabitants; and | also found that a greater
degree of plenty reigned there. Felix and Agatha spent morértiareusement and
conversation, and were assisted in their labours by servants. They did not appear rich, but
they were contented and happy; their feelings were serene and peaceful, while mine became
more tumultuous. Increase of knowledge only discovevedda more clearly what a

wretched outcast | waér, 88)

Outside of the cottage and on the edge of transgrefesnade Romantic space, the
creatureoverhears and is intrigued byeth c ot t ager s®é conversatio
the Sultan Schahriaoverhears a female dialogue that is not directly addressed to

him but is nonetheless deeply affecting to his sense of identity. Moreover, like

Shelleyi who knew all too well what it was to feel excluded from the text and to

question her identity as a fafe autlor because of that exclusiorthe creaturés

made to occupy a liminal space between the value attributed to a canonical classical
education (the reserve of the male, and achieved in isolation) and the value of a

simple but rewarding life realisedthin a community (and associated with the
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feminine). His condition of (male) outsider, excluded from full humanity, however,
shuts him out of both spheres, and this has dire consequences.

Through his sefeducation, the creature comes to associatmaislity to
grasp fully the meaning of the texts he has stutizl therefore his inability to

bel ong to Safiebs oppositional ddédmestic
with Victorés failure to apply diuls stol el
creation of | if e. Paradiselbsehe s unakdettouderdily s r e a d |

fully with Adam:

Like Adam, | was created apparently united by no link to any other being in existence; but
his state was far different from mine in every othepeet. He had come forth from the

hands of God a perfect creature, happy and prosperous, guarded by the empirical care of his
creator; he was allowed to converse with, and acquire knowledge from beings of a superior
nature: But | was wretched, helplessgatone (F, 87)

The creature readzaradiseLosa s a O6true historyé of Godbéd

own i mage and compares it to Victorods | ol
Unl i ke Adamdés creation which nhged,vitehves as
creature interprets Victorébés detailed de:

di sgusting circumstancesod that oO0for m[ed]
Oturned awayo6 from8i8)xs. cVieatt orods i msai csfguf
knowl edge is read by the creature as a p:
create in his own image and then rejects
forces the creature to learn on his own.

Through his inability to identify with texal representations of characters
that might provide him with role models, the creature comes to believe in a self
fulfilling prophecy that he is thmonstrous and dangerous result of the misuse of
Promethean fire as knowledge. He views himself as more like Satan than Adam,
because he envies the happiness of the D
viewed the bliss of my protectors, the bittergali e nvy r o &87)Mtist hi n m
this envy that | eads the creature to desH
of knowledgé' in his regime of selimposed study as a substitute for the formal
education he was dernicanthustbgseevidaedihor 6 s negl |
responsible forthe creatdres r et al i at i on. rdumitybrl e t o f i n

individual identity, the creaturenacts a final revenge on the site of his exclusion by
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burning down the De L ac eiyslenkhaedgeasn a st al

Promethean fire. The creatuaeknowledges a

kind of insanity in my spiritsthat burst all boundaries of reason and reflection. | lighted the
dry branch of a tree and danced with fury around the devoted cottage. [...] the wied fann
the fire, and the cottage was quickly enveloped by flames, which clung to it, and licked it
with their forked and destroying tongues.
AAs soon as | was convinced that no assi s
habitation, | quitted the scen§:, 94)

Initially the creature has no idea how to create fire. He comes across it accidentally

when he finds a fire that has not been extinguished by travelling be§gé8y.(The

fire quickly burns away to nothing and the creature wracks his brain tryingnto thi

of how he might recreate it: o6l gave sevVv:
but | was obliged to r &|70)Mdhiei sh thaftt lu r eetbtse |
of fire signifies and foreshadows his Promethean theft and misuse of knewBdg

the time he has st ol andthékstoithet®dualSc heher az:;
knowledge he has acquired, the creature knows all too well the dangers of the misuse

of knowledge and heuses fire to seek revenge on those who would excluddinim.

thecr eatureds final revenge Shell ey shows
However, in transferring her own sense of exclusion onto the creature, Shelley also
suggests that the desire for reveidg®mwever destructive is a powerful motivation

in the construction of female narratives.

Qu

- Qo
(o]
-

#4112 &2! . +%. 34
1. $ O04(% &/ 52.

The tension between the transmissamial the restriction of knowledge present in the
narrativestructure of thNights canalsobeseenn Vi ct or Fr ankenst ei
imbedded reported narratives (fig b. Il & 1ll) and its relationship to the primary

linear ore ofFrankensteir(fig b. ). In conjunction with the imagery of Prometheus
Pyrphoros, this represents Victor Frankel
knowledge that would have allowed him to successfully create life. This knowledge,
couched in the imagery of Prometheus Riasbr, is constructed as a secret and

privileged female sphere of creation from which Victor, as a male creator, is
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excluded. Victorodés encroachment into the
storytelling and his thef thamthildréaeng 6 f e mal
ultimately make both of these attempts at creation a failure. In her appropriation of
the narrative structure of tidights Shelley can be seen to have subverted the
dominant classical Promethean myths surrounding knowledge andoréatrder
to displace her anxieties of female authorship onto the creative failures of a male
characterIn her exclusion of Victor Frankenstein from the proper understanding of
privileged and secret female knowledge, Shedlegcts a revenge of poetfirstice
on those who would deny her creative autonomy.

The weblike narrative structure dfrankensteirconsists of thirteen tales (fig
b . l'11) contained within the direct | ine:
his sister Margaret in letteiand journal entries in which he records and preserves
Victords or al narrative together with Sai
tales in the tertiary structure (fig b. 1ll) as separate stories where they begin and end
with a conventionaldrmulaic storytelling phrase uttered by the narrator of that
section to signify the beginning and the end of the frame. For example, Victor begins
the story of his childhood (figF@7).111:1)
Each imbedded tale this storycycle( a) O6The Tal e of Beaufort
and his Daughter6; (b) 6The Tale of EIli z:
Clerval (The Merchant of Genevads Son) 0;
separated by a justification why it is important for Victor to relate this story in
order for the general story of his chil dl
refrain fromiB¥drato megf drhe moé d tvetimustue wi t F
record an incidedt  ( F® retutn@ch imbedded tale (a, b, c and d) back to the
story of Victordéds childhood. These i mbed:
Victords rhetorical argument in which he
search for the creature. However,¢h¢ or y cycl e of Victoroés c|
complete until Victor closes his narration by completing the frame, with a warning to
Wal ton that he should heed Victords wor d:
story to its point of origin (figb. ).V ct or 6s warning then open
of 6The Creation of The CreatRH3ledo (2) wi i

Victor believes that the fate of humanity rests on his ability to get Waiton t
accept t he @&inthelndpé thabefcanlcangnce Vdaltoa to continue his
guest to destroy the creature: 60The task

144



When actuated by selfish and vicious motives, | asked you to undertake my

unfinished work; and | renew this request now, whamlonly induced by reason

and v F d5)uAs with Scheherazade in tReghts,the lives of countless

ot hers are reliant wupon ViShellegprégsentsabi | i ty

Victor Frankenstein as a male storyteller whose narrative pohm@vokes for the

reader an analogy with Scheherazadebs st
WhenWal t on expresses sympathy for Frank

help him, the latter makes it clear that his fate is now sealed, as his story will show:

on[ . . . ] akeomylestng liseratmmy history, and you will perceive how

irrevocably iFt17)s. deltnereniifneecdto,6 Hr ankenst e

with his early childhood and education and ends with his bestawagh i mat i on up

lifeless matted F, 80), enacts a Promethean myth. As Prometheus Plasticator, Victor

I who, as we have seen, is also aligned with an oriental female storiytisller

associated with female creativity and gi

however, goes against séinoed modes of reproduction and representation. Just as

Prometheus Plasticator sprinkled his clay with rainwater before he moulded it to

create men instead of animals, Victor deviates from normative sexual procreation

and instead creates life from an agaahation of dead body parts:

Now | was led to examine the cause and progress of this decay, and forced to spend days and
nights in vaults and charnel houses. My attention was fixed upon every object the most
insupportable to the delicacy of the humarifegs. [...] | paused, examining and analysing

all the minutiae of causation, as exemplified in the change from life to death, and death to

life, until from the midst of this darkness a sudden light broke in upoh aneght so

brilliant and wondrous, yeto simple, that while | became dizzy with the immensity of the
prospect which it had illustrated, | was surprised that among so many men of genius, who

had directed their inquiries towards the same science, that | alone should be reserved to
discover so stonishing a secreff-, 30)

Spending days and nights among the dead building blocks from which he will create,

at first al/l he can see iIis dead materi al
delicacy of human feelingsdé without the
Promehean light of divine inspiration and stolen knowledge, a light at sincele

and o6brilliant aRrdmetheusnRlastioatosnéeds Psométhretiso | d .
Pyrphorosuntil Victorisi n possessi oknowledgedndbt dmalmad e 6

imagination hecamot create anything.
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The Promethean knowledged the Promethean material he will create from
isdoublystolenVi ct or 6s theft of dead body parts
of fragments of the existent textual body, while his act of embrabe§romethean
light of inspiration can be read as his theft of the female storytelling archetype for
the purposes of inspiring the male Romantic pget.ct or 6 s af fi |l i ati on
storytelling practices of Scheherazagiees him access to illicit and set female
knowledge, which he fails to understand fully. He repeatedly describes his newly
found power to create as a 6secretd knowl
been excluded.

I n Victordéds Promethean storogyofiev st eal i
i f e, I read Shell eyds representation of
female authorship. Victor can be seen as the representation of a male Romantic poet
who masquerades as Scheherazade, and in this male imitation of a patriarchal
representation of a female text maker, Shelley can be seen to displace her female
authorial anxieties. Victor Frankensteini
wor k and everyone around hi m. Directly af
knowledgeand i nspiration, Shelley explicitly
Sindbadd:

What had been the study and desire of the wisest mes the creation of the worldas

now within my grasp. Not that, like a magic scene, it all opened upon me at once: the
information | had obtained was of a nature rather to direct my endeavours so soon as | should
point them towards the object of my search, than to exhibit that afeaddy accomplished.

I was like the Arabian who had been buried with the dead, and found a passage to life aided
only by one glimmering, and seemingly ineffectual, light 31)

This is a substitutive appropriation in which Shelley chooses to allualsttoy

drawn from heNightsrather than an available classical equivalent, presumably

because it can speak of and to female experience in a way that classical allusions
cannot without bringing with them the gh
bookten of The Odyssey bl own back to Aeaea by the wi
bag of winds, Odysseus and his men becomi
Circe attempts to keep Odysseus and his crew on her island by offering them a feast

laced with a potin that turns all who eat and drink into swine, and makes them

forget their desire to return home. This is explicitly linked with her act of weaving:
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Circed and deep inside they heard her singing, lifting

her spellbinding voice as she glided back anchfort

at her great immortal loom, her enchanting web

a shimmering glory only goddesses can weave [...]

and how she singsenthralling! [...]

She ushered them in [...]

then she mixed them a poigbrcheese, barley

and pale honey mulled in Pramnian wdne

but intothe brew she stirred her wicked drugs

to wipe from their memories any thought of home.

Once they6d drained the bowls she fill
she struck with her wand, drove them into her pigsties,

all of them bristling into swin& with grunts,

snout® eventheir bodies, yes, and only

the mends minds stayed steadfast as be

(0d.,10242-65, [p.2378)

Li ke Penel opeds weaving of Laertesd shrol

female deceit and the dangerous power of female creatiaiianger that threatens

women too, as Arachneb6s fate shows.
Whereas the representation of Circeods

magic functions to undermine female text production and has nothing to say about

the |lived experiemcdoypdgevomenSi ndhleadd od o ¢

startlingly similar. After setting out on his fourth voyage Sindbad is shipwrecked by

a sudden gust of wind. He and his five surviving comrades wash up on an island and

are invited to feast by the natives of taland who ply them with food and drink

including a black herb that makes them forget and lose their senses. However, like

Odysseus, Sindbad, suspecting some trickery, avoids being affected by this

enchantmentThe fate of his comrades is to be fattene@ugh eaten by the natives:

[they] gave us a certain herb, which they made signs to us to eat. My comrades, not taking
notice that the blacks eat none of it themselves, consulted only the satisfying of their own
hunger, and fell -@ating with greediness.uBl, suspecting some trick, would not so much as
taste it, which happened well for me; for a little time after, | perceived my companions had
lost their senses [...] the blacks gave us that heflmn purpose to deprive us of our senses,
that we mighhot be aware of the sad destiny prepared for us: for being cannibals, their
design was to eat us as soon as we grew(fatS, 1578)

Because he has not been affected by this herb Sindbad is able to escape. It is
significant that here the secret knowdedf the other as a magical deceit is
conferred not onto a woman, but onto a savage cannibalistic tribe of black natives.

Despite the disturbing implications of this encounter with otherness, Shelley
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appropriates Sindbad as a story of escape from ddaaitthantment and return to a
domestic space. Reiterating the topos of storytelling as survival, when Sindbad

arrives, he tells the story of his narrow escape, and the king allows him to stay,

rewarding him with the hand of a rich and virtuous lady okthen g 6 s court . S
|l earns too | ate that it is the O0barbarou:
alongside their dead husband or wife. Si

fear of my wifeds dyi ng f iwitksher,occasodedt hat |
me to have very rUS 160).fingaed) as he feafslhiswifei ons o6 |
soon dies and Sindbad is buried alive with her body. It is the custom that some water

and a loaf of bread is left for the living spouse. In order teigiuntil he can

escape from an underworld in which he is surrounded by the bodies of the dead,

Sindbad kills each new arrival and steals their bread and water. Eventually Sindbad
finds a way out of the catacomtarliwénAt | as:
on towards the light, and sometimes lost sight of it, but always found it again; and at

last discovered that it came through a hole in the rock, large enough for a man to get

0 u (F\3S, 162).

While the story is about Sindbad, it is also & t@ncerned with female
mortality, and it is for this that, Il wo
recognition that it is likely that his wife will die before him the text indicates an
awareness of the dangers of procreation and maternallityorthis can be also
read as an allegory of the dangers inherent in female text production. The fact that
the two most violent murders that Sindbad commits are against women, whose
deat hs ensure his own survi vhdourtytady hi s a
for his wife, suggest that womenods | i ves
only useful to the male hero for what their lives and deaths will provide him with.
The story of Sindbad contains representations of the suffering of womeneand th
material circumstances in which they must live. Let us not forget that it is
Scheherazadiewhose storytelling saves her from being murdered by her hugband
that recounts Sindbadbs tale. I't i s then
atthisf uncture of Frankensteinds tale all ows
of the autonomous female text maker who subtly transmits a subversive
representation of female lived experience to her sister Dinarzade.

However, Shelley attributes this alios to her male narrator who fails to

recognise the 6secretd female transmissi
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Victor uses the allusion of o6The Fourth
discovery and he fails to recognise its linkseéméle experience of a fear of death in
childbirth and the anxieties of creation. THightsis used by Victor here only for
what it can provide in terms of another source of Promethean light imaigery
Opassage to |ife aidedemnhgl| byi néFef gttt mal
31). Once again, the female text (Schehel
inspiration, fulfilling the function of the female oriental muse that we earlier saw
evoked in Shell ey©6s anwithnBsecogniidneithdkofmant i c
the musebdbs autonomy or of the textds con
Shelley manipulates the classical myth of Prometheus Plastigatoerging
it with a Scheherazadic structure in order to criticise its male Romantic usage.
Through the substitui ve appropriation of these allwu
intertexts are made to speak with a female voice, for and to the material
circumstances of womeMor eover, though Victor may di
continues to resonate in the textroénkenstein Si ndbaddés forced j o
underworld is followed by his immediate return to the domestic feminised space of
home where he makes reparations for his absence by helping his comemdnity
giving alms to the poor (FVS, 163 hel | eym st eal d Tulrsd oFour t h Vo
Si ndbad?d thecustams ang ethicefscare that the creature witnesses at the
De Laceysod6 hut
Shell eybs use of an arabesque narrati:
experience to Walton further suggests an
Zonana picks up on the character of Vict

orientalist. Afterhe escapes the birth of his monstrous progeny:

Victor Fr ankonsolatbreri 1 hee eviog kfs 0(64). Hibifeendor i ent al i s
Clerval has been studying Oriental languages and literature; Victor reads the tales in

translation, finding in themh h difé apjiiears to consist in a warm sun and a garden of roses,

in the smiles and frowns of a fair enemy, and the fire that consumes your awn{4). In

presenting Victor's attraction to Oriental tales of languor and sexual paradise, Mary Shelley

shows that Victor [ thanheknoivs Perhaps ¥ictof e presemed a n 0
the copies of Safie's letters because, asfaeashan see, they ttadep presen
though he fails to grasp how their message challengdariissiesb s ensuoas bl i ss |

garden of roses. (, TTWP

Victor as a male Romantic orientalist values the seductive qualities of the oriental
tales and the storyteller that he appropriates. However, in doing so he fails to

recognise their importance as awsgressive text, laden with the female knowledge
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that he desires and has been excluded from. Victor consistently fails to conform to
the rules and functioning ofthewébi ke structure of Schehere
also fails to understand the trugrsficance of the content of the Scheherazadic texts
he uses: in his use of O6The Fourth Voyag:
Safiebs |l etters for his own purposes of
these are narratives that speakavhéile experience.

Like the Scheherazadic storyteller, Victor tells his tales in the hope that he
can convince the listener to act in accordance with his wishes. The purpose of his
storytelling is to convince Walton to act on his behalf soon enough toreand
kill the creature. However, his failure to truly understand the power and functioning
of Scheherazadeds storytelling malkees t he
Arabian NightsScheherazade tells her tales under the cover of tigtite day the
Sultan Schahriar must work and go about the business of running his kingdom. Night
functions as a liminal oppositional spabenarzade asks for her story in the hours
before dawn. In the space between night and day, between waking améhdrea
Scheherazadeds st or yt edltéredstage oiansa@ossnass e o f
to change his perceptions in the hope that it will affeetway in which he will
conduct business throughout the daye Sultan enjoys the stories and is atfdct
and influenced by them but only until they begin to encroach on the day and his time
of work must begin. At this point Scheherazade recognises that the time for
storytelling is over and she 1nsijgshosef al | s
words,perceiving it was day, and knowing that the sultan rose betimes in the
morning to say his prayers, and hold his
(ANE, 18) %

In Stranger MagicWarner explains this curious arrangement by arguing that
in theNightsthere is a distinct separation between the hard realities of life, and the
explorative possibilities of our experience of it through storytellin@: T he ni ght i
for ourselves, but t he 4nakerNacsrKiiemirsaysod, 0
offering ore way of explaining these mysterious arrangen@énta Frankenstein
Victor subverts this important separation between the reality of day and the
transgressive oppositional space of night. He narrates his story during the day and
Walton records it at night. Walton writes to Margaret:

150



| have resolved every night, whearm not engaged, to record, as nearly as possible in his
own words, what he has related during the day. If | should be engaged, | will at least make
notes. This manuscript will doubtless afford you the greatest pleasure: but to me, who know
him, and who heait from his own lips, with what interest and sympathy shall | read it some
future day (F, 17)

To an extent, Victordés act of storytel
is successful in that he manages to convince Walton of his good atwdairtiny
character and of his storytelling ability. In the journal entry Walton writes to his
sister Margaret, dated August™a , Wal t on notes Victoros

character and the eloquence of his tales:

My affection for my guest increasesery day. He excites at once my admiration and my

pity to an astonishing degree. How can | see so noble a creature destroyed by misery without
feeling the most poignant grief? He is so gentle, yet so wise; his mind is so cultivated; and
when he speaksl|though his words are culled with the choicest art, yet they flow with

rapidity and unparalleled eloquence. [if. yJou will, smile at the warmth of my expressions,

while | find every day new emes for repeating thent,(15-7)

Although Victor does niobegin his story until the next entry of thé™&ugust, there

i's no suggestion that Waltonds war mth ma?
However, the fact that Victor narrates his tale during the day directly leads to

the failure of his plan to have Walton continue nami pursue the creature on his

behal f. Waltonbés obsession with hearing

day distracts him from his duties as a captain. The ship sails into dangerous waters

where it is surround e duthogty witlohiscrewais ns o f i

damaged, and they begin to rebel and consider mutiny:

I mentioned in my ladetter the fears | entertained of a mutiny. This morning, [...] | was
roused by half a dozen of the sailors who desired admission into the cabin.nidéreygend

their leader addressed me. He told me that he and his companions had been chosen by the
other sailors to come in deputation to me, and to make me a demand, which, in justice, |
could not refuse. [...] | should engage with a solemn promiseif that vessel should be

freed, | would instantly direct my course southwdFg.149)

Walton must agree to turn south for home and away from his intended purpose of
pursuing the creature to avoid the muti n
the significance and function of the arabesque frame structure he uses is detrimental

to the fulfilment of its purpose as an act of survival. In a last desperate act of
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storytelling before his death, Victor attempts to convince the sailors that their

decision is cowardice:

fi [ Return as heroes who have fought and conquered, and who knexuatdt is to turn
their backs on the foed

He spoke with a voice so modulated to the different feelings expressed in his
speech, with eyes so full of lofty design and heroism, that you can wonder that these men
were moved. They looked at one another amere unable to reply. | spoke; | told them to
retire and consider what had been said: that | would not lead them further north, if they
strenuously desired the contrary. [...] the men, unsupported by ideas of glory and honour, can
never willingly continugo endure their present hardships. [...] | have consented to return, if
we are not destroyed. Thus are my hopes blasted by cowardice and indecision; | come back
ignorant and disappointe¢r, 150)

Although they are not unaffected by his eloquence,thee o ac hment of Vi c
storytelling into dayl,faiplotcondncedtheintoe sai | ol
continue north.

Victords further deviation from the n:
seen in the disconnection between its contenitaridrm. Within the frame tale of
Victor ds nar r atreimeedded fouhintesrelatett ta(ésd figb.o d
ll1.1). In the firsttaled The St ory of Beaufort, the Poor
Car o [a), Wiceoidrecounts how his fatheescued his mother from destitution by
marrying her after her fathero6s death. Si
maternal grandfather, it is significant that the story also recounts that he fell into
poverty through misfortune rather than thgbuany nefarious activity, and that he
honourably paid off all his debts. This story is told in order to impress upon Walton
that Victor comes from a goprdhorally upright family.

0The Story of EIlizabeth Lavenzad (b))
good moral character of his family through their willingness to take in Elizabeth as
their own daughter without any hesitati ol
immediately went to Italy that he might accompany the little Elizabeth to her future
h o m&,09). Arguably, Victor utilises the welike structure oflte Nightsfor his
own purposes, not to express any concern
their own lives, which should be the focus of a Scheherazadic narrative, but in order
to authorse his own moral credentiadsid to prove the good and kindly characters of

the men who rescue them.
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For example, the tale of Caroline focuses on the proud character of her father

and his fall from grace and FrguoomRkirgnst ei n
her to become his wife. Victords framing
Carolineds representation and the expres:

This man, whose name was Beaufort, was of a proud and unbending disposition [...] could
not ber to live in poverty and oblivion in the same country where he had formerly been
distinguished for his rank and magnificence. [...] His daughter attended him with the greatest
tenderness, but she saw with despair that their little fund was rapidly degreasl that

there was no prospect of support. But Caroline Beaufort possessed a mind of uncommon
mould; and her courage rose to support her in adversity. She procured plgisieopkaited
straw;and by various means contrived to earn a pittance dgauficient to support life.

[...] He came like a protecting spirit to the poor girl [...] placed her under the protection of a
relation. Two years after this event Caroline became his ({#fe.8-19)

A major aspect of feminist criticism &rankensteirhas been that Shelley fails to
represent women and female experigoasitively in the novel and that she became
complicit with the patriarchal representations of women and femirfh@jpelley
hides her positive representation of female eepee in the male framing of the tale
which functions to undermine that experience. Caroline is actually represented as a
resilient woman of courage who, because
support herself and nurse her father. It is hegetlen to the permanent occupation
of care and childrearing in her marriage
premature death, and Victords subordinat.
of his fatherds genembaskeySthaheappade ot
narratives of female experience within a patriarchal and misogynistic society are in
fact a subtle and thematic representation of female resistance to her Difikeade
sisters as the implied receivers of a subversive tex

Victordés fourth tale within this firs:
justification of his actions as a OPr ome!
feels that he cannot be held fully responsible for his obsession with creatirgllife:
desire therefore, in this narration, to state those facts which led to my predilection for
t hat sk 21k Hedherdrecéunts his education and how he accidentally became
interested in, and latter obsessed by, the darker possibilities of natenakesc
offered up to him by his early reading of outdated and archaic theories. Victor
blames his father for not successfully redirecting him to the stuchodérn

chemistry sooner:
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My father looked carelessly atthetifea ge of my b o!cChrpeliua Agdppad ai d, A A

My dear Victor, do not waste your time upon t
If instead of this remark, my father had taken the pains to explain to me, that the

principles of Agrippa had been entirely exploded, and that a modern systenmoéduéel

been introduced, which possessed much greater powers than the ancient [...] | should have

thrown Agrippa aside, and, with my imagination warmed as it was, should probably have

applied myself to the more rational theory of chemistry which has eesiuim modern

discoveries. It is even possible, that the train of my ideas would never have received the fatal

impulse that led to my ruinF( 21)

In the story of his education, Victor thus shifts the blame for his deviant intellectual
interests from imself to his father, an accident of fate and the inadequacies of his
early educatioinwhi ch can al so arguably be read a
displacement of her authorial anxiety over her lack of a formal classical education
onto her construatin of Victor as a flawed narrator.
The explicit moral statement at the beginning of the first frame serves to
reinforce the implicit thematically linked didactic message that is common to the
three imbedded tales. Each tale builds and impresses upoon\éait the reader,
the message that Victor is a man of good moral character, from a good family, but
that even good men, like himself and his father and grandfather before him, can
make terrible mistakes and are subject to accidents of fate and circoenSaglley
figures Victor as a male storyteller who misuses a Scheherazadic narrative to narrate
an account of male rather than female experience that is primarily concerned with
constructing and maintaining his own Promethean identity.
Within theNights, Scheherazade, the narrator of a whole web of stories,
never explicitly states the purpose or t
storytelling is not simply for and about her own survikérina Warner argues that

Scheherazadebds stories

gradually introduce maltreated wives, subjugated daughters, faithful female lovers, clever
and courageous slave girls, courageous loving mothers, intelligent teachers, loyal sisters and
devoted peris or fairies in an increasingly shining procession of woefeacting the

virtues of the storyteller herself and her audienbat not so undilutedly or obviously that

her purpose shows too much. By the end, the reader, like the Sultan, can agree that she

deserves to V¥

Story by story, thread by narrative thread issuing from the linear frame of her own

tale, Scheherazade builds her case for why she should be allowed to live and subtly
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argues against Schahriardés belief that al
unfaithful and deserve to die.

Victor Frankenstein narrates the history of himself, his family and his
ancestry as a similar succession of instances of triumph over adversity, humble acts
of sacrifice and noble acts of kindness in order to redeem himself,Wealért on 6 s
scrutiny, as a Promethean creator of both man andHextever, his act of
storytellingis only ever for the purpose of authorising himself and justifying his own
actions He displays the selfish concerns of the nidenanticpoet with his own
revolutionary spirit. This is quite unlike Scheherazade, who not only saves herself
through her storytelling, but reflects the suffering and bravery of women in her text
to bring about, at least ideally, a reality in which all women are safe from such harm.

| mportantly, it is at the cruci al poi l
with the birth of the creature thRtankenstein deviates most markedly from the
narrative structure of thidights He interrupts his tale at this stage by closing this
frame wi t h a mor al rebuke to Waltonds curi

secret Promethean knowledge:

| see by your eagernessd the wonder and hope which your eyes express, my friend, that
you expect to be informed of the secret with which | am acquainted; that cannot be: listen
patiently until the end of my story, and you will easily perceive why | am reserved upon that
subjeet. | will not lead you on, unguarded and ardent as | then was, to your destruction and
infallible misery. Learn from me, if not by my precepts, at least by my example, how
dangerous is the acquirement of knowledge, and how much happier that man isietesbel
his native town to be the world, than he who aspires to become greater than his nature will
allow. (F, 31)

The repeated formulaic storytein phr ases Ol B8t estetl mat hi s
until the end of my stokyin conjunction with Frankent ei n6s mor al war ni
Walton on the dangers of acquiring knowledge here actually begin to align with the
Europearfolk and fairytale traditional narrative structures and the explicit morality
of their beginning and end structures, timplicitly also evokinghe illiterate
female orality associated with those traditions.

Frankensteinbs warnings to Walton on |

are again reiterated at the end of the framed tale describing the birth of the creature:

A human being in perfection ought always to preserve a calm and peaceful mind.
[...] I do not think that the pursuit of knowledge is an exception to this rule. If the study to
which you apply yourself has a tendency to weaken your affections, and to gestragste
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for those simple pleasures in which no alloy can possibly mix, then that study is certainly
unlawful, that is to say, not befitting the human mind. If this rule were always observed; if no
man allowed any pursuit whatsoever to interfere withtittequillity of his domestic
affections, Greece had not been ensla@aksawould have spared his country; America
would have been discovered moradpally and the empires of Meriand Peru had not
been destroyed.

But | forget that | am moralizing ithe most interesting part of my tale; and your
looks remind me to procee(F, 33)

Victor seltreflexively chastises himself for moralising and ruining the building
tension of his exciting tale. As | have
aludes to the structure of tidightsin order to depart from it by deploying a (male)
narrator who lacks the skill of Scheherazade. It is not just in the similarity, but also
in the divergence of these models of storytelling that the significance oéShéll s
critique can be found. Shelleyds represel
read as an implicit denunciation of the way male Romantic poets have
misappropriated the figure of Scheherazade. Moreover, as | argued earlier in this
chapter, Salley also represents in the character of Safie acts of literate and scholarly
female storytelling and authorship; the transmission of a female discourse from
which men are excluded; and the establishment of a community based on an ethic of
care that undemines the male Romantic ideal of the individualist self. Taken
together, these representations of male and female storytelling provide strong
evidence of Shié ArabignoNsghtssd stratéegy to prisecopeim
the interests of women anflanew set of ethical valuéghe system of literary and
philosophical values that had prevailed in Europe since classical times. These were
values whichthesedt yl ed O6revolutionaryé Romanti cs
continue to assent to and propagate.

Shelleyis able to displace and overcome both her primary and general
anxieties of female authorship within the texFodnkensteinThrough her
inscription of herself and her own struggle for acceptance and validation into the
dominant oriental muse @retype utilised in the male Romantic text, she is able to
transform classical allusions (for example, to Ouysseyand, most manifestly, to
Ovidos Promet heus Pl asticator and Aeschyl
make them speak with her own femabice as a Scheherazadic storyteller. Shelley
as Scheherazade is able to speak to, for and about the material experiences of female

existence from within the dominant literary patriarchal discourses.
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The great achievement Bfankensteirs the subtlety of the feminist

message at its narrative c othegossiligof i eds f
the equal representation of women. I n hel
feminist resistance to Margaret SavilleseBinarzade figure (and to the implied

female receiver of Shelleyds narrative t|

and encourages the use of a Scheherazadic narrative that resists textual completion.
Through the association of Mary Wollstoredrt wi t h Safi eds mot he
explicit identification wi VYirdicaiomidhec ont i nu
characterisation of the intellectual rel
mot her 6s phil osophy, &taehtihugyyfademglege st s t h
resistance to established and pervasive patriarchal dominance. The fact that we do

not know i f Margaret Saville (as Dinarza:
letters suggests the possibility of the ffaliilment of the mrpose of her

storytelling. InFrankensteinthe onus of interpretation and the completion of
Scheherazadebds web is placed upon us, ani
reading practices. It is up to us to inscribe ourselves into the textual body of

Margaret Saville. We must become Dinarzade®BH ey 6s Scheher azade

willing to listen for the woman in the text

! Robert Irwin, The Arabian Nights: A Companighondon:Allen Lane, Penguin, 1994),18.

2 For detailed studies of the cultural and literary influence oNilglatson English Literature se@he
Arabian Nights in English Literature: Studies in the Reception of The Thousand and One Nights into
British Culture, ed. byPeter L. Caracciolo (Macmillan, London, 1988); Ros Ballastables of the
East: Selected Tales, 166785 (Oxford: Oxford University Press, 2005) aRdbulous Orients:
Fictions of the East in England, 1661785(Oxford: Oxford UniversityPress2005). Ballaster
explores the English and European Literary and cultural contexts Nighésand its influence on
Engl i sh wo me n 6"centuiy.dor detaited studiestottre cultuBal and literary influence
and the reception of tHeightsin western cultures see Ferial Ghazdbcturnal Poetics: The

Arabian Nights in Comparative ContgX@airo: American University in Cairo Press, 1996). Ghazoul
traces the literary influence afarkness metaphors atite narrative structure of thidights on
storytelling as survival motifs in western literature. For general introductions seeTivéirArabian
Nights: A CompanionThe Arabian Nights in Historical Context: Between East and \Wdshy

Saree Makdisi and Felicity Nussba@®xford: Oxfad University Press, 2008Marina Warner,
Stranger Magic: Charmed States & The Arabian Nightsndon: Chatta& Windus, 2011).

% Warner,Stranger Magicp.15.
“ Ballaster Fabulous Orientspp.3-4.
® |bid., pp.45.

® Ibid., pp.35.
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" Forexamples of this tradition séethony HamiltonPrincess Mayblossontr. by Horace Walpole
(LondonWilliam Dodsley, 1783); Henry W. WebeFales of the Eas8 vol.[1812] (London;
Kessinger, 2010) and Francois Pétis de La Ctads, mille et un Jours; Gues persangl766)ed. by
Pierre Brunel, Christelle Bahi¢torte and Frédéric Mancier (Paris: Honoré Champion, 2006).

® For moreexanples of the use of an oriental mise Romanti c¢c poetry see Samue
6 Ku b | ra¢1846)ia RomanticismAn Anthologyed. Duncan W (London: Blackwell, 2008),

pp.6202 andJohann Wolfgang von Goethé&®oems of the West and East: WEastern Divan

WestOstlicherDivan, bilingual edition of the ComplefRoems (Gernwic Studies in America 68).tr

by John Whéey, ed.by Katharina Mommsen (NeWork: Peter Lang, 1998), p18.Coleridge enacts

an oriental feminisation of the gv Alph, and refigureSchehesizade as singingd Aby ssi ni an Mai
whoinspires the male po&t recreate her son@oethe similarly rakes use of a sexualisextiental

muse in hisVestOstlicher Divan(18141 8 1 9 ) . I n t hd&GoeBooadts hislbverSul ei k a
Marianne Von Willmer as Suleika. Throughout the cycle, this character is conflatetthavith

personalities of the Romantic heroiredgheNights Tellingly, Suleika believes that her renewal of

l'ife through erotic desitreemabi sp ocenldys ]g rnmeorud end fa forno rh
p.318.The orientalised female stogyt | er i n Gaetmberd $rpé e lmasduime Goet hed
reprsent ati on of Romantic | ove. For a closer exami:!
Warner,Stranger Magicpp.30922.

° In Romanticism and Gendé@ew York and London: Routledge, 1998nne K. Mellorargues that
this difference inthe representation of political and social revolution is a defining characteristic of the
di fferences between what she terrFms &Medd oul idma sa

Romanticismbé is concerned 6 wlutiorh with thed role of tkea | (as opyg
creative writers as political leader or religious savioithi s i s rejected by 6femin
which 6tended to celebrate, not the achievements

feel i ngs, lodatedcreatiatinthe intéllectuamind and located social changetlire
domestic sphere, pp2

YOn Mary Shelleyds studies in Latin and her unput
Shell eybs :Lddteirn t$3tandil eReviueode littérdtureA@mpara&8i1964)5 .

pp.5647 1 . On Sformdl ¢lassjcdl education skEmbel HurstVictorian Women Writers and

the Classics: The Feminine of Hon{@xford: Oxford Univesity Press, 2008), pp.800 (pp. 579);

Anne K. Mellor,Mary Shelley: Her Life, Her Fiction, HeMonsterg§New York: Methuen, 1988),

pp8-12;and Mary Pooveylhe Proper Lady and the Woman Writer: Ideology as Style in the Works of

Mary Wollstonecraft, Mary Shelley and Jane Augtéhicago and London: Universityf €hicago

Press, 1985), pp4471.0n Shel | ey 6 s mioderpiheandMidasahd their liaketa s

her revision of classical Promethean mytlriankensteirseeAl a n Ri cHrogarptheaodn , 6
Midas: Gender, Genre and Mythic Revisismin Mary $1 e | | e y 66s ThaOthen Mary

Shelley: Beyond Frankensteir. byAudrey A. Fisch, Anne K. Mellor, and Esther H. Schor (Oxford

and New York: Oxford University Pres1993), pp.1289.0n the influence of the myth of

Proser pi n&etamogho@o n dkel |l eyds writing see Julie Cae
S h e | Presgrpir@Texas Studies in Literature and Languadie (1999), pp.35¥2; Robert

Ready, o6Domienri:onMaorfy DSehneel tKeaty Shelleyfdddmaba (2003, ppo Bt

110. On Shelleyds use of cl assical allusion with
prophecy inThe Last MarseeAudr ey A. Fisch, OPl aguingThHol iti cs:
Last Mard TihenOther Mary Shellepp2798 0 and An n dov& GuiltMedI Reparation: fi

The Last Man in Mary ShelleyHer Life,pp.146-64. On classical appropriations\talpergasee

Kar i Lokke, 6Si byl | Valpergaand therLegacy dEbtmmedCultBrale | | ey ' s
Interactionsin the Romantic Age: Critical Essays in Comparative Literatece byGregory Maertz

(New York: State University of New York Press, 1998),15%73;Bar bara Jane O6Sul |l iv
0Beat Valperga i A New CarkesGahard/ara Shelleypl40-58.

n the last twenty years there has been some research undertaken on the inflliaec&rabian

Nightson Mar y Sh el IFenkénsteiseeDwesli dd. K@ntt erer, 6é6(De)compo:
Frankenstein The | mport of Al ter ed GthdéesiaRiliography®a mes i n
(1996),pp23Z 6; Joyce Zonana, O AThey Wil Prove the T
Femini st Cor e Forfa nMaerdysrn&ebl biddhtieeyTéchniquel:2 (1991), pd.70

84; respondi nge, tEr iZmn nVdenbasdtserarGarcrlett, O6Recycling
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i n Mar y Fghkensttie y@esr vant es: Bull etin of20ihe Cervant
(2000), pp.13%6, makes some brief but interesting points regarding the influeribe Mfghtson

the character of Safie; Rebecca Nesvet, OfiHave Y
andthe 183F r an k e We me in 16 8 12VB (2005),p@69-80. On Perkin Warbeckwith

some referencdo FrankensteirandThe Last Marsee, Rebecca Nes Like thé Sultaness
Scheherazaded : The St orBdrekil rer WdampShelldgiler Readi ng |
Circle and Her Contemporariegd. bylL.. Adam Mekler and Lucy Morrison (Newcastle: Caidige

Scholars Publishing, 2010), pp.1688. Apat from these articles, there has been very little sustained

analysis of the influence dfieNightson Mary Shel |l eybés writing or her
themes and archetypal characters. However, | have found numerous brief referencesShéileyy

in surveys of the influence tifie Nightson English and European Literature that suggest that the

presence of explicit allusions tbeNightsi n Shel | eydés fiction has been n
Caracciolo, p.68; Warnegtranger Magicpp.14Q 291.

2Hurst, FN 25, p.59; Jenifer Wallacghelley and Greec®ethinking Romantic Hellenism
(Basingstoke: Macmillan, 1997), p.34.

“Based on 6The Sh eThe doyrsal of Ranghdleypm63184.st 6 i n
 Hurst, p.60.

!5 There are two prefaces EsankensteinThe original 1818 preface was authored by Percy Shelley
writing as Mary Shell ey. The 1831 preface was wri
explicitly recalls the events that led to her writliginkensteimnd her creati ve proces
preface is concerned with defendifgankensteiras aserious work of literature. See PF18 and PF31.

*Mary Shelley6s reading journals |ist fourteen er
entries for Mary Wollstorer af t 6s wor k (including two entries foc
from 1814 to May 1817, when Shelley complekgdnkensteinBasecon 6 The Shel |l eysd Re
Listg pp631-:84. S h e dutnasyaidddetters provide the documentary evidence faehding of

her parents workOf course this does not preclude the possibility that she may have read their work

in her childh@d. For a discussion of this s€barles E. Robinsod, A’ Mot her 6s Daughter:

Il ntersecti on Foahkergteimng M& g e Wb & { 8 $ Vimdeation affthe Rights of

Wo m eimMary Wollstonecraft and Mary Shelley: Writing Liyesl. byHelen M.Buss, D.L

Macdonald and Anne MZhir (Ontario: Wilfrid Laurer University Press, 2001), pp.133 (pp.130

3).

"Robinsonnotes hat i n Shelleyds preface CalebWllianss Col bur n
( 1 8 3May Sheltey offered thefol o wi ng r e mar KThe woitings bféhis cetelordteld e r : f
woman are monuments of her intellectual superiority. Her lofty spiritHveh now, those who have

survived her so many years, never speak of her but with uncontrollable enthusiasm. Her unwearied
exertions for the benefit of others, her rectitude, her independence [...] made her the idol of all who

knew hero [ fourydarseal i er i n an 1827 | etter to Francis Wr
mother has always been the pride & delight of my life; & the admiration of others for her, has been

the cause of most of the happiness...l have enjoyed. Her greatness of souperjhetsially

reminded me that | ought to degenerate as |l ittle
(LMWS 2:3-4) [...] in a fragmentary biography that she wrateit he 183 06s Matyout her
Wollstonecraft was one of those beings who appeae perhaps in a generation, to gild humanity

with a ray which no difference of opinion nor chance of circumstances can cloud. Her genius was
undeni ablreorseedé RoMot h#20.6s Daughterd, p.

8See Gilbertand Gubad,| nf ect i on MWA, pS4SaRt(pedd)cCedh eilnl ey ds anxi et i
femal e aut horshwpnseb®bar yH8hebl éipidsp.2Mé/Tnst rous Eved

19 See Mary Wollstonecraffy Vindicationof the Rights of Womehondon and New York: Penguin,

2004)1 n 6 De dRandaré and Lluke:16:8,pp76l n 0 The rights and involve
manki nd c BabriusdSpartand &nd Pope, Rousseau, pp.83. 6 The prevai ling o)
sexualbaracer di scussedO0 amat é Plolistdrkeerafiés fosussbgnect ¢

surveying the cultural constructions of inherent feminine virtue and allusions to classical texts are
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absent. Howevethe presence of a storytelling nurse figure is Ussd to elucidate hesbjections to

Ro u s s Endle@p.$68.In6 Ob s e r endhe staterobdegradation to which woman is reduced

by various causes6: Sa t8uSapploland &oussead, pg®il t o n, Pope,
0Ani madversions on some of the writers who have
cont e mp tadd RoBseauepp.492; Telemachus in relation to the slaying ohRel ope 6 s

suitors and Dryden, p16;Atlas and Proverbs 4:7, 1:22, pp.12v.16 The ef fect whi ch an

association of ideas has wupon ttGhp®OkchadobBddestHy, Dr
Comprehensively consi de Darhand Gonndhiams ®:16, pp.4&llm sexual
6Morality under mined by sexual n oArgumaméd of t he | mg

Rousseawp.1646; Lucreta, Romulus and Shakespegrel69. n 6 Of t he pernicious
arise from the unnatural Cédirdteruct (oams cagthalBlhiak e e (
Macbeth)and Rousseau, pp.1-B4d. Classical allusions am@bsent frond Peanrt al Af fecti ond a
6Duty tooThePsaer ecnhtaspt er s set o ut redoglahdsstiuoatiom ofgidsf t 6 s i d
I would argue that classical allusions do not appear in these chapters because they form

Wol |l stonecraftds personal mani f esfatoreathd do not di
subjectl n 6 On nat i dun@and Shakesgeapp21b5.6 Sbme ingtances of the folly

which the i gnor an cCatothefEldey anchRassalg Swifteanddope, p232

®See Nesvet, O6Have Yd. unheFihtrodugidnto the 1831aeditBaoyr y ? 6

Shelleye x pl i citly recal |l so téhailsl awsr iBtyer BE3Dpptiloeshtia | sl teonrgyed .
the 1818 preface terankensteinPercy Shelleyattempts to undermine this connection by leaving

Byr onds chall enge uneetrtsriiobnu toed t thiee minamned|[fliérsls tgheinse s i s
agree O0to each wrimeesaperoay ur aRFL8pEdedr oense 6. Se e

“INesvet6 Have You Thougtht of a Story?6, p.
22 |bid.

“MarinaWar ner argues that while the circumstances of
significance of the book from whi cHhHtwasbasy wer e r ec:
GespenterbucfiThe Book of Ghostdy Friedrich Laun and Johann August Adakt published in

Leipzig in five volumes between 1811 and 1815; the first volume was immediately translated into

French under the titlBantasmagoriand...][It] stageseveral storiesvithin-stories,and this framing

device inspired the English podtstake up the challenge that was to prove so astonishingly

productive. [...]Shelley and his friends were réagl the French edition, whidhcludes only some of

the tales from Laun and Apel; the English translaticales of the Degdy a Mrs Uttersoii1813),

selected even fewersix stories (one of which she wrote herself). Since then the stories have

remained elusive, editions and translationsG@8e e Mar i na Warner, O6An Introd
Gem:Das Gespent er buc h byddhanedugBsy Apkl and Friedddh dsgtissLaun,

e d i tNew Bodks in Germanssue 20Z006) Kindly lent by the author. It is interesting to note that

the narrative structure and imageryxs Gespenterbugland a number of stories included in the

collection beaa striking resemblance to théghts.In particularse®@ The Spectre Bar ber
Friedrich Laun and Johann August Apgegntasmagoriana: Tales of the Deaat]. and tr. byA. J Day

(St Ives: Phantasmagoriana Press, 2085),3-36.This tale bearsaclosee s e mb |l ance t o OThe
WhoBea me Ri ch t hr o ulgehArahian NighesaTalés.of 1 BEL &ight®l., 3, tr. by

Malcolm and Ursula Lyos (London: Penguin, 2010), 4A8-21. This is sometimes regarded as a

variant of the Sindbad cycla significat s our ce of S h eNidhtsiyKrankemsteih.usi ons

It does not appear in tNEas it is part of the Calcutta Il manuscript (1889; derived from an

eighteenthcentury Egyptian manuscript. However, it appears to have found its wagundpe much

earlier, possibly through a 12th Century Latin translatidaptation by Petrus AlphonSieeAn

Encyclopaedia of the Arabian Nightsol. 1, ed. byRichard Van Leeuwen and Ulrich Marzolph

(Denver and Oxford: ABClio, 2004), p354.

4 C. Keegan PaulVilliam Godwin: His Friends and Contemporarjesl. 2 (London: Henry S. King
& Co, 1876) pp. 2131. Also quoted in MellorMary Shelley: Her Lifepp.89.

% paul,pp.11820. Also quoted in MellorMary Shelley: Her Lifepp.9-10.
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% caraciolo, pp.180, gives an excellent overview of the useNihtsin England as a pedagogical
tool and the way in whicli came to be seeass an alternative to the classical epic.

%" For a discussion of the complex and tangled history of attempts tthetghtsand Gal | and 6 s
sources see NabCeantAbrby tRr,a gme mMti nafh t he AThousand
Early History of theAr a b i a n ppRLk8y2h;t stbe i n z Th&Age of thé @alladd, Marduscript

of theNights Numismatic Evidenef or Dat i ng a Maln uasncd iNuhds i o pMalhodbi |,
Sour ces oNuitsgm 12236 nindThesArabian Nights Readexd. byUlrich Marzolph,

(Detroit: Wayne State University Press: 2006).

See WarnerStranger Magicp. 7.

2 For details othe influence of Greek form and narrative structuréheNightssee Gstave E. Von
Gr une b aumorm Bletnerasankh& F a b i a nin The ArdbiarsNdghts Readgop. 137
69.

®¥Third Earl of Shaftesbur yGharactaristics of Men, Manneassn Aut hor ¢
Opinions, Timesgd.by John M.Robertson (New YorkBobbsMerrill, 1964), pp.221-5. Quoted in
Caracciolo, p3.

Al exander Pope,inThe2C8respdhdencs af plexdnde? Rope).2, ed.by George
Sherburn Qxford: Clarendon Press, 1956) pp-&3uoted in Caracciol@.3.

%2 Richard HoleRemarks on the Arabian Nights Entertainméhtmdon: Cadell & Davies, 1797),
p.8. Quoted in Caracciolo, p. 4.

¥Baseda 6 The Shel | epps68i8RKREorad éxplaratidn bfshe ignificance of

Vol tairebs Nightss ae i Wavkamgenfi ,ftitceent Moustaches: Hami/l
Voltai r eds | mpers8datifomsé&n ppp2®sati on of the sign
imitation of The Niditsin Vathek s ee 6 Sy mb @ilsi aoni B/ocnkdfeorr d 6 s- Ar abe s g
308 inStranger Magickor t he significance of the many Orient
monk Dom Denys Chavis and the fabulist Jacques Caantt¢heir publication history in thee

Cabinet defeesseeWa r ner , 6 | nl8 inStrdnger Magiamd dryin, Tihe Arabian Nights: A
Companionpp.262-3.

34 George Gordon Byroron Juanin Romanticism: An Anthologpp.9381035 $.940.

% Scheherazade instructs her sister to ask her for a story using thesedymaisyou, [...Jtell me

one of the fine stories of which you have read smaAN#,5.16. In doing so she associates her

storytelling prowess witherscholarshipf the writen word.

% Byron, Don Juan pp.9417.

3" Cheryl Fallon Giulianop Gul nar e/ Kal eddés AUntol do Feminizati on
Studies in English Literature 15000 33.4:Nineteenth Centur¢1993), pp.78807 (p.785).

% Byron, Don Juanpp.95062.
%9 bid., pp.9589.

““GeorgeGordon ByronCh i | de Har o linRosantism: 4rr Anthotogpe. 85287 (pp.
876-80).

“Per cy Shel | Rogmantias:Aa Antholaggp.1053i71 (pp. 1057).
“?Percy ShelleyPrometheus Unbourid Romantiésm: An Anthologypp.1095164.

** Ibid, pp11156.
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4 Warner,Stranger Magicp.309.

“Byron,Chi | de Har ol 81®34,pB56] gr i mage,

“GeorgegGor don Byr on, Ranantigsm:eAn Anehalagyip. 8878 (p. 888)

“bid.

48 Aeschylus Prometheus Boundk,. by G.M. Cookson (LondonKessinger Publishing, 2004),1p.

“9 Ovid, Metamorphosedr. by David Raeburn (London améew York: Penguin, 2004) 1.88, pp8-
9.

¥ See MellorRomanticism and Gendep.834.Me | | or uses ft hcearteedr m 06 edt ehsi ccr i
philosophy tlat underpin® f e mi ni n e ORellmradoes motprogida her source for this term.
However, I believe t hat Bbdioldyieabreseatclsintmgeridgrands i n Car

concepts of morality. Sde a Different Voice({Cambridge Mass: Harvard University Press, 1982).

Gilliganis creditedwith creating a feminisb et hi ¢ of cared6 as an alternat:i
mat uri tyd ttheamportancepohempathg and compassion for other people within a

community. This branch of feminist ethics is extremely critical of the way in which society negatively

regards care based labour as the responsibfliyomen. It emphasises that caring roles and a social

obligation to care for, understarahd help othes should be regarded as the moral duty of both men

and women.SeRos e mar yrheorgemidi st Case for and Against )
Feminist Thought: A More Comprehensive Introductioondon and New York: Ratledge, 2006),

pp.16671 (p.160).

lForagoodoveréwseeEl | en Cronan Rose, OCustody Battles: [
Fr an k eNMew titerary History 26 4: Philosophical Resonance$995), pp809-32. Rose argues

that EIl Il en Moers 197 4Moanrsttiecrl deNevoNrmdt Redkreof Bboks hi c: T h e
(March 21, 1974), pp.28, was the first feminist criticism dfrankensteirthat offered a readgof

the novelasabirthmyttvhi | e it i s not explicitly stated that
is interwoven with herraieties of female authorship, it is implied in Moers biographical reading of
Frankensteini n whi ch she associates Shelleybds anxieties

felt over the death of her literary mothen days after her birtMarc ARu b enst ei nds 06i My

Ac c ur s e dThéSearaar thedMother in Frankensté®tudies in Romanticisib (1976),

ppl6594;and SandrddoGi ob'est Dwi n: Mar y Fe&nnistlSiudieg." s Mo nst
2: Toward a FeministAeory of Motherhood1978), pp48-73 (later reproduced iMWA, pp.21348).

Both explicitly developed/oers implicit suggestionthattehé | ey 6 s cr eati ve i magi na
wasinextricably linked with literary creation and female authorial anxigtyry Pooveyand Barbeaa

Johnson in the 1980continued to draw attention to the relationship between birth myth and female

authorship arguingthat Victor Frankestein can be seas aprojecin of Shel |l eyds autho
through which the creature can be read as a failed attempt at literary production. See Mary Poovey,

60My Hi deous Progeny: Mary Shel |l BMLABMAI980he Femi ni :
pp332-47 (later reproduced in PooveyMy Hi d e ous Rlyandtedvopsted TThe L a

Proper Ladypp.11442)andBar b ar a J &bnstefoMy, Shediicdl2.2,Cherchez la

Femme: Feminist Critique/Feminine T¢%082), pp2-10. See alsMary Jacobusds There a

Woman in This TextNew Literary Historyl4.1 (1982), ppl17-41 (pp.13@41); Susan Stanford

FriedmandCr eat i vity and the Childbirth Metaphor: Gend
Feminist Studie§3.1 (1987pp49-82;and®P a u | S h e r mstein: ,Credtithras Catastrophe

PMLA, 96 (1981) pp883-903

2 The narrative structure &rankensteirhas been variously described as a Chinese box or frame tale

by other criticsSee for exampl& e o r g e FErankensteieand thé Tradition of RealisiiNovel7

(1973), pp.1430 and Bethd wman, ONarratives of Seduction and t
Frame Structure dfrankensteid  E331986)pp.14163. Also referenced imWP, FN 6 and 7,

pp. 1823.

*Seeals®R u b e n sMy Adcunsed Cfig n 6 1693tp .
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**GrevelLindop, 6To Scheherazaded reprodmpaied in 6l ntrodu
®See Ketterer FradkerBteid,pp.a7tkh osi ng

%% |n the Breslau/Habicht edition (182838) theNightsconcludes with Schahriar commanding that
Schehersatzoardieebss are to be written down 6on y lit g
scribes, et leur ordonna d'écrire tout ce [...] depuis le commencement jusqu' a la fin. lls écrivirent alors

un livre en trente volumes qgu'ils intitulérebé Livre dedmille et une nuitsle roi le déposa dans sa

biblioth que e / it says that the king fAsent for
everything [...] from beginning to end. They wrote a book in thirty volumes and tifldetiBook of
the Thousand and One Nightshich the king placed in his librabySee Abdelfattah Kilitol. ' 1 i | et

l'aiguille: Essai surfles mille et une nuit@ Textes a I'appui: série islam et société (Paris: Editions la
Découverte, 1992), p.20.

Wol | st onecr af tA Vindidationp.18. AlsoquotedniT&/P, p.173.

For the phrase 0fFElg6apdpj242n260bFomtht asg ef the imagefithe
O0Har amd see p. 9 3inWoplstandci@fgA, Vindicatdn. and p. 216

*bid., p.61.

®The use of o6kimgdhcedrési nhte a @ s afriginaldiub Streemi st r an :
editonn.Wi t hin the story, éprinceédd is used interchang
. Mellor, Mary Shelley: Her Lifep.45and FN8 [ 6 . . ] these books dre |isted

wi t h the ex c eRuingForrknowlédge\dbMolneg, gh@ probably relied on Percy
Shelley,whored t he book i mhe8Bhell|l eged 6BBadi ng Listd, p

“This line opens the imbedded story of 6The Tal e
(I.1a).

“This line opens the imbedded story of 6The Tal e
“From 6The Merchant and t he cr@eatvefamingdaviceand found
repetitive irritation to the western reader. Afte
storytelling in the first t althmatweghodldeakethist i s i ndi

formulaic structure as readnd it is redacted frormubsequent tale cycleANE,p.65). Therefore, |
cannot make the argument that this has been directly appropriated from theeswbithe Sindbad
tale cycle. Howeved, would argue that this aspectfr a n k e marratiee smoduse is a
subversion of the wider narrative structure of ktights.

% Warner,Stranger Magicp2.

®See for exathplhepi Mgl i Mary, IhaleyaHere ifeppd 1526 (pp. 1156);
Kat e Mdndtersim the Garden: Maryl®lleyand the Bourgeois Famdy TihenEndurance of
Frankensteined.by George Levine and WC. Knoepflmacher (Berkeley, Los Angelasd London:
Universityof California Press, 1979) gi234 2 ; Anc a Wrankenstefisdiidders Skéeton:
The PsychePolitics o f O p Pciercd-istioroStudieslO (1983) pp.12586. While |
acknowledge that these critics are all arguing that Shelley purposefully constructs her female
characters as weak, submissive and self sacrificing in order to represent the narrofamakeof
experience ifrrankensteinand to document the rigid division of sex rollesociety, | would argue
that this analysis fails to acknowledge the imbedded stories of the female chardetarkenstein
as narratives of resistance to their restdcoles

®"Warner,Stranger Magicp2.
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Fig. a) The Arabian Nights Narrative Structure: ‘The Story of the
Three Calenders, Sons of Kings; and of the Five Ladies of Bagdad’
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The Story of the Three Calenders, Sons of Kings: and
of the Five Ladies of Bagdad

The Story of the Porter and the Five Ladies of Bagdad
Giafur’s Tale of the Three Merchants
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Caliph Harun al-Rashid’s unuttered request for the story of
how all three Calenders came to be blind in the right eye
Caliph Harun al-Rashid’s unuttered request for the story of
the two dogs

Safie’s Unheard Song of The Separated Lovers

Amine’s Unheard Song of Grief

Caliph Harun al-Rashid requests the story of the two dogs
The Story of the Porter
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. Tale of the Second Calender
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Story of Amine
Untold Story of Safie
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Fig.h) The Narrative Structure of Frankenstein

IV. Opening Frame: Walton's voyage as told to his sister in
letters journals/transmission of Safie’s letters

1. The Story of How Walton Came to be a Sailor

2. The Story of the Ship’s Master

3. How Victor came to be aboard Walton's ship/Walton
decides to recorded his story

1. Primary Linear Core (Safie’s written letters)
1. Victor Frankenstein's Narrative (as addressed to and recorded by Walton)
II1.Victor Frankenstein’s Tale and its Imbedded Reported Narratives:

1. Childhood
a. The Tale of Beaufort the Poor Merchant and his Daughter
b. The Tale of Elizabeth Lavenza
¢.The Story of Henry Clerval (The Merchant of Geneva's Son)
d Frankenstein’s Education

2. The Creation of the Creature
a. The Birth of the Creature
b. The Dream of Elizabeth
¢. Henry Clerval Frankenstein's Iliness
3. Elizabeth’s Letter
a. Emest
b. Elizabeth tells The Story of Justine Moritz
¢. William

d. Gossip
4. Frankenstein's Recovery

3. Alphonse's Letter
a. William's Murder
6. Retum to Geneva
7. Emest Relates Justine's Arrest
8. Victor Defends Justine
a. The Tnal
b. Justine's Defence
¢. The Verdict
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9. Frankenstein's Main Narrative
10. The Creature's Tale
a. Survival
= .w&wmbom% Safie
¢. The 5 N ———
4. Safe: The Arbiar Sk i
e. The History of the Cottagers
f. The Content of Safie's Letters
g. The Creature's Education (
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h. Frankenstein's Journals
i The Mesting % :
J. The Creature Travel's to Geneva )
k. The Creature Kills William
1. The Creature Demands a Mate (
1. Frankenstein's Main Narrative
a. Victor Travels to England
b. Mezting Clerval
¢. Journey to Edinburgh/Creation of Female Creature/Creature’s Visit
12. Elizabeth's Letter
13. Frankenstein's Main Narrative
a. Death of Elizabeth
b. Return to Geneva
¢. Victor's Tale (as told by the magistrate)
d. Frankenstein's End Narrative

IV. End Frame: Walton's voyage as told to his sister in
letters journals transmission of Safie's letters

1. Walton Mests The Creature
2. The Creature's Version of events
3. TheEnd
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3.REREADING ARACHNE

$)! ,/'5%3 7)4( 4(% #,! 33) FIEPENELQPIAD2 %4 | 4
1 .$ 5235, ! LAYINIAGS5) . 83

This case study examines the continuities and differences in the reading and

rewriting practices undertaken by Margaret Atwood lre Penelopiad2005) and

Ursula Le Guin irLavinia (2008). Through the use of fractured narratives Atwood

and Le Gui n r &dysseasnedn tV éengriat uddtable and

hi storically contingent myths that are o]
Penel ope and Le Grapresedted atveomenmengagedanr e b ot h
producing textiles: Penelopeds weaving of
thread for her summer palla can be interpreted as metaphors for female authorship.

At wood rereads Antinousonlmakiv aofthe of Penel
Odysseps a met aphor of the female authords
literary representation of women. Tine Penelopiad?enelope establishes the

independent agency of her weaviBy teaching her maids to weave; she conflees t

same independence of thought and logical action onto them. V eAemgid| 6 s

Lavinia does not speak and is not associated with textile production. She expresses

her grief by blushing and weepiiighysical signifiers of her virtue and her correct

socal conduct. Irher novel Le Guin gives the ability to produce textiles, and

therefore the ability to write, to Lavinia.

In the multiple narratives dfhe Penelopiaditwood refigures theOdyssey
asacollectono mi sogyni st igdemy tflys §@éntlaogselnides s
gossi@ 60 p | a ustoiieb dn@ jokes that undermine the characters of Penelope and
the twelve maids hanged in book twetityo of theOdysseyTP, 2-4). Myths are
presented as narrativébat are susceptible to the impasn of new and often
ideologically motivated meanings and valuehichare contingent on the new
socichistorical context into which they are transpoSédwood suggests that the
androcentric myths contained in t@elysseyan be adapted to create altsive
myt hs of womenés resistance to the misog!
them to suffer.

Atwood initially presents the canonical e@dysseas the official, male

written and authoritative version of Ody:
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and playing on the cultural association of weaving women with oral storytelling and
creativelack Penel opedbds alternat i wofégheevantsofahei ve o
Odysseyand that of her twelve hanged maids, are represented as stories that will
never be taken seriously and so can offer no real opposition to the negative
representation of their characters in @dysseyThis rhetorical devicef
representing womends stories as dubious
word is used as a metaphor for the conflict between male and female authors that is
I mplied in any model of women6s rewritin;
herslf as writing against, rather than from inside of dominant representation.

Through the use of genre changd e PenelopiadAtwood presents
Perelope as the author of a secondary eépie.n e | o pperdos nafrative shiapters
are intersected ye oal sangs, poems and narrativestbé maids Theseare
presented to us in written forrdrawing attention to the oral origins of t@elyssey
asaprimaryepitPenel opeds narrative confbandcts wi
reads with, rather thacontests, the narrative content of ddyssey Penel ope s
version of events has no greater or lesser claim to being an authoritative account of
events than that of tHeédysseyBY collapsing the initial gendered distinction she
makesbetween the authorityf the primary (oral) and secondary (written) epic,
At wood represent s walogoebatm@en the mew authorand ger as a
classical source text.

Le Gui nds r Aeneidduggests that thé cartomogty of her source
text is no guaranteaf the high quality of its composition or the importance of its
content. Through the use of techniques of narrative fractlavimia, the
canonicity of theAeneidis shown to be the result of an accident of history that
ensured its survival. Le Guinggests that even texts that are unfinished and are
considered flawed by their authors can and do become cand@catuinuses the
gendered tensions that she perceives to be present between her rewriting and the
androcentri c p eAeseqieaderntotransforin LavVidaimgoial 0 s
female author whose ability to write her story allows her to escape the confines of
her narrow representation in tAeneid Le Guin uses a temporakbifting narrative
andchanged et we en L av i ocaliaedl Srsiperson marrativee anld the f
externallyfocalised male characters in order to faspictand then correct the

inequalities of male and female representation irAeeid.Le Guinportraysthese
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gender tensions between male and female repedg@nas a positive creative
dialogue between the new female author and her texts and authors of influence.

I n common with the rewriting practice:
and Le Guin present their female authors as aristocratiliterate stoytellers,who
are the equal of their male counterparts. HoweverhmPenelopiadndLavinia,
the negative representation of women and female creativity in the classical epic is
not presented as a deliberate attempt by a male author to undermine female
characters or to silence womend6s stories.
about her representation in tBelysseyHowever,she never mentiortdomer by
name, and makes no attempt to contact her creator, orltengjfeathe creative
choices Homemack in creating her character. This is because Penelope perceives
her characterisation to be the result of a long process of oral storytelling, revision
and interpretation involving the conflation and solidification of misogynistic
rumour, hearsayandowgrht | i es about her into an off
groundd or becomes the wi del yTP®). She e mi n a |
understands herself in terms of a legend or myth of femininity that has no specific
origins in the imagin#on of a single author. Atwood represents all acts of
storytelling (male or female, written or oral) as inauthentic and dubious. Rather than
creating a positive representation of female creativity, Atwood perversely reduces
the epresentation of the mad¢orytellers o a positi on of creat.i\
commonly associated with representations of female creativity and authorship. |
argue that this can be read as At woodbs
modern femal e aut h o adsfluanoexdy refiguriegshe of aut h
Odyssey and its status as a founding canonical text of androcentric thouaght
collection of historically contingent myths.

In Lavinia, Le Guin uses the concept of rewriting as a dialogue between the
new author and hgredecessor to create a more positive representation of female
aut horship. Lavinia views Vergilds char a
and dying poet, rather than a deliberate attempt to undermine and silence her
character. In the liminal spaof the sacred grove of Albunea, Lavinia discusses her
character with Vergil and tells him about her experiences of the events he depicted in
theAeneidLavi ni adés di alogue with her poet 1is
of the way in which his repsentation of female characters in Aeneidfailed to

accurately represent their lived experiences and the motivation for their actions. Le
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Guindés Lavinia is shown to have surpasse:
of the young womaas a silehcaricature of femininity. Confronted with this new

Lavinia and her version of events, Vergil freely admits that he has made a mistake

and encouragedzerto tell her own story. Laviniareatesher alternative narrative of

events through a dialogue with her predecessofféeturesand reforns the Aeneid

intoanew text. | argue that this owatimg be rea
process and her rejectrpyd ahxtbeeyfemabhetl
a more general anxiety of influence. Thr
rewriting as a dialogue between the revered ancient male poet and modern female

author, Le Guin represents the new female author agehéveequal of her male

predecessor.

|. REREADING PENELORE%. %, / 0 %06 3 7 %"

In the short opening chapter Die Penelopiace nt i t | e d § Atwoodsetsv A r t

out the methodology of her rewriting project: the title reflects the critical positioning

from which she rereads ti@dysseyin whichall forms of storytelling and literary

i nterpretat 6Almarratives areasuspdcabyectia ant ideologically

motivated accounts of a oO6truthd that i s

Penel o pperdos nafrative asta gynocentric challenge t®ihgsseyand its

reception as a collection of androcentric myths that propagate Odysseuse r si on o f

events and undermine the characters of Penelope and her twelve hanged maids as

reliable reporters of their own actions

Penelope does not assert the superior authority and veracity of her account of events

andthat of her twelve hanged maids: she suggests that all narrators are unreliable,

and that their versions -amakmgpequal ly dubi
In the last twenty years a significant amount of feminist criticism has argued

for the centrality of Bnelope and her weaving to the plot of @dyssey Feminist

readings of th®©dysseyftencasPenel opeds weaving @nd unr ¢

shroud as an act of resistance against the saitorshe threat they pose to her

independence or assgnature of female authorshiparolyn Heilbrurreads

Penel opeds t asanadldgay opfenald autharship. Penelope voices
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her story in order to 6count eiffosieacee vi ol
herself. Sheannot completedr story because she has no female predecessor to
foll ow. For Penel ope, womends narratives
a woman can O6manage her own destiny when
guide hed®John J. WinkleinterpretsL a e r t e saé ansadt of wiakry and
deception thatimaidlag i RgnelooPaysseus. 0Co
competing and irreconci |heheaengalementd s of
exert O0some degr e etsand makes poksible thennbmeooming v er
of her husband, outwitting many deadly enemies and a few friends in the pfocess
Nancy FelsofRubinseesP e n e | 0 p e 0 sa represatationroigfemals
storytelling BarbaraClayton similarly analysesasad f i gur ati ve repl i c:
process of oral poetic compositicShe argues that the ambiguity and indeterminacy
of Penel opeds character and motivations
by undermining the stability and fixed meaning of @dyssey

Atwoodrereads the story of the shroudFas ne|l opeds rteebel | i on
suitors and as a metaphor of female authorship and its anxiegeglope refuses to
choose amewhusband until she hasmpleted her duty to her current family by
making a deat h s hr thbaktioooftheigsgesAstisouss 6 f at h
gives a speech at the Ithacan assembly inwihieh descri bes Penel ope
Oby day shedd weave &tbymghtd..]/she woald unveld gr o
all shebéd done. Thr ee wh.baneofherevames[/.]s he de
told the truth/and we caught herintheteltle def ends t he suitorso
Odysseusds houseealdlog,.e 6 @ntde dérage mred siraifPan
resources they have caused on Odysseuso ¢
in theOdysseywhere Penelope is credited with a clear attempt at resisting the suitors

and restoring peace to Ithaca:

So long as she persigh tormenting us,

quick to exploit the gifts Athena gave ber

a skilled hand for elegant work, a fine mind

and subtle wiles too [...]

So, we will devour your worldly goods and wealth
as long asheholds out, [...]

Great renown she wins for herself, noubt,

great loss for you in treasure.

(0d.2.104-40, pp96-7)
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I't i s Iimportant to note tdpeethwithmhis$ nous r e
narrative.Unlike Lavinia, Penelope is not a classical representation of a silent

woman. Atwood rereads Penelope as a character whose original representation has

been undermined by successive acts of interpretation that have failed to pay adequate
attention to her vige of resistance and the function of her weavind.Ha

PenelopiadP e n e | 0 p e Grsd speecla actibecgme a narrative of resistance in

which sherefuses to be defined by her relationship to her husband and objects to the

way in which the autonomy ok actions has been undermined by successive
interpretations of th©dysseyhat have sought to promote and uphold her as an

archetypal good wifea paragon of female virtue and passive endurance.

I f we read Penel apasgmture émadleialthorsipgpr odu c t |
then we must also regard Penel opebs mai d:
of resistance. Homer 6s Antinous racounts
and presumably helpedhiero weave and unr avmeeloftieaert eso
maids betrayed her mistress and revealed her deceit to the suitors. Atwood rereads
this betrayal to suggest the possibility
patriarchal values and the variation in the lived experiences of different women.

Through the use of genre changage Penelopiads presented as a dual narrative.

P e n e | altggnativesnarrativef the events depicted in tidxysseys intersected

by that of her twelve hanged maids, whose version of events often challenges

Penel opebds account . I n this sense At wood
0recoveringé a collective voice of femini
womenis a deeply problematic critical assumption of feminist rewriting. However, |

woul d argue that Atwoodoés phetwvalve maidsasi on o0
achorusdoes not depict the potential for there to be differences in the experiences

and spries of women who share a class identification. w o eedrésentation of

individuated female voicaas The Penelopiads in some waysveakened by her play

on the function of the chorus in treektragedyandsatyr play.

The classical representatohPe nel opeds weavingaas a d
serious problem for the feminist wettseeking to reinvent has a female author.
Penel opeds f aithesutorsaaetessdatep the contnual uniavelkng of
her work, suggesting a dubious, flawed text that can never be completed. Penelope
and her maids suffer for their art, and in the case of the maids, may be said to have
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died because of it. This is inevitably carred er i n At woododés use of
textile as text and must be challenged in order to present Penelope as a positive

representation of female authorship.

In The Penelopiaddt wood uses the negative i mpl:
weaving to stage and challenge Penel opebo:
figuratively represents the creative | acl

and byextensiorthat of her twelve ainged maid$ by associating female

storytelling with a dubious peasant oral tradition, juxtaposed against the high cultural
authority of Odysseusd version of events
OdysseyHowever, Penelope repeatedly poitshte fact that Odysseus is also a liar

and a trickster. For example: O6He was al\
believed [...] his version of events [...] Even | believed him, from time to time. |

knew he was tTRi2c Khe ontynifieenae betwearrhs stdrytelling

and that of Penelope and her maids is that everyone believes his lies, whereas
everyone suspects P eceptibnoAtveoddsjechtremotiont i ve t
of the female aut hor 6s c rpefaomihe teaditiomat Kk, by
peasant oralitgnd presenting her as thastocratic author of a written text.

At woodds Penelope is a disembodied shade

(TP, 1), thus associating the spinning of her thread with the creatiarwritten text:

[...] itdéds my -maknngo Hoowelittte myeeyf. 1 06v
low art, taletelling. Old women go in for it, strolling beggars, blind singers, maidservants,
childrenif ol ks with time on their hands. Once, pec
play the minstreit her e6s not hing more preposterous tha
withthearts but who cares about publ i c dmyiown on now?
(TP, 3-4)

Through the use @enre change isuccessive chapters, Atwood further collapses

the dichotomy between the authority of the written word and the inauthenticity of

orality by pointing to théact that theDdysseys a primary epicin At wo o d 0 s

refiguration of Penelope and Odysseusriaksterstorytellers, the representation of

male and female creativity is brought to equal statidy conveying a sense of

authority onto her femaletorytelling characters, but by creatingepresetation of

male storytelling that isqually inauthenticlt is important to note that neither

Penelope nor Odysseus actually write texts imfabgsseyHowever jf we read

Penel opebs weaving as metaphor for her ci
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possible to interpret Penelopefas woodds representation of
writes her secondary epic in response to the stories that male characters (such as
Odysseus and Agamemnon) tell about her in the primary epic GfdyeseyUsing

this confguration itis possibletoresfit wood 6s Penel ope as a f e
does not suffer from a primary anxiety of authorship because she is able to identify

with the representation of mastorytellesi n her source text. At w
may be said tadentify with Odysseus as a madeedecessor who depicted in her

source text as a master of deception whose storytéléisgeen extremely

successfutlespite the fact that he has no inherent authority to create.

The final aspecttiodn AdfwoPRames!|l aped D pwe 3
the way in which Antinous attributes her skill to the influence of Athena. Antinous
assumes that Penelope could not have come up with such an elaborate ruse on her
own, and that she must have had help from the goddeseod rereads the
presence of Athena as a representation of an Author/god predecessor, whose
influence Penelope must undermine or reject in order to declare her creative
autonomy and the right to tell her own story. This appropriation is used to address
the woman writerés anxiety of influence ir
The PenelopiadAtwood presents Penelope as a female author who feels far more
anxiety over her relationship to her female predeces$isansshe does with her male
ones.

Thenovelb e gi ns wi t h -pPeernseolno pietdasl i Nowrhs¢td st at
|l 6m dead | KmPdw .e WPemytl mipredgs decl arati on
version of Bar tahMorsdel aterd Ih Megadidtingeviththe f 6
Dead: AWriter on Writing(2008), Atwood discusses the relationship between the
author, text and reader and the possible anxieties of authorship that may be created
by this complex relationship. Aswithahn c y K. Mi | | e §Atgoodd Ar ac hn
canbeseemtree ct t he LaMNgtda totmudidt dedy the authorial
identity of the writing subject, while approving of the effect it has in deconstructing
Romantic notions of an individual authorial genfuBhesuggests a model of the text
i n whi ch 0 wdatedvisibi to @actaotideandeare both responsible

for the creation of meaning:

A book may outlive its author, and it moves too, and it too can be said to dhaaogeot in
the manner oftte telling. It changes in the manner of the reading. As many commentators
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have remarked, works of literature are recreated by each generation of readers, who make
them new by finding fresh meanings in therhlWD,43-4)

Atwood is careful to maintain thenportance of authorial identity in this creation of
the text. However, she also argues that the Romantic cult of the author does need to
be chall enged since it is damaging to thi
an ideal image of the authorhat can never be |lived up to
the genuine article in a crowd of philisti®eBhe living Author, aware of the illusion
of permanence and authority that the physical book creates, experiences considerable
anxiety over his/her caition of doubl@ess. The author knows thatefis not the
figure of genius and authority that the baalggestand the readgyurporsthe
author to beThe authofears that $ie, and the text they created, will be found to be
fraudul ent :ightéofdnly bew foiger .. butralso a forgery. An
i mpost erNWDAD)Atvdod drguds that thifear maycausea 6 sy ndr o me
of the writerds anxiety about his other
after writing), in which the authoexperiences a pentially crippling creative
anxietyover the inauthenticity of his/h&rriting and attempts to overcome this by
creating a represeniai of an ideal self imisher text(NWD, 40).

Atwood goes onto argue that this anxiety of the othiérssparticularly
problematic for female authors. In order to create a public persona of authorial
genius the female authoilike her male counterpaitmust accept the destruction of
her nonwriterly identity. However, for the female author this dedtthe other self
and the creation of her new authorial identity becomes conflated with the cultural
construction of the female artist who must sacrifice her life for her art and will

eventually be destroyed by what she creates:

When | was an aspiring female poet, in the late 1950s, the notion of required sacrifice was

simply accepted. [. .] You coul dnét be a wife
of these things required total dedication [.. ] The drawbacks to beeigale writeif
especially a female poétwere well known by the time | got there. [...] Now it is more

possible for a woman writer to be seen as [...] neither more nor less than human.
Nevertheless, the mythology still has power, because such myigmktgput women still
have power.NWD, 74-9)

For Atwood, the female authords anxiety
that of her male counterpart. The recognition of the lack of authenticity of her

writing is conflated by her belief that
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w 0 ma rslde isitofcreate at all. The new female author/reader encounters a literary
field that is full of female predecessors who accepted and promoted the image of
their suffering in the image of their authorial selves that they inscribed into their
work and hae achieved the revered status of genii® new female author comes
to believe in both the inauthenticity of herart@ntd he noti ons of sacr
to be associated with this dedi BWDR,i ond t «
79).
In Negdiating with the DeagdAtwood offers very little in the way of
strategies for opposing the cultural constructions of authorial genius and high art that
she believes continue to persist and are responsible for these authorial anxieties.
However, her discugms offer a great deal of insight into why she refigures
Penelope and her maids as dead authodpresentsll acts of writing and
storytel l i ng Thedenbldpiaditwowd ré&movedtheicanstruction of
the fanale author as a figure of salfcrificing genius, and can be seen to inscribe
her own authorial identity into the character of Penelope in order to represent her
rejection of the female authoros mare pr
Penel opeds de athdendofherataphmenste hetfeandle a s
body:
Since being deaiisince achieving this state of bonelessness, liplessness, breastlessness

|l 6ve |l earned some things | would rather not Kk
opening ot heerr sp.e oYpolue 6tshilnekt youdéd ITPR)e to read

Penel opeds | ack ofia steaxtualomed!| if glimad £n ésg
Obreastitcaashesséad as Atwoodbs rejection
author suffers from a far more prafed anxiety regarding the construction of her

authorial identity. Penelope is a disembodiedb o nel essd shade i nhab
underworld. This is symbolic of the removal of her constructed authdeiatity, as

a figure of seHsacrificing genius, fronthetext to a place outsidepresentation.

Penelope might be said to inhabit the words that she is writing but she has no

position of authority overthen@a Down her e everyone arrives
sacks used to keep the winds in, but each of thedes is full of word$ words

youdbve spoken, words youbdbve heard, words
Penel ope6s <idarkasondble sidgddovdeser, mast of the words that

have bees p o k e n a b o u tOdykseusinddhe extent ef hdidlity to him
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(TP, 1-2). If we readthis asa metaphor of the literary representation of women,

Atwood can be seen to suggest that it is not the lack of female representation that she

is seeking to change through her rewriting practice, but the wayichwomen

have been represented. Penelope believes that her reputation has misrepresented her

true characteiShes t at es t hat O6someosbagéd hhat M@dygss

ofher(TP,2) . This may be read afsheprdavimmsododés ack

feminist criticism and rewriting practic

from her maligned position in th@dysseyHowever, Atwood suggests that few

people have ever questioned the authorityandeanth i ci ty of Odysseus
Penelope objects to her representation irtigsseyas an archetypal loyal

wife and paragon of female virtue who has continually been upheld as an example to

women: OWhy coul dndét they besufferiligasbnsi der ;

had b(€R2). This alludes to an epigraphTbe Penelopiadrawn from book

twenty-four of theOdysseyTP,xiv). The shade of Agamemnon pr

virtue and upholds her as an example to all women, unlike his own wife

Clytemnestra:

AHapOdy sseus! o

[...] 8 what a fine, faithful wife you won!

[...] The fame of her great virtue will never die.

The immortal gods will lift a song for all mankind,

a glorious song in praise of sgdbssessed Penelope.

A far cry from the daughter of Tyndare@ytemnestré

what outrage she committed, killing the nsremarried onced

(0d.24210-20, pA74)

The comparison between a virtuous Penelope and a murderously unfaithful

Clytemnestra is cut curiously short by Atwood TinePenelopiadthe intertext ads

at line 218 where Agamemnon proclaims that songs will be sung in honour of

Pmnel ope. At wo od 0 gsefuses to nphadtthe dirtug af Behedopei as an

role model for the proper behaviour of women in the absence of their husbands.
Atwoodrefuse Ho mer 6s comparison between a fai't
suggests that to compare Clytemnestra and Penelope is grossly unfair; Penelope is
certainly abandoned by her husband, but neither the emotional pain this causes nor

the abuse she suffers Bethands of the suitors can begin to compare to the suffering

inflicted on Clytemnestra by her husband. Agamemnon murdered her first husband,
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raped her and forced her into marriage with him, and sacrificed their daughter
Iphigenia to Artemis in return fa good wind. Clytemnestra had ample provocation.
The murder of Agamemnon i s not Cdyssy evi |
suggests

In 60A Low Artdé Atwoodods Penel ope conf i
her character and virtue. Penelope viewsstireggs that Agamemnon promises will
be sung about her as a collection of O6edi
passive endurance as a female virtue. Atwood reduces the perceived permanence and
authority of theDdysseyy suggesting that it is notlgnmore than a collection of
myt hs and | egends that have been told al
60y ar n sTPi2nByeaintng to the oral origins of thedysseas a primary
epic Atwood casts doubt on the stability of the text. Myahs inherently open to
interpretation and are subject to change and manipulation in each retelling.

Penel ope is angry that Agamemnono6s st
a O6stick to beat ot her womerm nwitt Hyé | d modv g
example) wantto screaminyoureaisy es, your s! 6 This can be
recognition that she has until now been complicit with a patriarchal representation of
herself as a woman whose art is inextricably attached to her sufidongver,
when she attempts to speak against her representation she cannot make herself heard
or understood over the autodcream, lsounddke Ho me
an owh and so she chooses to remain silent most of the time. When Penelope does
speak t i s always in praise of Odysseus: 0I
sang hi dgP,pr ai sesod (

Penelope believes that if she had attempted to defend herselfiivehilerds
of Odysseus and Agamemnon still halathority her narrative woulthave been
di smi ssed as an attempt to conceal t he t |
onl y be heMordbl atdubhasgairted ground and the reader no longer
conceives of the Author as a figure of genius with authority over the text he or she
creates. This is represented through the metaphor of the awthmisave been
making up stories abotdt aR 8),@enipiogd withhavi ng
Penel opeds weaving as a sHogeaevea,evwemafterof f e m:
these authors have lost authority over their téxsielope continues to find it
di fficult to make her sel fdéAnletahrodu gahn dP ebnuenl do
disembodiment was earlier used to imply that she is writing her story, At@a® u s e
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of 61 hav@e® odwhasedeemhersepeated use of 0Osc
Penel opeds authorial voi ce bemistakendor t hat i
Obreezes r ust TH 4 suggests an odartext, ancetiee dreabive (
inadequacy associated with itTime Penelopiad.

At woodds creation of nRghesedervape ds aut hol
problematic By presenting Penelope as a disembodied shade, Atwood dépicts
voice of her female authaharacteas being so weatkat Penelopbelieves that her
quest to have her story heard has failed before it really bégimeod maybe
suggesting that the myglof female creative lack that continue to persist in literary
representation are too strong for the feminist author to change by creating one
positive representation of female authopshi However , A&aMoostdedds us
| ateud also gives her Pelope the voice and space of protest that traditional
representations and interpretations of Penelope have denidtehelope is
determined o0 6spin a threadd documenting her e
H o me @d§sseyeven if nobody will ever hear or readt | like t6 see a thing
t hr ough (T 4).tThisesuggestghaiwhie Penelope believes that her
writing will be ineffective, she feels that she hahhgation to try.Even if the
feminist authocannotchange the negative literary representation of female
creativity on her own, she can help to promote and propagate positive
representations in her worlk The PenelopiadAtwood suggests that when female
authors produce negative representations of feanalivity it can be extremely
damaging to their female descendant aut h
autonomy.

In contrast to the simple undermining of the authority of dominant male
discourses on female creativitwood gives far more space to the discussion and
representation of the complexities of the anxieties of influence and authorship
experienced bthe new female author in relatiom her female predecessérs.
At woodds Penel ope r e ftywoseeher cikdtintyHowevels di r e c |
she can also be seenréfuse to align herself or her weaving with thaAodchne as
a female predecessor wWerelopdemdordronts Ndlehe na 6 s
of Troy as another weaver, and therefore by extersgymbolic authowho is
present in the underworl e nel ope i s «onstruction aefla discdurseHe | e n ¢
on her own sexuality, which she s@ssbeing complicit with her representation in
thelliad. Penelope ef uses Hel ends xthel p in creating
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At wood alludes to Antinouso npndai se of
and her skill i n weaving which he attri b
nothing special to look at. | was smart though: considering the times, very smart.

That seems to be what | was known for: being smart. That, and my weaving, and my
devotion to my husbEPRdL,) .a nnPdk nneyl odpies d raetteiro n
authority over her art by stating that it was her own idea to invoke Athena and claim

that she was the source of inspiration for her weaving trick in order to avoid being

aacused of beingroud:

When telling the story later | used to say that it was Pallas Athene, goddess of weaving,
whoéd given me this idea, and perhaps this wa
for oneds inspirati ownoglaocssaionaflpridashaldthe good way
schemesucceed, as well as blame if it did not.[...]

No one could oppose my task, it was so extremely pious. All day | would work
away at my | oom, [...] saying mel anoménbl y thin
for me than for Laertes, wretched that | am, and doomed by the gods to a life that is a living
deattd But at night | would undo what | had accomplished, so the shroud never got any
bigger. TP, 112-3)

Penelope does not entirely discount the possibility that she was inspired by Athena,
but she was notonsciously aware of iRead as an allegory of a condition of
aut hor shi pecogitienné | Apd@&snads divine influen
as her ientification with a female precursor, in which she acknowledgessible
debttoherAt woodbés Penel ope asserts her creat.
invoked Athena as the inspiration for her weauegause she did not want to be
held responsile for the consequences of her undoing of the Botrowing the
authority of Athena made her act of creativity seem like the respectable and pious act
of a dutiful wife. The presence of At hen:
weaving is transformed from perceived attempt to undermine her creative
autonomy into a conscious attempt on Peni
from accusations of female creative lack. Reduced from her position as Author/god,
At hena becomes padenabte$ hePraeitmgds anmpet 6fs t ext a
resistance against the patriarchal representation of her character as a paragon of
female virtue

Penel ope claims to be the author of p:
suggests that Penel opesesinthetextlmurhassbéenv oi c e

A

masked by Homer 6s attribution of her wor
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speaks for Penelope in order to justify |
to occupy Penel opeds h gniPerelbpe Wwitth AtheAat wood r
because her presence in Dd@ysseyenables Antinous to create a male fantasy of
female inadequacy that justifies the sui:!
Penelope can be seen to create a new voice for herself that@mmaicit with a

patriarchal discourse of femininitit.would be logical for Penelope to identify with
Arachne as a female artist who also rejet
agency and declares her creative independ®ri¢ewever, Atwoodereads the

myth of Arachne as one in which the new female artist rejects the influence and

authority of her goddess predecessor with disastrous consequences. For her, Arachne

IS a problematic subject for feminist rewriting, because her text depicts stenes

which mortal women arerapbygods. For At wood, Arachneos
attempt to expose the cruelty and abuse suffered by mortal women but suggests
Arachneds complicity in a male fantasy of
thefemaleAt t he end of t h AtwaodrapRerelope éefise¢he Shr o u
comparison of herweavingi t h t he work of a spiaerods w

the phrase dPenel opebds webd

The shroud itself became a stwascpledapeopest i nst a
used to say that of any task that remained mysteriously unfinished. | did not appreciate the

termweh If the shroud was a web, then | was the spider. But | had not been attempting to

catch men | i ke f 1 i es:entoingtdavodd emtamgiemenamyself. | 6d me
(TP, 119)

This likening of thefemale weaver to a spidean be read as an allusion to the myth
of Arachne If Penelope were to align herself with Arachne by accepting that she is
the spider in the metaphor of ekt as web, this would be to accept that she
deserves to be punished for writing against dominant representation and in defiance
of the authority of her precursor. Moreover, Penelope believes that aligning herself
with the image of the spidevould also sggest that her writing is complicit with a
male fantasy of femininity, the purpose of which is to trap men by presenting them
with a seductive image of their power.
At wood al so compares Penelopeds resi si
paragon of femaleivr t ue wi t h Hel en of Troyds eager
archetypal seductress in thiad. Helen is also represented as a weaving woman. In

book three of thdliad, Helen weaves a tapestry depicting both armies of the Trojan
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War engaged in battledn 6t r i al s b p'aThienday feoendaba@® r s ake
met aphor for Hel ends acknoistesgpohgilderfoe nt and
having 6édauthoredd or caused the war. Hel
by male characters because whatwbhaves reflects a seductive image of their
power and their right to possess her. As with Penelope @dlgsseythis signature
of female authorship is juxtapabsagainst the meeting of an-atlale council. Priam
sits with his aging counsellors, who ateo old to engage in battle so instead sit and
watch the war play out beneath them. Unlike Penelegeo i s absent fr om
council and is only spoken of, Helen is invited to join the council in which she joins
in their storytelling and helps Priamma and identify the Achaean heroes. Priam
and his counsell ors accep tforddwsihgghedrsjanst or y |
War, because they believe that she is so beautiful that it is no wonder that men are
willing to go to war over her (3:1689).He |l endés text refl ects an
version of events.

In The PenelopiadAtwood rereads this episode as another instance in which
aw o ma n 0 $s ordytaccepied as part of the dominant raalthored tradition
because it is complicit with a padrchal discourse of the power and right of men to
possess women. Whereas Atwoodds Penel ope
Antinousd speech at Nestordés coumrcil and
able to make herself hedbecause she mustcontendivh Odysseusod6s Vvoi
version of events, Helen is representedllie Penelopiads a female author who
has always found it very easy to have her voice heard, disseminated and reproduced
in dominant representation.

In The Penelopiadilelen and Penelome both characters who are
summoned up out of the underworld by new authors when they are alluded to or
written about in the new text. Hel en i s |
[...] messing around in t hecauseafrh&r ar t so6 al
reputation as a seductress O0a woman whoO:
and had caused a gr @R212)cThisigbetaose getenhap i1 n |
cultivated her reputation as a seductress, by making up stories aboutdreidedf
exploits that propagate her original representation ilidek Helen loves to be
written about and has o6fund playing the

new text:
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If we wish to, we can get ourselves reborn, and have another try at life; [...] Helen has had
more than a few excursions. [...] 6l dve been
her | atest conquests [ ...] dThhte sshhee®sl | b ereark ea na
much wuproar sheds been causing and how many
because of her, TBEN&EHs fond of saying. (

In contrast, Penelope has consistently fought against the interpretation of her

character as anuous wife in theDdysseyPenelope does not want to be written

about in a new text unless she can be sure that hedifedwould be significantly

better than the one she lived in the text ofGldyssey o[ . . . ] I can see

d o n 0 t o take the riskt My past life was fraught with many difficulties, but

whods to say t he neXR 188.TRs contvastlbetweénttheb e wo |

complicity of Helends narrative with her

refusal to allow hersetb be represented in a way that is complicit with patriarchal

myths regarding her character and female virtue is used by Atwood to assert the

i ndependence of Penelopedbds narrative.
Penel ope attempts to disrupt talde aut hi

rejects her as a female predecessor by pointing to the fact that the stories she tells

about her powers of seduction and her ability to destroy empires are based upon a

patriarchal myth of femininity that can easily be reinterpreted:

601 undtelres tiamtder pr et ati on of the whole Trojan
take some wind out of her sails. 6édNow th
routes [...] 60Oh, Penelope, you befdemdst st
now! Why donét you come along wi TPh18HWE t o

Helen accuses Penelope of being jealous of her reputation and the ease with which

she can return to the upper worlthe success with which Helen has harrative

accepted and reproduced in dominant representation is not shared by Penelope who
remains a disembodied shade, who cannot |
(the text). Penel ope is reporting Hel end:
Pnel opeds attempt to cast doubt on the ai
a recognition of her (Penelopeb6s) creati:
success and fame of her predecessoy . Pen
that her text will never be taken seriously because she refuses to be complicit with
patriarchal interpretations of her character.
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Despite thé anxiety, PenelopefussHe | enés of fer to take
her next trip to the upper world, or to udelen as a model for her writinglthough
thiswould make it easier for her narragivo be disseminatedh&is unwilling to
make the compromise of complicity with the dominant interpretation of her character
as a paragon of female virtdgenelope is nattempting to clear an imaginative
space for herself by pointing to a mistake that her predecessor has made and
attempting to complete her precursoro6s f .
model of authorship entirely and choosing to writeedéhtly despite her anxiety
that what she writes may never be read.

This may suggest that Atwood views her female precursors as harmful to her
feminist rewriting practice. In having Penelope reject Athena, Helen and Arachne as
female precursors, Atwood ggests that the fact of an author being female is no
guarantee that her text will contain positive representations of women and female
authorship. Penelope declares creative autonomy over her narrative by creating a
new way of writing that refuses to benaplicit with her representation in the
OdysseyShe then teaches this skill to her maids. Penelope becomes a precursor by
rejecting the influence and authority of her female precursors.

It i s Penelopebds refusal toowpicive a r
infemaleaut hored myths of f emi niinthetliowest hat al
female characters in tli@dyssejt o be heard. Atwood constr
of the house as a female oppositional space in which the maids first learn P&relope
new way of weaving and thus learn how to use their voices to contest their
representation in th@dysseyHowever, Penel opeds giving o
her twelve maids is then shown to have backfired. After the maids are executed and
become,ike Penelope, dead authors who write from a position outside of
representation, they can observe everything that has been said about them and come
to hold Penelope and her weaving partially responsible for their deaths. The maids
now use their position ithe underworld as an oppositional space from which they
contest bothth®dyssep nd Penel opebds version of even
them they also reject the authority of their female predecessor and claim the
autonomy of their text and their righttfeeir own voices and stories.

When Odysseus leaves for the Trojan War, Penelope finds herself
overwhelmed by the responsibility of running his estate and keeping control of her
household. Penelope states that she was never prepared for this role asgiryoun
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