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Editorial

1 This issue ofcender Forumis dedicated to the discussion of gender and haw i
impacted by and reproduced in fairy tales. Theugtilce that fairy tales have on our culture is
indisputable even today — the Grimms’ tales renpgsent in children’s bedrooms in the
shape of Disney movies, and many cultural tropesnfthe evil stepmother to the potion-
brewing witch, have their foundation in fairy taleBhe contributors to this issue have
examined a wide variety of diverse texts — from @lag Carter's short stories to
contemporary TV series — to trace the continuetuall impact of fairy tales in relation to
constructions of gender and sexuality.

2 The first contribution, “From Courtly Love to Smowhite”, comes from Baiqing
Zheng. She draws parallels between chivalric romamd modern re-writing of fairy tales,
both of which involve the agonies of unfulfilledvie. Rather than providing a happily-ever-
after ending, the relations between the heroeshanoines are often complicated by twists,
suspension, revelation, confusion and subversibeng traces these themes in short stories
by Robert Coover and Angela Carter, as well asrpdst Anne Sexton and concludes that
these revisions of “Snow White” draw a parallelvibeen women in love and women in
language, and are committed to disenchanting thstagcted feminine myth.

3 In her article “Detectives and bail bonds ‘pesaas fairy tale hero/ines: A feminist
antimilitarist analysis ofGrimm andOnce Upon a Tinfe contributor Nancy Taber explores
the re/writing of gendered scripts in the televisprogramsGrimm andOnce Upon a Time
Using a feminist antimilitarist framework in heramwination of these modern retellings of
fairy tales, she argues that gender, violence,nattithrism are represented in complex ways
that variously position ideas of good and evil, tpabed and protector, masculinity and
femininity through the programs' characterizati@fisheroic hunters and saviours who are
also estranged mothers and sons.

4 Contributor Annette Schimmelpfenning in her atitChaos Reigns — Women as
Witches in Contemporary Film and the Fairy Talestlod Brothers Grimm” makes an
argument for the versatility and changeability bé ffigure of the witch. Starting with an
analysis of the construction of the witch in faigjes, she traces her development through the
ages up to her inclusion in modern Hollywood fildighlighting different types of witches,
Schimmelpfennig shows how in all her different niestations the witch is, above all,

always both reflective of and a contributor to et tropes of femininity.



5 Lastly Caleb Sivyer, in his article “A Scopophdi Fairy Tale: Deconstructing
Normative Gender in Angela Carter’s ‘The Bloody @leer’, illuminates Carter's rewriting
of Bluebeardwith a focus on the visual. He argues that Cdetlees up the flexible structure
of the fairy story in order to communicate the engreces of being a woman in a patriarchal
society, subjected to certain ways of seeing ampkseen.

6 The issue is rounded off with a review by ShuAdia Cheng, who writes about the
2011 publication ofTacit Subjects: Belonging and Same-Sex Desire Anf@mmginican
Immigrant Menby Carlos Ulises Decena. The book, based on adadesearch as well as
personal interviews, examines the ways in which gag bisexual male immigrants from
Dominica to New York dealt with the multiple leved$ oppression and stigmatization they

were faced with.



From Courtly Love to Snow White

By Baiging Zheng, University of International Busss and Economics, China

Abstract:
In chivalric romances, courtly love often entaitge tlove between a single knight and a
married woman. This love cannot be consummatedphyaical sense and, if it is, disaster
and death ensue. Courtly love therefore involvesaitponies of unfulfilled love. What Lacan
finds of interest in these chivalric romances $ symbolic aspect. The poetic exercise of
courtly love raised by Lacan has various manifestat in Robert Coover's “The Dead
Queen”, Anne Sexton’s “Snow White” and Angela CeéstéThe Snow Child”, three
contemporary revisions of the classical fairy tgsow White”, where the conventional
utopia ending of “Prince and Princess live happigr after” is rarely seen. Instead, twists,
suspension, revelation, confusion and subversimnaiccompany the plots, and complicate
the relations between heroes and heroines, whichimmd equivalents of idealizing themes in
courtly love. These three revisions of “Snow Whitkadw a parallel between women in love
and women in language, and are committed to disemc¢he constructed feminine myth.
1 In chivalric romances, courtly love embodies aolehphilosophy of love and
represents an elaborate code of behavior whichrgevibe relations between ‘aristocratic’
lovers, turning the more bodily and erotic aspeftve into a spiritual experience and the
most elevated form of passions. The courtly lovethbidealizes and is idealized by his
beloved and subjects himself entirely to her dssirdowever, there is an inherent
impossibility, an obstacle to the fulfilment ofvie, in the very structure of courtly love. As it
develops, courtly love often entails the love b&wea single knight and a married woman.
This love cannot be consummated in a physical sandgif it is, disaster and death ensue.
Courtly love therefore involves the agonies of Ufiifed love, but the lover remains true to
his beloved, manifesting his honor and steadfastimean unswerving adherence to the code
of behavior. What Lacan finds of interest in thebevalric romances is its symbolic aspect.
Courtly love is “a poetic exercise, a way of playiwith a number of conventional, idealizing
themes, which couldn’t have any real concrete edent” (148). This poetic exercise of
courtly love raised by Lacan has various manifestat in Robert Coover's “The Dead
Queen”, Anne Sexton’s “Snow White” and Angela Ceste¢‘The Snow Child”, three
contemporary revisions of the classical fairy t&ow White”, where the conventional
utopia ending of “Prince and Princess live happigr after” is rarely seen. Instead, twists,
suspension, revelation, confusion and subversimnaiccompany the plots, and complicate
the relations between heroes and heroines, whichimmd equivalents of idealizing themes in
courtly love. It draws a parallel between womendwe and women in language. In both

cases their role is metaphoric. These three rengs0d “Snow White” acknowledge the power



that such a metaphor has had, while on the othed & committed to disenchant the

constructed feminine myth.

The Lady of Inaccessibility

2 Just as Hélene Cixous claims that all mysterynates from women being beautiful,
but passive, hence desirable, “sublimation” iswloed to describe the mystic lady in courtly
love. In The Ethics of Psychoanalysisacan’'s fundamental definition of Sublimationas
process which “elevates an object to the dignityhef Thing [a Chosg” (152). Lacan later
claims thatta Chosehas the character of au-dela du sacreFrom this point of view, the
exemplary form or paradigm of Sublimation woulddoeirtly love, which is dependent upon
the very inaccessibility of its object. Howevere thrst trap to be avoided apropos of courtly
love is the erroneous notion of sublimation, of tiaely as the sublime object: as a rule, one
evokes here spiritualization, a shift from the objef raw sensual coveting to elevated
spiritual longing—the Lady is thus perceived asimdkof spiritual guide into the higher
sphere of religious ecstasy, somehow in the sehdeante’s Beatrice. However, Lacan
emphasizes a series of features which belie sutftugpzation. Lacan admits that the
inaccessible lady itself is actually anything buiblgme: “By means of a form of sublimation
specific to art, poetic creation consists in pagitan object | can only describe as terrifying,
an inhuman partner” (150). That means this abstfaatacter of the Lady has nothing to do
with spiritual purification; it rather points towds the abstraction that pertains to a cold,
distanced, inhuman partner.

3 In “Courtly Love, or, Woman as Thing,” Slavoj 2k pushes forward Lacan’s
statement: “This surface functions as a kind oftckl hole’ in reality, as a limit whose
Beyond is inaccessible” (91). The Lady is an imgagsidealized figure. “The object
involved, the feminine object, is introduced oddhough through the door of privation or of
inaccessibility. Whatever the social position ofmhiwho functions in the role, the
inaccessibility of the object is posited as a pahteparture” (149). “The lady as a mirror
fulfills a crucial role, a role as limit. It is thavhich cannot be crossed” (151). Human is
perpetually in a state of desire, the desire tpgtemlly delay, distance and defer the
signifier. That is, the object of desire cannotpossibly got, otherwise it cannot be desired.
Courtly love inscribes the inaccessibility as thepger form of relation between man and
woman. Zizek also points out the erroneous notfesublimation, of the Lady as the sublime
object apropos of courtly love. It should be cleawhat precisely consists the difference

from the usual dialectic of desire and prohibititime aim of the prohibition is not to ‘raise

4



the price’ of an object by rendering its accessardifficult, but to raise this object itself to
the level of the Thing, the ‘black hole’ around wlnidesire is organized. (Zizek 92) It is the
necessity of perpetually sustaining desire at trs of fulfillment. The history of reading is
the history of desire. It is human compulsion tad@bscure object of desire, the empty
center. Thus the inaccessibility makes the objablime. It is never the happy ending in
courtly love when the pursued lady condescend$i¢okhight’s courtship. Once desire is
fulfilled, void and loss follow.

4 Robert Coover’'s short novel “The Dead Queen”,oatemporary revision of the
classical fairy tale “Snow White”, is a vivid illtration of the concept of courtly love raised
by Lacan and Zizek. It is a story about desire jpegpetual différance (to use the word from
Derrida), and Snow White therein acts as a ladynaécessibility. The prince who has just
married Snow White the day before and now is gasperulatively at her dead stepmother
in the glass coffin, which once contained his witgglls the novel in flashbacks. In a quasi-
existentialist and reflective mode, the prince dements the tale, as we know it with
unexpected details from his magic wedding night @it a new episode at the gravesite. In
this retelling, the most traumatic moment comeshim prince’s wedding night, which is a
perfect variation of the theme of “courtly love™ftAr having an overwhelmingly ecstatic
night with Snow White on the wedding night, thenge waked to find “the bed unmussed
and unbloodied, her hymen intact” (Coover 312). $he representation of Bakhtin's
classical body: a “smooth” and “impenetrable swefatbhat situates itself as “a separate and
completed phenomenon” in terms of both image aedstbry that is intertextually invoked
by the image (318). Paradoxically, the prince lesdesire fulfiled and meanwhile it does
not violate the law of the inaccessibility of thigject, the limit and the “black hole.” He finds
a perfect balance in this seeming oxymoron or raahgopian vision. Since it is the nature of
unconsciousness to feed on desire, on lack, thecehia that after sexual ecstasy all is void
and nothingness, and therefore men are eagerdarripinal stage of irreversible wholeness
and intactness. Men are fascinated by the mythrginity, the virgin land no one has ever
reached, accessed or explored:

A virgin body has the freshness of secret sprittgs,morning sheen of an unbroken
flower, the orient lustre of a pearl on which thum $1as never shone. Grotto, temple,
sanctuary, secret garden—man, like the child, ssifeated by enclosed and shadowy
places not yet animated by any consciousness, wiadhto be given a soul: what he

alone to take and to penetrate seems to be indratlied by him. (Beauvoir 311)



5 Virginity is one of the secrets that men find mexciting in that the girl's purity
allows hope for every kind of licence, and no onews what perversities are concealed in
her innocence. Women’s ambiguity is just that @& tloncept of the Other. The Other is evil,
yet necessary to the Good. Is Snow White Angel embBn? Her uncertainty makes her a
Sphinx in the Prince’s eyes, and Sphinx is alsormomly represented as a woman. We find
this fascinating combination and magic resolutiorShnow White in Coover’s version. The
magic, unbreakable hymen makes Snow White a lithie& Thing whose Beyond is
inaccessible despite the real or fantasized intesgo Beauvoir thus concludes: “She is
everlasting deception, the very deception of thastence which is never successfully
attained nor fully reconciled with the totality existents” (323).

6 At the wedding, the prince is troubled by theetmeaning of bride’s name. The
prince’s questions about Snow White challenge théfulness of the process of female
initiation as the traditional tale presents it, @s# us to re-examine the meaning of her name.
Marriage, which plays an important role in folkteparticularly if they are tales of female
development—is certainly a climactic moment of tatien in “The Dead Queen,” but it
does not function as a symbolic reconciliation ppasitions which arise out of social and
psycho-sexual conflicts. Rather, it intensifiesfaténces and magnifies the “frozen” and
ideological nature of Snow White as a metaphor.seéquently, Snow White is exposed as an
empty and frozen signifier: completing the cycleim@fiation always involves a loss, while
Snow White has “suffered no losses, in fact thats the trouble, that hymen can never be
broken, not even by me (the prince), not in a thadsnights, this is her gift and essence”
(53). She is cold, distanced, inhuman, inaccessibla outside, and corrupted from within,
as the Prince meditates: “I could vouch for her agnfrom this side, but worried that it had
been probed from within” (52). She is static, shaliways there, and because of it, she can
see neither fore nor aft. She is the Other, sléhier than herself, other than what is expected
of her, and other than what she should be. Shen inoi way a warm, compassionate,
understanding fellow-creature. She is a hazy enigrha perplexity of her being rejects the
Prince’s decoding. If the Lady of courtly love daa said to act as a mirror upon which the
male lovers project their idealized images anddsiess, then this can only take place if the
mirror is there already. In other words, she isctlyahe kind of figure that one can have no
empathetic relationship with whatsoever.

7 In order to be Snow White whose image the mireflects and cherishes, she must be
paradoxically denied the normalizing process ofwghothe tale overtly proposes; if Snow

White were to become “whole” and experience hewakty as reproduction, she would
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undoubtedly become like her stepmother. Thus, oheroto preserve the wholeness and
innocence of Snow White, she becomes a unifiedestibjyho cannot grow or change,
reflected in her impenetrable hymen, inaccessilnginity and unbroken femininity. This
patriarchy’s ideal daughter is actually a phallmstruct. Coover’s tale confronts us with the
ideological, and therefore entropic, nature of thetaphor: to conform to a humanist
authoritative idea of what woman “is,” Snow White ¢ondemned to be a heartless and
unconscious child who cannot change, a unifiedesiibhyho cannot grow. She is as “dead” as
the dead queen. In bed with his bride, the prirezeg “into the mirror to see, for the first
time, Snow White’s paradigmatic beauty” (310).sltsignificant that only through the mirror
can the prince find out the essence of Snow WHitece the mirror reflects the patriarchal
gaze, it reveals the prince’s complicity with thateology in defining woman as
‘paradigmatic beauty,” even without his own conseitess. The Queen has lived and died in
full awareness of the authority of the mirror, vehibnow White has been unconsciously
framed by it, and she is frozen into an aesthdijeat erotically gazed by the mirror. Puzzled
by Snow White’'s passionate and anything but innbdememaking and then by the
realization that her hymen cannot be broken, theceris moved to believe that the euvil
gueen has plotted the whole story to free herseihfthe mirror. Through the use of a self-
conscious and inquisitive narrator, Coover uncovbesideological implications of sexual

and narrative production in the tale of “Snow White

Woman as Thing

8 The tendency to reduce a woman to an aesthggctpimert and passive, contributes
towards the dehumanization of women as Thing. Merfascinated and enchanted by cold,
freezing, static and silent female body as artecibgnd the Other. Even if women are not like
an object, men make them “perform,” to use Judithléd®’s term, in an artificial way to
satisfy their desire. It is actually a highly synibaact which signifies women’s existential
condition under male erotic gaze. Man’s pursuivofman leads him to the love, worship and
elevation of woman as Thing. The male gaze is cocigtd according to structures of control
inscribed by sadistic voyeurism and / or fetiskisscopophilia (looking as a source of
pleasure). In Laura Mulvey's seminal essay “VisR&asure and Narrative Cinema,” she
gave fresh impetus to the debate about the malke gyad voyeurism, masculinity, power and
subordination. Mulvey employed Lacanian psychoasialip analyze how the cinematic gaze

is organized like a language, according to patnarccodes and conventions, where



masculinity is empowered through the act of lookiwhile femininity is disempowered by
being reduced to passively being looked at.

9 In Woman Hating(1974), one of the most aggressive fairy-taleigurés, the
American radical feminist Andrea Dworkin focuses ®mow White and Sleeping Beauty as
the embodiments of passive beauty: “For a womdretgood, she must be dead, or as close
to it as possible” (42). The Brothers Grimm, gazagnow White through the prince’s eyes,
seems to be fascinated by the beauty in the caf@ild and dead. Snow White, or rather her
body, becomes the prototype of passive, cold arstamli woman without desire, but
functioning as a mirror projecting man’s desire.o8nWhite is the impossible and
inaccessible object of desire that inauguratesntbgement of desire itself. In “The Dead
Queen,” the Queen is regarded as a vicious monsten she is alive, but once she is dead,
she has the dim possibility of mimicking Snow Whitghe coffin and arousing male desire.
The dead Queen in the coffin is just like the forfftead” Snow White, sublimed or rather
“debased” to be Thing.

10 In Anne Sexton’s poem “Snow White” collectedTiransformations Snow White is
described as an artifact, a doll, a “plucked daiaygdumb bunny, an Orphan Annie (making
the dwarfs “wise / and wattled like small czarsThis poem is preceded by a prologue on
virginity which provides both context and inter@gte clues for the ensuing tale. The word
“virgin” in this poem does not have the “great painsense of the word” it has for Adrienne
Rich, denoting “the woman who belongs to herseRich 96). “The virgin” is, rather, a
commodity prized by men, whose voices blend toterélae persona of the speaker of the
prologue. We meet the huckster who calls her a€lpwwumber,” the connoisseur who
itemizes her features in terms of fine tobaccogcelain, and wine, the pimp who points out
that she is “unsoiled,” and the sportsman who olesethat “she is as white as a bonefish.” In
the Grimm version of the tale, the dwarfs put tHedd” Snow White in a glass coffin so that
they can see her. In Sexton’s retelling, they eseloer in glass and put her on a mountain
“so that all who passed by / could peek in upondeauty.” Their patience is rewarded when
the prince arrives and covets “the glass Snow WHi&exton 152).

11 In “The Snow Child” included iThe Bloody ChambgeAngela Carter employs the
strategy of indirectly subverting the classicaryaiale, which means to follow the logic of
the original, go one step further and push thatlagthe extreme, thus making people reflect
the validity and absurdity of the traditional idegy. In the story, the Count expresses the
wish of having a girl as white as snow, as redlasdand as black as a raven’s feather. “As

soon as he completed her description, there sl sb@side the road, white skin, red mouth,
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black hair and stark naked; she was the child sfdeisire” (Carter 91-92). As an inhuman,
cold and distanced creature, Snow Child is a tramesp puppet without self-consciousness,
whose existence is utterly at the disposal of tlesird of her male master. Thus, by
substituting the Snow Child as the result of madsiie for the mother’s desire in the original
story, Angela Carter's version exposes the falladythe patriarchal construction of
traditional fairy tales.

12 The socially prescribed characteristics of femip are silence, immobility, and
beauty of Snow White displayed in a glass coffihud, Gilbert and Gubar point out that
culturally we often seem to inhabit a misogynistealm that wants to return women to
reification in the coffin: “Dead and self-less irerhglass coffin, she is an object, to be
displayed and desired, patriarchy’s marble ‘optle’ decorative and decorous Galatea with
whom every ruler would like to grace his parlorij4it is decided that the nature of woman
is passive, that she is a vessel waiting to bedfilElizabeth Wanning Harries talks about this
passivity of women imTwice upon a Time: Women Writers and the Historfaify Tales
“Rather than design a life for themselves, womenthirall’ to fairy-tale patterns wait for
male rescue or at least something to happen” (Eaftinist literary critics argue that most
popular fairy tales, like “Cinderella,” “Snow Whjteand “Sleeping Beauty” had heroines
who were passive, apparently dead or sleepwalkiegendent on the arrival of the prince for
any animation and for entry into a real life—thouglreal life that never was given any
contour after the obligatory royal wedding. As t#mealiest feminist critics of fairy tales all
agreed, women in the best-known tales were eitleautiful, slumbering young girls or
powerful, usually wicked and grotesque older wom&hough there might be a muted
tradition of tales in which women were admirabletive, clever, and self-assertive
participants, the dominant tradition prescribedifat roles for women that little girls could
not help but imitate. Rather than design a lifetfr@mselves, the women “in thrall” to fairy-
tale patterns wait for male rescue. They half-cansty submit to being male property,
handed from father to suitor or husband without glamt or volition. It is the gender
economy of the often-repeated fairy tales thatiedsayed them.

13 Furthermore, the tendency to reduce a womam toext and passive object reveals
the unrealistic simplification of human relationshi The objectification of women is
fundamentally related to male fear of female powldancy Chodorow connects this
phenomenon with the concerns of folklorists. Acoogdto her, dread of women is
ambivalent: “Although a boy fears her, he also $itetr seductive and attractive. He cannot

simply dismiss and ignore her. Boys and men devgisgchological and cultural /
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ideological mechanisms to cope with their fearsautt giving up women altogether” (183).
Thus, men create folk legends, beliefs, and podrasward off the dread by externalizing
and objectifying women. They deny dread at the egpef realistic views of women. On the
one hand, they glorify and adore; paradoxicallytlom other, they disparage. This explains

why female body is elevated or rather degradeti@d hing.

Narcissistic Nature of Courtly Love

14 The elevation of the female body as an aestloddject and woman as Thing is
essentially narcissistic in nature. At the end @btirtly Love, or, Woman as Thing,” Zizek
arrives at the conclusion that courtly love beaita@gs to a certain deadlock of contemporary
feminism:

True, the courtly image of man serving his Ladyaisemblance that conceals the
actuality of male domination; true, the masochisatre is a private mise-en-scene
designed to recompense the guilt contracted by snaocial domination; true, the

elevation of woman to the sublime object of loveia@g her debasement into the
passive stuff or screen for the narcissistic ptapecof the male ego-ideal. (108)

15 The Lady is the Other whonmet our ‘fellow-creature,’ i.e. with whom no relatidnp

of empathy is possible. This traumatic Othernesshiat Lacan designates by the Freudian
termdas Ding the Thing. The idealization of the Lady, her algan to a spiritual, ethereal
Ideal, is therefore to be conceived as a strickgoadary phenomenon, a narcissistic
projection whose function is to render invisible traumatic, intolerable dimension. In this
precise and limited sense, Lacan concedes that€ldraent of idealizing exaltation that is
expressly sought out in the ideology of courtlydadvas certainly been demonstrated; it is
fundamentally narcissistic in character.” Deprivdavery real substance, the Lady functions
as a mirror onto which the subject projects hisisarstic ideal. “It is only by chance that
beyond the mirror in question the subject’s idsapiojected. The mirror may on occasion
imply the mechanisms of narcissism” (151). Beauecinoes Lacan in stating that woman as
the Other is indispensable to man’s self-projection

Woman has often been compared to water becauseigaatber reasons, she is the
mirror in which the male, Narcissus-like, conteni@gahimself: he bends over her in
good or bad faith. But in any case what he reaksaof her is to be, outside of him,

all that which he cannot grasp inside himself, bseahe inwardness of the existent is
only nothingness and because he must project Himnselan object in order to reach

himself. (315)
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16 The patriarchal tendency to reduce a woman faexhand passive object, contributes
towards the dehumanization of women and the umtealisimplification of human
relationships. Men are fascinated and enchantedolt; freezing, static and silent female
body as art, object and the Other. When the Pim¢&he Dead Queen” gazes at the dead
Queen in the glass coffin, the coffin that oncetamed Snow White, a sudden revelation
comes to him that “maybe the old Queen had lovedrad died for me!” (A narcissistic
vision) Then he wrenches open the coffin, throwsdalf upon her, and kisses the dead
gueen’s rubbery and cold lips twice, hoping to bedaant her, and when nothing happens, he
leaves wounded in his pride and as nauseated apditators are. It is a postponed “prince’s
magic kiss.” In the previous context, when the geikissed Snow White on the wedding, he
had pondered: “Why hadn’t | been allowed to disamthher with a kiss like everybody
else?”(59). “Everybody else” certainly refers tdhert princes who wake up entrapped
beauties with true love’s magic kisses.

17 Male identity is established through the procekssiegation, and by the negative
knowledge of the existence of woman as the OtHemhat man is not. If she did not exist,
men would have invented her. “Man has created womaout of what? Out of a rib of his
god — of his ‘ideal.” said Nietzsche ifhe Twilight of the IdolsHe projects upon her what
he desires and what he fears. Woman sums up thédVimr him and upon her he has
imposed his values and his laws. She is the samdeorigin of all man’s reflection on his
existence. The very semblance of courtly love gtesiwoman with a fantasy substance of
her identity, with all the features of so-calledriininity’ and defines woman not as she is in
her jouissance femininbut as she refers to herself with regard to hiatiomship to man, as
the projection of the male ego, as an object oflesre, and as the Other.

18 However, the new myth of women deprived of pgtemininity’ is various and even
contradictory, whose inner realm is beyond mansymehension and penetration. Behind
the angel lurks the monster: the obverse of the naglalization of women is the male fear of
femininity. Gilbert and Gubar mention character&eli Shakespeare’s Goneril and
Thackeray’s Becky Sharp, as well as the traditi@anedy of such terrible sorceress-goddesses
as the Sphinx, Medusa, Circe, Kali, Delilah, antb®, all of whom “possess duplicitous
arts that allow them both to seduce and to ste& m@nerative energy” (34). The monster
woman is the woman who refuses to be selfless,aackeer own initiative, who has a story to
tell. The duplicitous woman is the one whose canssess is opague to man, whose mind
will not be penetrated by masculine thought. Thes Queen in “Snow White” becomes a

paradigmatic instance of the monster woman in tlade nmagination, and the double for
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feminists to release their anger and contrive thadellion against the narcissistic nature of

“courtly love”.
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Detectives and bail bonds “persons” as fairy tale éro/ines: A feminist
antimilitarist analysis of Grimm and Once Upon a Time
By Nancy Taber, Brock University, Canada

Abstract:
In this article, | explore the re/writing of genddrscripts in the television program&rimm
andOnce Upon a TimeUsing a framework of feminist antimilitarism, xamine how these
programs, as modern retellings of fairy tales,rodanect with each other and with societal
performances of masculinities and femininitiestduee that gender, violence, and militarism
are represented in complex ways that variouslytjposideas of good and evil, protected and
protector, masculinity and femininity through theograms’ characterizations of heroic
hunters and saviours who are also estranged mathdrsons.

1 In 2011, two television programs based on faated premieredGrimm and Once
Upon a TimeThese programs continue the long-standing tadidf building on, expanding
from, and altering "original” tellings of fairy &4 resulting in complex performances of
genre, context, plot, and characters (Zifpasry Tale, Sticks and Storje§ he ways in which
gender is taken up in these programs is similadynmex, with characterizations both
mirroring and challenging representations commofaiity tales (Bacchilega; Haase; Harries;
Parsons). Although both based in fairy tale lohese programs at first appear strikingly
different; as the Fall 2011 line-up was introduesad two competing programs introduced, |
was immediately intrigued with how gender wouldgeeformed. These programs are not the
only ones based on fairy tales (for instari®eauty and the Beabegan airing in Fall 2012),
but they are distinct in that they draw on a mudié of fairy tales for their content, not just
one. For instanceirimm has explored tales and characters such as theaoigvolf and
Little Red Riding Hood, the three bears and Gotki&) Rapunzel, the Pied Piper, ogres,
dragons, and step-mothers, whdace Upon a Timéhereafter referred to &nce has done
the same with Snow White, the Seven Dwarfs, LRl Riding Hood (who is also the big
bad wolf), Rumplestiltskin, Beauty and the Bealse (atter of whom is also Rumplestiltskin),
Hansel and Gretel, the Evil Queen, Prince Charmiimginy Cricket, and Pinocchio. In the
second season, characters such as Mulan and Chlgialinare also being introduced@rimm
focuses on more traditional Grimm stories wHdace focuses on tales made popular by
Disney (indeed, its publication company, ABC stgdias a division of Disney-ABC
Television Group). Each of these programs makedatles their own, mixing and changing
characters and elements as required. Both progatsugepresent mothers as absent or evil.
However,Grimmis firmly ensconced in the horror genre (rated it€anada), an@ncein
that of family (rated PG).
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2 In this article, | discuss the ways in which genid performed ilGrimmandOnce as
modern fairy tales, through my theoretical framdwof antimilitarist feminism. | argue that
gender, violence, and militarism are representeccamplex ways (EnloeManeuvers,
Curious feminist, Globalizatignthat variously position ideas of good and eviluiBr,
Precarious Lif¢, protected and protector (Young), masculinity aedininity (Butler,
Gender Trouble Connell). | explore how each program re/writesdgred scripts which
interconnect with each other and with societal grenbinces of masculinities and femininities
through the programs' characterizations of heraittdérs and saviors, who are also estranged

mothers and sons.

Grimm and Once

3 As a basic introduction to the stories, the paiotg' websites are the best explanation,
as they also demonstrate how the network intenels ltle viewed. For instanc&rimm "is a
drama series inspired by the classic Grimm BrotHeagy Tales" (NBC Universal Media,
LLC para.l). The male protagonist, Nick Burkhardt,a homicide detective in Portland,
Oregon, who "discovers he's descended from anlelgeof criminal profilers" (para. 1). In
this program, the Grimms search out and destro\wadsen” (German word for "creatures,”
pronounced vessen) who represent "all manner akmnevils" (para. 3) except for two
"reformed Grimm creatures" (para. 3), Monroe anddke. In his work, Nick "attempts to
shield his new fiancee, Juliette...and his partitamk...from the hazards of his new life"
(para. 2). As such, despite a few exceptions, ttegram's description is presented as
supporting a contrast of good (Grimms) and evik&tures) as well as protector (Grimm, a
white man) and protected (Juliette, a white wontdank, a black man; innocent civilians).
Part of the storyline revolves around Nick's pasetdéath in a car crash, as it is revealed that,
not only were they actually murder victims, but imether is secretly alive.

4 Onces description is titled, "It's Not Always Happilyw&r After,” wherein "fairy tales
and the modern-day are about to collide" (Bell Meghara. 1). The story revolves around
female protagonist Emma Swan, a bail bonds coltegtem was orphaned as a baby. "When
the son [Henry] she gave up years ago finds heasta(@), Emma is introduced to "an
alternate world" where she "is Snow White and Rri@harming's missing daughter” (para.
3). She had been "sent... away to protect her fterEvil Queen's curse, which trapped the
fairytale world forever, frozen in time, and brotigirem into our modern world" (para. 3) via
a town called Storybrooke, Maine. As the seriesnepéhe characters in Storybrooke have

lost their memories due to the curse, forgetting \itiey were and who they loved in the
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fairytale world. The Evil Queen is the mayor of ttevn (as well as Henry's adoptive
mother) while Rumplestiltskin (Mr. Gold) owns thenn. Show White and Prince Charming
are separated, and Emma is viewed as a saviotindortrue love and the town itself. "The
epic battle for the future of all worlds is begingj but for good to win, Emma will have to
accept her destiny and fight like hell" (para.G®od and evil are positioned as opposites, but
are also made complex as viewers learn the baastof villainized characters such as the

Evil Queen and Rumplestiltskin as well as victindizmes such as Little Red Riding Hood.

Re/writing Gendered Scripts

5 As protagonists, both Nick and Emma are empldgexbarch out criminals. As such,
they are on the side of thgood guys although Nick's position as a detective is more
institutionalized and a greater part of the pla@ntfEmma’s as a bail bonds collector. (Emma
later becomes the Sherriff of Storybrooke.) Adaiaidy, Nick is characterized as a "hunter”
of wesen while Emma is the "saviour" of fairytaded. They are the hero/ines who work to
protect others from danger, creatures, and cui$ese representations lend themselves well
to a feminist antimilitarist analysis, which focgsen the ways in which militaristic ideals are
embedded in societal notions of gender.

Militarization is a step-by-step process by whicpesison or a thing gradually comes
to be controlled by the militargr comes to depend for its well-being on militaristic
ideas. The more militarization transforms an indiinal or a society, the more that
individual or society comes to imagine military deeand militaristic presumptions to
be not only valuable but also normal. Militarizatjdhat is, involves cultural as well
as institutional, ideological, and economic transfation. (Enloe,Maneuvers3,
italics in original)
Militarism values conflict and violence as well &#naries of good versus evil and
masculinity in opposition to femininity. It is ini@nnected with gender, giving preference to
forms of masculinity and femininity that emphasidéference and deficiency. Men and
women are divergently situated as strong prote@ndsweak victims respectively (Messner;
Young), disregarding the ways in which their actiss may challenge these constructed
positions.
6 In much of her work, Enloe discusses how varipopular culture artefacts are
militarized, such as soup (with pasta the shapgetaf Wars satellites), action figures (i.e., Gl
Joe and Gl Jane), bikinis (named after the BikitallAvhere nuclear testing was conducted),
and clothing (with camouflage patterns and militatyles). Others have focused on

militarism in movies, with authors such as Cohn &eber discussing the purging of the
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feminine, compartmentalization of feelings, favogri of hegemonic masculinity, and
heroizing of war. With respect to fairy tales, wsthe Grimm brothers' version bittle Red
Riding Hood Marshall discusses how there is a "history imregsin disciplining young
readers into normative heterosexual femininity arasculinity....Little Red emerges from the
wolf's stomach only after she learns that curioaity independence are dangerous traits for a
young girl to possess" (261). Taber also exploresv IMulan, an Americanized and
"Disneyfied™ (Dong 227) fairy tale character,represented as a strong woman who fights
with the military but is nonetheless essentialiasdfeminine and connected to domesticity.
Mulan's story links to the experiences of real hfditary women, who succeeded in the
military yet were constrained by their female bad{@aber). AsMulan demonstrates and
Baker-Sperry and Grauerholz argue, the fairy télaes seem to thrive and persist are those
that are aligned with societal ideals of mascufimimd femininity, linking to Connell as well
as Connell and Messerschmidt's argument that themsn@f hegemonic masculinity and
emphasized femininity are often preferred over nmalgzed masculinities and other forms of
femininity.

7 Grimmis a prime example of a story that privileges maéstty. It is male-centred as
most of the main characters are male in masculos&ipns as police officers, creatures, or
villains, with supporting characters as women irecheof protection, most notably as
represented by Juliette (who is frequently attacked kidnapped, but does fight back to
some extent). Interestingly, the creatures arerratvely represented as completely
masculine and villainous, such as Kimura (a Siegjbangre creature), as well as somewhat
feminized and dangerous such as Blutbad (bloodatf) postal carrier murderers who do
needlepoint, "not that | tell everyone," (Postm@nimm, P)* or obsequious Eisbiber beavers
who are no threat to Nick and need his help andeption. Most of the creatures are
positioned as either evil or in unflattering waggcept for Monroe (see discussion below on
good and evil), a complex creature who becomes'dlighofficial partner. The main female
characters are in feminine positions as a girlttiereeding protection from danger (which
includes the dangerous knowledge of the wesen a@ldesen apothecary, and a witch.

! Due to the large amount of data from which thikr derives (22 episodes of approximately 45 ri@aweach
for each program), as well as the complexity ofglus, the quotations in this article are limitedhe pilot and
season finale of each program's Season 1. Thesedegi are rich in detail pertinent to my argumsertying as
examplars, as they set- and wrap-up the story,lwéh particular focus on protection, family, atite battle
between good and evil. Each quotation is identibgadcharacter name, program name, and P for pil&Fofor
season finale. For ease of understanding, where #re two character namesQmce (one for fairytale land
and one for Storybrooke), | use the former.
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8 Two exceptions to this are Nick's aunt, who ¢k sind dying (but still talks tough and
puts up a fight when attacked) and his mother, whandoned Nick as a child. She is a
formidable warrior, someone who is described by. 8¢, unaware of who she is, as "a
woman not to be messed withGiimm, SF). However, before she proves herself, she is
underestimated, with Wu and another officer, wheeh&racked down a violent criminal,
politely asking, "ma‘'am, stop now" and "hold u@riinm SF). While there are, therefore,
various representations of masculinity and femtgim male and female bodies, masculinity
is still privileged and respected, with even bigl halves feeling the need to hide traditional
feminine behaviours, such as doing needlepointhEumore, when Hank meets the Blutbad
kidnapper and killer, he immediately judges himimsapable of violence, based on his
feminized dress, speech, and mannerisms, stating you kidding me?'Grimm, P).

9 Once could be considered as female-centred, as mosheofmain characters are
women, yet it too favours hegemonic masculinitth@lgh this time in emphasized feminine
bodies. Emma is an independent "loner" (Em@ace P) who is introduced to viewers in a
slinky dress and high heels; the "sexiest frierddt@phan that | have ever met" (Ry&@mce

P). In order to apprehend a wanted man, Ryan, shages a blind date with him, flirting
until she informs him that she is bringing him mdachastizing him for betraying his wife.
Emma calls him on his behaviour, stating he isantisome, charming...embezzle[r]... [who]
got arrested and skipped town." However, for Emittee worst part of all of this is your
wife. Your wife loves you so much...how do you reghat loyalty? You're on a date"
(Emma,Once P). When Ryan calls her a bail bondsman, shectsrhim, stating that she is
a "bail bonds person.” He then tries to flee, vidthma calmly following him out, literally
stopping traffic with her appearance as she watksss a busy road. He fails to drive away
because Emma's had his wheels locked, and therk&mom out on the steering wheel. So,
although Emma is a tough woman in a masculine jblo wan take care of herself, her
femininity is emphasized, as is her attractiveness.

10 In other examples, Snow White is variously poséd as femininely weak and
masculinely capable, but generally good (althougbh & vilified by Storybrooke as an
adulteress), whereas the Evil Queen is strong aihdQf the two main male characters, one
is good and handsome, Prince Charming, and the istle&il and ugly, Rumplestiltskin. Both
can fight and take care of themselves, and botheateiined in their (often troubled)
relationships with women, Snow White and Belle extively. Contrasts of masculinity and
femininity are present in these representationgooid and evil, often connecting beauty and

passivity to goodness (Baker-Sperry and Grauerhetzg¢reas:
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strong women appear in patriarchal tales, but dytlare powerful, they are also
physically ugly and evil.... to identify with a etrg female means, implicitly,
identifying with someone who is ugly and evil. Taentify with an active character
who is also “good,” one has to identify with a mglErousdale and McMillan, 23)
11 However, in fairytale land, Snow White is oftpartrayed as strong, capable, and
beautiful, but she also is so heartbroken thatcstmmot be with Charming that she takes a
potion to forget him. Later, after remembering hishe bites an apple from the queen in
order to take her own life and save Charming's. iStken saved by her prince, with a kiss
that awakens her. Viewers learn about the chasidiackstories in flashbacks, but the series
opens with the image of Charming racing throughftiest, kissing Snow with the statement
that "I will always find you" (CharmingOnce P) with the next scene moving to their
wedding. As such, the program is set-up from thgirmeng to reflect traditional ideas of
masculinity and femininity, with a man saving a wamand then marrying her. As Butler
argues, "the institution of a compulsory and ndized heterosexuality requires and regulates
gender as a binary relation in which the masculeren is differentiated from a feminine
term, and this differentiation is accomplished tlgl the practices of heterosexual desire"
(31). In an interesting twist, in Storybrooke, st Charming who is in a coma, but Snow,
instead of saving him as he did her, watches hedpleHe awakens not with true love's kiss,
but as a result of Emma’s effect on the town. Wherawakens, he has amnesia, and is
married to someone other than Snow. The seasomuaeastwith he and Snow being drawn to
one another and having an affair, a love trianglamon in popular culture novels and films
(i.e., see Petersen's discussion of feminism/pogtism in Twilight and Woloshyn, Taber,
and Lane's discussion of genderTine Hunger Gaméswith Snow and his wife in conflict
over Charming. Eventually, when the curse is liftedow and Charming rejoin as a couple.
12 Despite these intricacies in plot and characeerall the programs demonstrate the
pervasiveness of a "belief in character dichotomlgérein "women are supposed to have one
set of traits, men another. Women are supposedetmusturant, suggestible, talkative,
emotional, intuitive and sexually loyal; men arg@posed to be aggressive, tough-minded,
taciturn, rational, analytic and promiscuous" (Celhn60). This character dichotomy
permeates everyday experiences in real life andilpogulture, despite the fact that "the
modern liberal state defines men and women asensizthat is, as alike. But the dominant
sexual code defines men and women as oppositesin@llp 75). The binary ignores the

performance of a plurality of masculinities and feimties, working instead to triangulate
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sex, gender, and desire in a matrix matching bioc&dgdentification, gender performance,
and attraction (ButleiGender Troublge

13 Compulsory heterosexuality is similarly preseimt Grimm, through Nick's
relationship with Juliette (he is about to proposthe pilot, with Hank stating that Nick is "a
happily ever after guy”), Hank's with Adalind (wkarns out to be a witch), and Monroe's
with Rosalee. Indeed, it is forefronted in thetfgsene of the pilot when Nick and Hank are
introduced, as they watch three women across thetstommenting that one of them "wears
Armani, makes low six figures, drives a BMW andaBing for a senior partner at her law
firm" (Nick, Grimm P). Hank then asks, "why can't you just lookextd&ss" Grimm, P). The
woman turns into a wesen. These first scenes setewalp as, for the most part, objects of
desire, evil creatures, or in need of protectidre (tase they are called to while watching
these women is a murder of a young female colleégdest, with a little girl later being

kidnapped and rescued).

Narcissistic Nature of Courtly Love

14 Nick's role as a protector due to his roles etedive and creature hunter therefore
apply not only to Juliette in particular, but td @Vilians in general. As his Aunt Marie states
when she tells him of their family's history inagbn to fairy tales, "we have the ability to
see what no one else cai@Grimm, P), impelling Nick to use his ability in order moitigate
his own vulnerability and protect others. Nick ang of the last Grimms. | wish | had more
time.... You're vulnerable now, you need to be fcdiréMarie, Grimm, P). Marie also wants
Nick to "end it" with Juliette and "never see hgaa" (Grimm P) because his work as a
Grimm is "just too dangerous" (Mari&rimm, P), putting those close to them in peril. At the
end of the pilot, Nick is by Marie's bedside. "Tées so much | don't understand...l love
Juliette. | don't want anything to happen to hewhatever it is I'm supposed to do, I'll do it"
(Nick, Grimm, P).

15 When viewers are introduced to Nick's mothethi season finale, it puts forth the
idea that perhaps she left in order to protect Bimijlar to how Marie is urging Nick to leave
Juliette. Nonetheless, Nick stays with Juliettejirig his secret from her which Juliette
interprets as his pulling away. It is only whenigité is scratched by a witch's cat that Hank
finally tells her about the wesen in order for iertake the scratch seriously. Nick argues
that, "you don't understand....you don't know Hetdlind] like | do....we need to get you to a
doctor right now...your life could be in dangeiGrimm, SF). Juliette responds, "That's

ridiculous....I'm tired of this....what is it thgbu're not telling me?"Grimm, SF). When Nick
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does tell her, Juliette yells at him to "stop, akggu're really scaring me!'Grimm, SF).
Juliette faints soon after, falling into a coma whshe is awakened by a kiss from a "prince"
in the second season, creating a bond between timeither can resist, in yet another
example of compulsory heterosexuality and womapeasive victim saved by a man.

16  This "logic of masculinist protection” (Young) results in "the subordinate relation
of those in the protected position” (4), whethedemar female, with the protected being
thankful for security, willing to give up democmatrights and voice in exchange for
protection from outside enemies and "bad citizér(f$) or, in this case, wesen. "Chivalrous
forms of masculinism” (Young, 19) prevail; whil@, politics and popular culture, men may
be represented as caring, "with situationally appabe moments of compassion and,
sometimes, vulnerability" (Messner, 466), "touglmedecisiveness, and hardness are still
central" (466). As Enloe argues, "militarization yr@aivilege masculinity, but it does so by
manipulating the meanings of both femininity and masculinitfaheuvres 289, italics
added).

17 Emma is also introduced to fairy tales by a famember, in this case her 10-year-
old son. Henry, who she had given up for adopts@arches her out to tell her that she is the
"saviour" (Henry,Once P) of Storybrooke and fairytale land. Once inrg@ioooke, she
eventually takes on roles as the Deputy Sheriff tugoh Sheriff, formalizing her protector
role and facilitating her investigations in the tovhe resists the idea of her being a saviour,
finally fulfilling her destiny when Henry is in aoma due to accidentally ingesting a sleeping
potion created by the Evil Queen. Nonetheless, Estitideels inadequate to the task, going
to Pinocchio for help, telling him "I gotta save rig..need your help. ...I can't do it...no
normal person can'Qnce SF). Pinocchio, who is turning back into a woodsamn, responds,
"Luckily for us, you're not normal. You can savene you can save all of" u©fce SF).
When Emma does save Henry after defeating a dragjenjs positioned not so much as a
warrior but as a mother, whose love wakes him uging over his body, she tells him, "I
love you Henry" Once SF) and kisses him. Henry wakes up, telling helpve you too.
You saved me"@nce SF).

18 Over the course of the season, Emma changesafrwoman who is a stranger to her
child, calling him "kid" and even, somewhat affecttely and ironically, "sneaky bastard"
(Once P), to his saviour. It is her love as a biologicether who is good, not the Evil
Queen's love as an adoptive mother, that is vieagdtrue," just as Snow White and
Charming's love is characterized as the "most plveragic in the world, the only magic

powerful enough to break any curse" (Rumplestiftskbnce SF), further reinforcing
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compulsory heterosexuality and a contrast of gardus evil. In fact, Emma and the queen's
positions as Henry's mothers situate them as esemigh the good and true biological
mother against the evil adoptive one. The quedrssthat "you may have given birth to him,
but he ismyson"O©nce P), warning Emma to leave town or "l will destrygyu if it's the last
thing 1 do" Once P). The queen attempts to poison Emma in ordeeép Henry for herself:
"as long as you're alive, Henry will never be mifievil QueenOnce SF).

19 The fight of good against evil is a main theméoth programs. When Nick kills
someone for the first time while protecting his Alvharie, he was told "this was a bad guy"
(Hank, Grimm, P) and "if you had to shoot somebody, you suikqa the right guy”
(Captain Renardzrimm, P). With a few exceptions, creatures are viewgedvdl and Grimms
as good. Monroe is the most complex character wgipect to where he fits in a binary of
good against evil, which perhaps calls the bin&sglfi into question, creating more of a
continuum. As the season progresses, Monroe d$tofts being good yet not dependably so,
to becoming Nick's trusted friend. When he firstetseNick, he states, "I don't want any
more trouble, okay. I'm not that kind of Blutbadddn't kill anymore™ (MonroeGGrimm, P).
He continues, "I am not that big and | am done wiltke bad...a reformed Blutbad";
presupposing that all Blutbad's are inherently batile Monroe is reformed and therefore,
at the moment, good, he explains that "bad thiraggan when we [Blutbadden] get into a
pack, especially when we see re@ritnm, P). When later helping Nick rescue a kidnapped
girl from another Blutbad, Monroe states that hen"tguarantee what'll happen if I go any
closer. It's too dangerous. | might be on your ;sidmight be on his side, | might even go
after the girl. I'm sorry. There's nothing moreahao, I'm outta here'Grimm, P). He is also
characterized as masculine in the pilot, peeingadence to mark his territory, crashing
through a window to attack Nick, and then laughifigghten up. I'm just making a point.
C'mon, let's grab a brew. And by the way, you'rgmafor that window" (MonroeGrimm,

P).

20 With respect t@nce evil is also constantly contrasted with goodhaligh viewers
learn of the backstories of evil characters suchthas Evil Queen and Rumplestiltskin,
helping to create understandings of them. Howesmnjlar to the ways in which other
modern fairy tale characters have been given lestqisuch as the Wicked Witch of the
West, see Kruse and Prettyman), they are still igdlgepositioned as evil characters doing
evil things. The Evil Queen is characterized astliimg more than an evil witch" (Snow
White, Once P) who "poisoned an apple because she thoughs Iprettier than her" (Snow

White, OnceP) which, it turns out, is not really the storg,the queen was seeking revenge
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for Snow White's unwitting role in the death of hever. As a result, the queen wishes to
"destroy your [Snow White's] happiness” (Evil Que®nce P). Good is linked to light, bad
to darkness (although the Queen herself is bedutit ugly, as is commonly seen in fairy
tales, as Baker-Sperry and Grauerholz argue). "Whawst have faith” (Blue fairyDnce P)
that "good will always win" (Snow Whiteé)nce P) because "good can't just lose" (Prince
Charming,Once P). Good and "true love proved more powerful thay curse...bringing
light to the darkness" (Snow Whit®nce SF), defeating evil once again.

21 Viewers also explore backstories of so-calledoaent characters, calling their
virtuousness into question. Red Riding Hood is ppagently harmless girl as well as the
villainous big bad wolf in fairytale land, and aopriscuous woman who is "out all night" and
has "plans to sleep your way down the eastern sedb{Granny,Once P) in Storybrooke.
Protectors and protected morph, depending on Hwimetimes contradictory positionings
within and between the fairytale world and Storyik®. As another example, in the latter,
before Snow White regains her memory of her trlie Iser alter ego Mary Margaret is gentle
and unsure. However, in the former and after raggilmer memory, Snow White is most
often presented as a strong warrior who can anlddeilanything to protect her family and
land. As such, throughout the first season, itasically the alter ego in the real world who
conforms to the idea of a passive princess, andaling tale character who, despite falling
into a deep sleep, is an active agent.

22 Notwithstanding these exceptions, the concepge®ad and bad are held in an overall
contrast that works against complex representataftsr all, how can a character named the
"Evil Queen" be anything but evil?). This contrasirks to vilify othersand categorizes all
those not identified as allies as enemies. Aftéd 9Butler Precarious Lif¢ critiqued this
line of reasoning, stating that "In a strong setise,binarism that Bush proposes in which
only two positions are possible - 'Either you'rétwds or you're with the terrorists' - makes it
untenable to hold a position in which one opposas land queries the terms in which the
opposition is framed" (ButleRrecarious Life2). In wars where it is good against evil, as is
played out in the news media as well as in popaldture, "certain lives will be highly
protected, and the abrogation of their claims tocg8ty will be sufficient to mobilize the
forces of war. Other lives will not find such fastd furious support and will not even qualify
as 'grievable™ (ButlerPrecarious Life32). Indeed, this is a common conception in fairy
tales, making "it appear that we [in the West] allepart of a universal community with
shared values and norms, that we are all strivinghfe same happiness, that there are certain

dreams and wishes which are irrefutable” (Zifpesry Tales5). The heroes and heroines of
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fairy tales and real life expect to be "living hdpver after with lots of gold in a marvelous
castle, our castle and fortress that will forevestgct us from inimical and unpredictable
forces of the outside world" (5, italics in origin&Zipes Eairy Taleg connects his argument
to patriotism, stating that "we need only havehfaihd believe in the classical fairy tale, just
as we are expected to have faith and believe iAtherican flag as we swear the pledge of
allegiance" (5). Indeed, happily-ever-after is amomon concept inOnce with several
characters stating they must have "faith" that geoidriumph over evil.

23 Furthermore, this triumph is positioned as camonly through a "final battle"
(Rumplestiltskin,Once P). When Jiminy Cricket speaks out against vicdgrarguing that
"fighting is a bad idea. Giving in to one's dardesnever accomplishes anythin@rce P),
Prince Charming responds with derision, "and homyna&ars has a clear conscience won?"
(Once P). Most of the characters are positioned in sftjpm to the Evil Queen, as afraid of
her and/or willing to fight against her. For instanwhen Henry is poisoned, Emma and the
gueen reluctantly team up only to help him, butnad trust each other. Emma warns the
gueen, "let's be clear about something, your majédte only reason you're not dead is
because | need your help to save Henry. He diedo sou” Once SF).

24 When the curse is lifted, the queen is furthemad that "if | were you, your majesty,
I'd find a place to hide" (Blue Fairfpnce SF). As such, the characters, whether male or
female, do not decide to connect with each othsed&n their shared grief and vulnerability
(Butler, Precarious Lif¢, but through anger and violence, core aspectheagfemonic
masculinity. "Contemporary hegemonic masculiniig..dangerous because it provides a
cultural rationale for inter-personal violence..dliance with state and corporate power, it
drives arms races, strip mining and deforestathastile labour relations and the abuse of
technologies from motor transport to genetic engjiimg" (Connell, 143). What drives the
Onceplot is a use of violence by good characters duthe¢ir love for and need to protect
each other, and its use by evil characters duat® dnd revenge. Although the queen began
her quest to destroy Snow and Storybrooke wherowerlove died, the plot focuses not on
her love for him but her hate for Snow.

25 In Grimm, Nick is constantly fighting with and killing creaes, which is viewed as
acceptable because they are inherently evil. Niakssseeing creatures everywhere, but in
particular as felons in the precinct, at crime sse@nd as suspects. When searching for the
kidnapped girl, a data search results in "23 kngnedators within 5 square miles of the
crime scene” (NickGrimm, P). It is not known if these are human or wegen,it certainly

establishes a sense of danger and need for pmtedine program also focuses on violence
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done to innocent victims, with the pilot episodewmng a woman's ripped off arm. The
violence is often viewed by the detectives in &eatblithe manner. Discussions of "what a
way to go" (Nick,Grimm, P) and "hope it happened fast" (HaGkimm, P) are immediately
followed upon by a change of subject to Nick's maed proposal: "Big night, don't blow it
Romeo" (Hank,Grimm, P). At another crime scene, Sgt. Wu states titat & little
messy...looks like someone took a weed-whackerigothroat” (Grimm, SF) with the
dialogue continuing: "you weren't kidding about tiveed-whacker" (HankGrimm P),
"looks more like a hatchet" (NickGrimm SF), "except his head's still here" (Sgt. Wu,
Grimm, SF).

26 Nick uses his position as a police officerigmal that he is good and wesen are either
with him or against him: "I'm a cop, and if you kmaevho's got her you had better tell me
right now" (Nick, Grimm, P). His abruptness comes from his concern foythag innocent
girl victim, as it does when he is looking for Kinauwho murdered his parents. Nick states
he "wants him alone and not in an interrogatiomro¢Grimm, SF). He takes to the Grimm
life well, getting very excited when he finally ieluliette about his double life and shows
her the medieval-like weapons he uses.

27 The characters of Charming, Emma, and Nick (@é&as, periodically, Snow) are apt
examples of how:

Hardness and violence, plus compassion and caaepasent equation for hegemonic
masculinity in public symbology today. And what hiets these two seemingly
opposed principles is protection—protection of dteh and women from bad guys,
from evil robots from the past, or from facelesmlaently irrational terrorists from
outside our borders. (Messner, 467)
Their enactment of hegemonic masculinity in oraeprotect weaker characters from danger
in a fight of good against evil are core aspecta géndered militaristic approach to life and
lore. These representations are not fixed, althdbgh circulate persistently i@rimm and
Once as well as connecting to other historical andt@mporary versions of fairy tales and

societal understandings of gender.

Conclusions

28 Grimm and Once are enjoyable, well-made programs that have aediewmuch
success. They tap into particular western apprcathéairy tales, expanding from some of
the more popular stories. While incorporating mémagitional elements, they also challenge

certain aspects, with some female characters ad god strong (Emma), and some formerly
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evil characters as "reformed" (Monroe). Nonethelasgh the programs, plotlines, and
characters taken together, although they add coxityléhey ultimately do not defy societal
norms in relation to gender and violence. Good #tilmphs over evil as hegemonic
masculinity saves the day.

29 A main difference in the two programs, howewe the ways in which actual
violence is portrayeddncehas no graphic bloodshed with many scenes quigatband airy,
while Grimm emphasizes carnage in night scenes or enclos&dsgdaces. As suclGrimm
retains much of the dread in the original Grimmris&® while Once reflects its Disney
connections. While once Nick becomes aware ofdirgthle world there is no indication that
there will be a happily-ever-after i@rimm (indeed, one episode is titled "Happily Ever
Aftermath," that focuses on the murder of an etgpmother),Onceis the product of the
"Disney-like uniformity" Bacchilega discusses thaproduces and sells itself internationally
by turning the fairy tale into a standard valued-dreams package" (143), although it is not
as simplistic as the Disney tales that Zigeasirfy Tale9 critiques. Nonetheless, the values of
both programs hinge on beliefs that hegemonic niagtiyuand a fight against evil will result
in a dream of family security and safety, with tro®e restored and mothers and sons
returned to each other. Indeed, perhaps it isdhe who are the true heroes. Nick is obvious
as a hero as the male protagonisGinmm, but Henry is a more covert one @nce As
Henry is the one who finds Emma, brings her to ytaroke, and convinces her to believe,
he is arguably the hero.

30 Grimm and Once engage in similar ways with militaristic societdeals. Fights,
violence, and battles are viewed as accepted andred, save for the occasional voice of
conscience through Jiminy Cricket. Men and womenfop@ a certain balance of
hegemonically masculine traits, working to enstme grotection of innocents. Evil continues
to lurk nearby, with good always ready to respdkutl yet both programs also provide space
for critiques of the ways in which western socieigws men and women, good and bad. It is

this space that will hopefully develop as the pamgs move into and through future seasons.
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Chaos Reigns: Women as Witches in Contemporary Filmand the Fairy
Tales of the Brothers Grimm
By Annette Schimmelpfennig, University of Colog@ermany

Abstract:
The image of the witch is etched on the memory fidritidhood on, characterised by her
portrayal in fairy tales and shaped by popular welt especially contemporary film.
Although of pre-Christian origin, and exploited ohgr the peak of the witch-hunts from the
late 13“ to the middle of the 1B century, the belief in witches has barely forfeitiés
sometimes dubious popularity. While the commers#ion of other magical and monstrous
creatures such as vampires, elves and werewolllesvothe trend of Hollywood marketing
experts and the development of youth culture, thitehwappears to be a constant fictive
companion in bed-, child’s and living rooms. Bea# animalistic grandmother-gone-bad in
the Grimm’sHansel and Gretebr as narcissistic queen in the form of Charlizerdn in
Snow White and the Huntsmahe depiction of female witches is versatile.

1 An obscure hut in sinister woods, secluded frbm dutside world, inhabited by an
old and wicked, often deformed woman. The imagé¢hefwitch is etched on the memory
from childhood on, characterised by her portrayalfairy tales and shaped by popular
culture, especially contemporary film. Althoughpse-Christian origin, and exploited during
the peak of the witch-hunts from the laté"6 the middle of the IBcentury, the belief in
witches has barely forfeited its sometimes dubipogularity. While the commercialisation
of other magical and monstrous creatures suchrapives, elves and werewolves follows the
trend of Hollywood marketing experts and the depmient of youth culture, the witch
appears to be a constant fictive companion in belitdren’s and living rooms. Be it as
animalistic grandmother-gone-bad in the Grimidansel and Gretebr as narcissistic queen
in the form of Charlize Theron iBnow White and the Huntsmahe depiction of female
witched is versatile, as can be seen by comparing diveirssmatic witch characters with
their literary ancestors by the Brothers Grimm.

2 Like every legendary figure, real or imaginedt thitch is attributed a certain set of
characteristics which distinguishes her from otteerd makes her identifiable. First of all, it
is curious that while there is no consistent d&bni of witchcraft (Kiekhefer 7), many
resources are able to draw a clear picture ofatold Grimm in his work about German

mythologies for example described witches as oldem, who have become unable to love

! The term witch is not exclusive to the female bakit is less common to use it for a male, who Miauore
rather be described as sorcerer, wizard or warlbigkvever, in this paper | will use it exclusivelgrffemale
characters.
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and work (cf. Grimm 599). He considered women inagal to be predestined for clandestine
magic because they, as opposed to the hard wodkidgvar conducting men, have enough
time to dedicate themselves to the preparationeafihg ointments and from there on it is
only a small step to the practice of witchcraft. 6899). Their high powers of imagination
make them receptive for superstition of any kindrtlirer it was believed that witches are
women who had been seduced by the dewitl “achieve their malevolent, destructive effects
only with the aid of Satan and demons” (EasleaThe use of “malevolent” here clearly
shows a value judgement. The witch’s magic is emplatith black magic that is used to harm
others, for example by bringing them illness, tognithem into animals or objects or
influencing their love lives. This is opposed te #o-called white magic, which for example
was believed to restore health with herbal medicineong others. The witch’s magic
however is a “tapping into the forces of nature&f(@er 19) which changes its order, as often
believed to the worse.

3 The witch’s outer appearance may not be furtrescdbed by sources, but her
supposed behaviour and disposition all the moremFa sociological perspective, the witch
was the opposite of the woman’s image as propageddby the church, “the repentant
woman who spent her life cloistered or serving nmeorder to do penance for her original
sin” (van Vuuren 72). She was used to point ouedghce (Sempruch 2), namely between
the good, virtuous woman and the foul one. Espgcssdxuality plays a crucial role here,
because witches were believed to fornicate withdinal and precipitate the demoralization
of society. While the ordinary woman was chaste witch was characterized as knowing no
sexual boundaries and seducing helpless men whesbkgegot the chance to do so. But it
was not only men who were threatened by witchesat common belief that witches engage
in infanticide and cannibalism (cf. Levack 20), alhnot only changed but also perverted the
idea of the woman as nurturing mother. The witchtBthence functioned as a necessary
means to secure society’s “moral boundaries” (Behuda 14). In times reigned by poor
survival conditions, witches became scapegoatswkeat held responsible for moral decline
and epidemics and led to the so-called witch craze.

4 A popular instrument which played an importanit pa the witch-hunts, and also
focussed heavily on women’s sexuality, was the aled Malleus Maleficarum the

“Hammer of the Witches”, a tract composed in 1486 Heinrich Kramer and James

2 It is important here to remark that it was genesdief that the women let themselves be seduceBatign and
were not forced by him to do so. This is cruciatdese it denies these women the role of the vicinte they
deliberately chose to turn away from God, a popatgument used for example by the Church in theofesm
witch trials.
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Sprenger, which was supposed to serve as evidengétEhcraft and the evilness of women.
Unlike the fairy tales, this is not a work of fiati, which is why it serves well to offer
valuable insight into the historical understandwigthe witch and why she was feared.
Divided into three parts, their work argues thdie“tfragile feminine sex” (Kramer and
Sprenger 99) is “chiefly addicted to Evil Superstis” (ibid), an opinion similar to the one of
Jakob Grimm, as mentioned earlier. They reinfoha@rtimplementations with quotes from
Roman thinkers such as Cicero and Seneca and, impgatantly, the Holy Bible, a policy
stroke in this regard because by doing so theydcooiint on the church for support of their
theses. Kramer and Sprenger conclude that “sinoenpm] are weak, they find an easy and
secret manner of vindicating themselves by witcititi@d01). Particularly the mention of
“secret manner” is remarkable here because it esiggmthe devious character of the witch,
yet this is not the strongest point they try to mak one accords credibility to their ideas the
most crucial reason for woman'’s fascination withichveraft lies in her degenerate sexuality,
or as they put it, “the natural reason is thatish@ore carnal than a man, as is clear in her
many carnal abominations” (102), with its origintive biblical Fall of mafi.Were it not for
the sexually tainted woman, man would not havesty the horror of defenceless seduction.
Ultimately it appears only logical for them to de@ that the woman “is an imperfect animal,
she always deceives” (ibid). It is remarkable hbvotighout the text the terms “woman” and
“witch” become synonyms. What begins as a treatiséhe witch turns more and more into a
polemic pamphlet on the evil nature of women in egah The Malleus Maleficarium
proclaims in summary that women are credulous, ma@and sex-driven creatures who are
bound to fall for the temptations of evil, or maeaggerated: there is the potential of a witch
in every woman.

5 How is the historical image of the witch now skted into the fairy tales of the
Brothers Grimm?Initially, the typical witch appears in the taleisher as old woman or as a
stepmother without further age statement. As alreaéntioned, descriptions of physical
appearance are rare in their talése Riddleis one of the few tales by the Brothers Grimm
which offers a minimal description, where the oldman is described as having “red eyes”
(Grimm 22) and consequently established as a mureadistic rather than human creature.

Apart from that, characters are often either lauklyoung and beautiful or old and ugly

% The fall is caused by Eve who is tempted by thpese to taste a fruit from the forbidden tree &émeh shares

it with Adam. According to theéMalleus Maleficarumthis scene repeats itself whenever a woman seduces
man.

* The fairy tales the analysis is based on wereahos how often the witch appears and how expfitigr
actions are described.
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without further explanation. This procedure maweeseveral purposes. On the one hand it
may train the reader’s or listenerjsower of imagination and give him or her the fremdo
create his or her own image of the characters ptedeOn the other hand it may not have
been necessary to further describe the differeneegeen the appearance of a princess and a
witch because of the social propaganda burnt méanind of the collective society. Good in
a multitude of tales is personified by either aligavealthy royalty, as iThe Frog King or

Iron Heinrich where a princess later marries a prince who waetuinto a frog by a witch,

or poor but beautiful peasants who marry into tbhble rank towards the end, as the poor
maiden inThe Old Woman in the Foredtvil by contrast is always ugly and often moves i
the opposite direction, namely by either losingrtihenk and/or wealth, as for example the
old woman inThe Blue Lightor not owning anything to begin with. Using thedel of the
witch in this way reveals a lot about the thinkofgthe estate-based society. She cannot win
because her rotten character is already displaybdri outer appearance and vice versa.

6 The typical witch as presented in the tales 1gcers, nobody loves, likes or pities her.
She seems to have brought disaster upon herselfliae®l on the margins of society,
visualised by her residence in the woods. Howethex,woods are also of importance for
another reason:

As in real life, forests are places through whiale ovend one’s way uneasily,
especially if one is alone, most especially if wona child, not knowing what to
expect from the dark solitude. The sounds or fomestvaste are not part of the
villager's symphony: their dwellers do not part&ip in the net of relations that
makes one feel secure. (Weber 97)
The witch’s residence immediately establishes lsea aile character who cannot be trusted
because she uses the uncanniness of the woods #&olVentage. In Brother and Sister, the
protagonists’ “evil stepmother, who was a witch’rig@m ch. 11) abuses her stepchildren
after their mother’s death, until one day they away and end up exhausted in a forest. The
stepmother slinks after them, “as witches oftenksl{(ibid), and curses all springs since she
knows that sooner or later the children will betiwsty that they will have to drink from
them. Shortly afterwards it is the boy who cannearbthe thirst anymore, drinks and is
changed into a fawn. Nature appears here as tlod'sially. She may be unable to control
the children but the forest is her territory. Whére normal, i.e. the good and pure human
experiences terror, that is to say in the woods vitcked woman is at the peak of her dark

power. Remarkable is also the solution of the cuespecially with regard to the historical

® |t shall be kept in mind that during the time loé ffirst publication ofsrimm’s Fairy Talesn 1812, fairy tales
were still a strong part of the oral tradition arat, as often assumed today, exclusively for childr
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witch-hunts. In the course of the story, the witadt only casts a spell on the boy, she does
even more mischief. Unbeknown to her, the girl doatsdie in the forest, as she assumes, but
grows up to become the wife of a king. This caukeswitch’s daughter, who is “ugly as sin”
(ibid) and has only one eye, great jealousy ang ftlet to kill the new queen and her
newborn baby. They temporarily succeed but the muewrirns as a ghost, is recognised by
the king and returns to life. The witch daughtetaiken into the forest, “where wild beasts
[tear] her to pieces” (ibid) and her mother is luwm death. The tale closes with a happy
ending: “When there was nothing left of her butesshthe fawn was transformed and
regained his human form. From then on sister anthbr lived happily until the end of their
days” (ibid). Here an example is made of the wik.burning the origin of all evil, chaos,
in the form of the transformed male, is eradicated order is restorefi Also it is shown that
from a witch, nothing good can come which is denatsd by her offspring. The daughter
is in no way inferior to her mother. What she lackbeauty, she compensates in viciousness
and malice.

7 Nevertheless it is interesting to see that wihieewitch remains an outsider in society,
she has a strong bond with her biological childnehp are invariably daughters. As in
Brother and Sisterthe witch appearing iBweet Rolands both mother and stepmother, yet
she feels love only for her ugly and evil biologidaughter and not for the nice and beautiful
stepdaughter. Again, her hatred makes her atternpden as she tries to chop the beautiful
stepdaughter’s head off, but she is deceived aodiettally chops off the head of her own
daughter. There is a certain tragedy in this smfubut interestingly enough the tale makes
the death of the witch daughter seem as a necessdryGenerally peace is only restored
when the witch and her whole family, again the dgtal one and not the innocent
stepchildren, are dead. Yet remains the questionthére is never a father figure mentioned
in the witch families. Since the witch herself isvays introduced as a single mother this
prompts two conclusions: either her child was corezkwhile fornicating with the devil or
the father is absent because he cannot exist oextwoman possessed of dark forces. The
lack of a male equivalent in the stories, and withhe lack of a male scapegoat, may
therefore be interpreted as a continuation of fen@bpression by men (cf. Green and
Bigelow 199). Bluntly said, in a patriarchal sogiets portrayed in the fairy tales single,
unattractive women like the witches appear suspgiand must be involved with the devil
because they lead lives diverging from the norm.

® The burning of the witch as solution of the stand deliverance from all evil can also be foundhre Six
SwansandThe Two Brothers.
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8 Two of the Grimm’s most popular fairy talédansel and Gretend Snow White
contain simultaneously two probably iconic witchaddcters, when it comes to the portrayal
of witches in literary fiction. Albeit it shall bpointed out that only the old womanHtansel
and Gretelis explicitly denoted as witch, whereasSnow Whitehe term is used not once.
Nevertheless she can clearly be identified as @waudse of her magic mirror and her dark
intentions, i.e. to pamper her own vanity and quaee Snow White, her stepdaughter, as
“the fairest of all” (Grimm ch. 53) by poisoning héder death is also typical in its cruelty,
although it appears as a stylised version of thenknwitch-burning. The evil stepmother is
punished by having to wear heated iron slippersdanting herself to death. The old witch
in Hansel and Gretéby contrast dies, one might say, the traditioniathvdeath, when she is
pushed into the fire of the oven by Gretel. Snowité/f stepmother and the old witch in the
gingerbread house may appear different in theiati@iship to the children and their
intentions for killing them but both women succeeduring their victims into a trap with
food. Again it seems as if the role of the mothertlae child’s nurturer and guardian is
perverted. Instead of nurturing the children th&clvifeeds on them and reveals a preference
for cannibalism. This aspect further emphasisesrieman character. The witch is not only
a dangerous woman, she is downright a monster &adréliar female monster” (Creed 2) at
that.

9 The monstrous appearance of the witch may bebascto her affinity for animals.
Many mythological figures have been attributed alistic features, such as the vampire
with its bat-like fangs and wings and the werevadfhalf man-half canine creature. In early
illustrations of storybooks the witch is often drawith claw-like fingers and a long, bent
nose, similar to the beak of a bird. AgainHansel and Gretelone can find the following
comment on witches in general: “[w]itches have eggs and cannot see very far, but they
have a keen sense of smell, like animals, and etacdwhen human beings are near them”
(Grimm ch.15). The witch is clearly separated frother humans here and it is emphasised
how her animalistic skills enable her cannibalisince again the witch is denied her
humaneness. If she is not depicted as animalistiself it is striking how the fairy tales of
the Brothers Grimm that feature a witch almost gksvaontain a multitude of animals as
well. Take for exampld@he Two BrothersThe Golden ChildremndThe Old Woman in the
Forest All three contain several animals, among themctjpforest dwellers such as foxes
and hares, but also magical and precious creatsies) as a talking doveTlje Two
Brotherg, a talking golden fishThe Golden Childrenand a living bird made of gold e
Old Woman in the ForestThis peculiarity may be interpreted in two difat ways. On the
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one hand, since witches were thought to be closatiare it does not come as a surprise that
they get along well with wild animals and are atdeuse them for their purposes. On the
other hand it was also common belief that witchiesadle to morph into animals themselves
(cf. Merrifield 175). The appearance of golden aalfing animals may then be read as a
reincarnation of the witch, which also revalues lar life is enhanced by the golden skin or
plumage, her complete outer transformation int@maimal enables her to contact people on
the other side of the woods, who would otherwiserdéygelled by her witch-like looks.
Ironically enough this would also mean that for Hoeieties described in the fairy tales a
manlike, i.e. talking animal is easier acceptedg\v@an welcomed, than an animalistic woman.
The circle of human animals and animalistic hum&ngnally completed inThe Bremen
Town Musicians Here, the cat, unexceptionally referred to as’ ‘theoughout the tale, is
mistaken for a witch by a robber. “There’s a grumeaowitch in the house! She spat on me
and scratched my face with her long claws” (Grimm2@). In a way mistaking a male
animal for a woman can be seen as yet another dapo& of the witch’s femininity. Not
only is she a gruesome creature, she is also ratasea real human being.

10 The witch as fictional character owes her pajpyigartially to the Brothers Grimm
for incorporating her in many of their stories. Naw@ys this popularity is not restricted to
fairy tales, as can be seen in her numerous appmzs@n screen, both in adaptations of said
fairy tales and other fiction. Here, a crucial agpe the importance of the witch’s visual
appearance. In contrast to the historical repodacerning witches and the meagre
descriptions by the Brothers Grimm it can be shat Hollywood gave the witch a face, or
several, rather different faces. As a movie charashe can be found in every genre, from
child- and young adult-oriented movies to horrod ammantic comedies which attributes her
a versatility that is unexpected if one compards tier portrayal in fairy tales. In the stories
discussed beforehand the witch had neither a name mistory, just like the majority of
fairy tale characters. Nonetheless it becomes ¢hesirher sole purpose in the stories is to
cause havoc and trigger an incident the protagoh&te to endure in order to “live happily
ever after”. By giving the witch a name and tellingr own story she sometimes becomes,
paradoxically, more human, as can be seen in mamgthmovies, where a woman without
witch powers changes, or is changed, into a witckviech-like creature. It is also striking
how the movie-witch is given a new dimension, tisab say a sexual one. In the fairy tales
by the Brothers Grimm, the only hint at the witck&x life is her being a mother. Nobody
falls in love with her or is attracted to her bexawf her good looks, the witch even needs

spells or potions, such as the stepmotheflre Riddle to participate in basic human
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interaction. InThe Six Swanfr example the young maiden who becomes the n@emis
mute yet the king marries her because “her beawatyech the king’s heart” (Grimm ch.49).
At the same time, the witch’s daughter is descriasdvery beautiful” (ibid) but the king
“[does] not like her, and [cannot] look at her wath secretly shuddering” (ibid), hence he
never fathers any children with her, which causes tb take revenge upon him and his
family. The witch is denied sex appeal here, htantion is destruction rather than seduction.
However, in many movies the witch is both beaut#nd seductive, her sex-appeal is rooted
in highly reserved aloofnesSiiow White and the Huntsmarhe Chronicles of Narnjaor
naive girlishnessl Married a Witch) but it always exists. Nevertheless, this newuaéxed
trait of the witch is not free of controversy aresliles has become a popular device in many
horror movies, as will be seen later.

11 The highest recognition value, with regard te thitch’'s classic fairytale-like
appearance, can be found in the influx of film adapns of popular fantasy novels. Here, L.
Frank Baum’sThe Wizard of QzZRoald Dahl'sThe Witchesnd C. S. Lewi§he Chronicles

of Narnia — The Lion, the Witch and the Wardralmene to mindThe Wizard of O£1939)
introduces the audience to two different kinds afches: Glinda the Good Witch and the
otherwise nameless Wicked Witch of the West. Thater appearance already makes it easy
to identify who is good and who is bad. Glinda Isakore like a cross between a fairy and a
princess. She is blond, light-skinned, wears aksipgrcrown and carries a magic wand. Her
evil sister by contrast is dark-haired with a pethhose and claw-like hands, has green skin
and instead of a crown and wand has a black, pdiatyand carries a broom with her.
Character differences are here expressed throumityer the lack thereof. Beautiful Glinda
surpasses her evil sister in every aspect, so nteththe Wicked Witch’'s death is not
mourned but celebrated with the cheerful “Ding Dombge Witch is dead!”, which Glinda
joins in singing. The Wicked Witch’s skin colour ynbe interpreted as a giveaway of her
feelings, especially towards her sister and heutyed herefore, as a figure she is yet again
portrayed as envious and, in the true sense ofvtnd, green with envy, a character trait that
already turned out to be fatal for the stepmothesén inSnow WhiteThe Witcheson the
contrary, released in 1990, draws a parallel wiinsel and Gretelwhereby the witches
adapted to the modern times. In order to catchddml, their favourite prey, they have
formed the “Royal Society for the Prevention of €ty to Children”, a pseudo-organisation
with the true intention of eliminating all childrefhe protagonist Luke, who earlier escaped
a witch who tried to lure him with sweets just litkee witch inHansel and Gretelrandomly

stumbles upon the organisation’s annual convenhim®gs, but is later on exposed by a group

35



of witches who turn him into a mouskhe Witcheshows a change, or rather a development
of the witch on several levels. Firstly, the witshae not only strictly old women, they come
in all ages and also in all kinds of professiohgytare chambermaids and business women
and part of everyday life, not wicked women livimga forest. Secondly, they know how to
disguise, both themselves and their evilness. Thand High Witch dresses like a
businesswoman, she wears a lifelike mask to hidgimtesque witch face and goes in public
by the name of “Miss Eva Ernst”. While the witcheghe fairy tales of the Brothers Grimm
stand out through their appearance alone, precibatyigh their stooping position and their
raddled and scarred faces, these witches know ddokend in with the other hotel guests and
society in general. The Grand High Witch is bothrigmatic and distanced but this may well
be attributed to her job as businesswoman. Her sizcket is only revealed when the mask is
removed. Interestingly, when she literally drops thask, her behaviour changes drastically,
once she reveals her true self, madness can ruaty,frencluding shrill laughter and
extroverted mannersBut The Witcheslso introduces another good witch, namely thexGra
High Witch’s assistant Miss Irvine, who changes éusack into his human form. She is
portrayed as a witch with a conscience, as sheamtie evil work of the boss. The audience
is thus presented with a conciliatory ending, asoifsay that while there are many evil
witches, there may also be nice and helpful ones.

12 The Chronicles of Narnia — The Lion, the Witch &ne Wardrobebuilds on as the
witch as a children’s nightmare, yet not becauskesfterrible looks but rather her winning
manner. Jadis, the White Witch, is introduced asaang philanthropist, as she charms
Edmund, the third of the four Pevensie childrene Sitaps him into her coat to keep him
warm, conjures up tea and promises, that she “caanything [Edmund] like [s]”. Jadis
knows how to seduce children and she knows hectaffeothers. Clad in a snow-white dress
with a crown made of ice, she lives up to her name is an impressive appearance. She is
not bent over a crutch like the old and ugly witkle the fairy tales yet she seems similarly
distanced like the Grand High WitchTimne Witchesexcept that she does not need a mask. In
all her fake cordiality her chilly demeanor stillises through and her striking complexion
can switch between loving and hateful. Jadis isoadgexample for the visual power of
witches in film, which is also apparent in the &feand very loose, fairy tale adaptations,
such asSnow White and the Huntsmé2012) andHansel and Gretel Witch Hunte(2013).

" Bellatrix Lestrange, the witch from théarry Potterseries, can be cited as another famous examplenitth
who has gone insane and whose power has gone teehdr Her character does not lack a certain tsaged
like the Grand High Witch she qualifies as friglguire for children, because of her unpredictablé @anlent
behaviour.
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The evil stepmother of Snow White, called Ravemnm#né movie version, looks like an haute
couture-version of the Grimm-queen. She can manfhather people and a horde of ravens,
always in an aesthetically pleasing manner. Ravaanalmost more threatening in her
exquisite fashion taste than in her actions. Wheee original stepmother demands the
huntsman to bring her Snow White’s lungs and livard thus makes it sounds like the
preparation of a cannibalistic meal, Ravenna wemtuck youth and beauty out of her, yet
without actually eating her. It is only with heradle in the end that she returns to the roots of
the witch myth: She is burned and turns into an oy woman.

13 Ravenna is not only a visually impressive apgeee, she is also exemplary for the
depiction of femininity and evil as expressed tlylowhe witch in contemporary Hollywood
movies. She is introduced to the audience as a wamaher personal vendetta. When she
was a child, her village was attacked by warriord she was fed a potion of milk and blood
by her mother, which turned her into a witch - @it d awaken the witch inside her? By
having been fed this potion, Ravenna is establistseg@n impure creature because she drinks
the clean life-giving mother’s milk and blood, titerary regular nutrient of monsters such as
vampires, gained by draining it out of their vicimAnd now her main intention is to drain
the life out of anybody who poses a threat to lewmen, who are younger and more
beautiful than her, men who have deceived her. hikefairy tale-equivalent, Ravenna has to
deal with the disloyal Huntsman, but in the moviapgtion her hate towards men is
considerably stronger. Before killing King Magn@&)jow White’s father, she provides rare
insight into her sentiments: ”I was ruined by agkiike you once. | replaced his queen, an old
woman. And in time, | too would have been repladdén use women, they ruin us and
when they are finished with us they throw us tartdegs like scraps”§now White and the
Huntsmal). By saying that she was “ruined”, Ravenna implrest she was raped and her bad
experience is also reflected when she says to agyboy, again before killing him, “there
was a time | would have lost my heart to a face kkours and you, no doubt, would have
broken it” (ibid). She may once have been vulnexdhlt the trauma she suffered from men
has left her unfeeling. In one scene, which dodgsappear in the fairy tale-original, she
bathes in milk, a strongly femininely-connoted dluas if she wants to whitewash herself
from her crimes but she nevertheless remains megaciher rage against men and beautiful,
young women. Snow White in contrast seems to getgavell with everybody, although she
turns into a warrioress in the course of the mawez,femininity is still reflected in her charm
and tenderness. She, the epitome of innocencejsniederred to as “life itself” (ibid) by the

dwarf Muir, is opposed to Ravenna, whose name @yreafers to the raven, a symbol of bad
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omens. Therefore the path through life is for bettmen predetermined from childhood on.
Ravenna’s dark style of clothing, again as opposedsnow White's, emphasises her
vengeful and gloomy character even more, her beaaty be striking but also intimidating,
as it helps her to literally cast a spell over ofeople and manipulate them for her purposes.
Her femininity is linked with evilness, a phenomendhat is not exclusive to
fantasy/adventure movies, the genge®mw White and the Huntsmanconsidered to belong
to. As can be seen in the following, another gemgloys the witch as a disturbing factor as
well and uses the dread and horror she causesigsadure feature.
14 A look at the list of movies containing witcheswitch-like characters shows that a
greater part of them are considered to belong @ohttrror genre or at least contain horror
elements Antichrist, Silent Hill and The Evil Deadare all examples of movies which use
witches as their central “monstrous element”, ackethat Paul Wells defines as follows:
The monstrous element in the horror text is usuatlynterrogation of the amorphous
nature of evil, or an address of the limits of theman condition; physically,
emotionally and psychologically. The prevailing feetype of the monster is the
Devil, the symbolic embodiment of evil that is ansbtuent element in monist
religions and which appears in various forms inhmyirom across the globe. (Wells
8)
Keeping in mind that witches were believed to be dlevil's helpers, have intercourse with
him and are often shown as inhuman, this definitan as well be applied to the witch as
horror film monster, but also to the witch in faigles. The “limits of the human condition”
are nevertheless depicted more strongly in theohemnovie. The witch is here shown as a
border crosser, in particular the borders betweentdlerable and the intolerable, physically
and emotionally. What is striking is that many bé twitches are troubled women, i.e. they
seem to have suffered a traumatic experience thaed them into a witch or made the
inherent witch come ouintichrist and Silent Hill show women who became witches after
the loss of their child, one accidentally and ogagart of a ritual, and now are unable to deal
with their guilt. All the women mentioned here shtlwe witch as an extremely gendered
monster, because they are connected to female iempes such as menstruation and
childbirth. Mia’s witch-turning is also strongly sxciated with the female body because the
demon of the witch-burnt girl enters her throughh Vegina. As opposed to the witch in the
fairy tale, the horror film witch is also highly>agalized, although it needs to be mentioned
that here her sexuality almost always has a negatonnotation. Mia starts cursing
obscenities and She, the nameless womainirchrist, turns into a sex-crazed maniac who

castrates her lover and circumcises herself. Thehvas overly sexualized woman seems yet
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again undesirable, because she cannot be handieernyThe horror film’s usual solution of
this problem is hence the destruction of all hgetbones, preferably as brutal as possible.
15 Details are of special importance in these nwobecause they relate the new stories
to the old fairy tales. Lars von Trier, the diregctof Antichrist indicates watching a
documentary about witch-hunts as a main sourcengjpiiation (cf. Knud 8) and sees a
connection between sexuality and horror (cf. Kngd Fhis is reflected not only in her
collection of witch materials and her “thesis”, [al$o in the setting of the movie. The hut in
the woods, ironically called “Eden”, reminds onetlo¢ typical witch residence in the fairy
tales of the Brothers Grimm. The same applieséditlt inThe Evil Dead The namelessness
of Antichrists protagonists may be read as a warning: theeevigtich in every woman that
comes out once she suffers a trauma. Interestittgdydeath of the child, which occurs while
She seduces her husband, may be interpreted asicida, because She is negligent, i.e. she
keeps the window in the nursery open. She mayotbtame him for her condition by telling
him “you have always been distant from me and Nvehjch can be seen as the average
situation of the witch in the fairy tales, i.e. hout a husband or father, but it remains the
impression that she caused her own misery. WhileaHgsychiatrist, tries to cure his wife
from her demons, she obsesses more and more aweéicraft and almost succeeds in killing
him. The woman-turned-witch is here, yet again,semted as origin of all evil and an
incurable fanatic. When He encounters a deer saffex stillbirth in the woods and a talking
fox tells him that “chaos reigns”, it seems as i§ Wwife is speaking to him through the
animals, just like the witches in the fairy taleansform themselves and others into beasts.
As long as the witch is alive and in control, thex@o order and cruel things happen, similar
to the killings inThe Evil Dead

16 When it comes to establishing a character ashwvtiite imagery knows no boundaries.
Before facing the final demon, i.e. the girl whosaaurnt as witch in the beginning ©he
Evil Dead Mia changes into a scarlet-coloured dress, alpopmage in the description of
man-eating witches (cf. Poole 40). One might wongll her clothes appear as such a
concern to her in a situation like this, especialigce the dress does not offer her any
protection. The answer may be simple, it must belgusymbolic, much like the river of
blood flowing next to the hut, which can be relatednenstrual blood. Where the fairy tales
are, figuratively speaking, anaemic with the exicepof Sweetheart Roland/hich features
talking drops of blood, the witch in horror moviesems to think the more blood, the better
and she spares no-one. In Silent Hill the audiemmunters Alessa, a young girl sacrificed

in a Christian cult and accused of witchcraft. iHether is presented like the epitome of the
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witch, a seemingly old unkempt woman who walks Henward and utters scattered
thoughts. Ironically enough, in the course of ttugysit is not Alessa’s biological mother and
the religious fanatic who influences her that aceuaed of witchcraft, but her loving
adoptive mother and the upright police officer vada@ompanies hegilent Hill clearly refers
here to the church’s role in the witch-hunts andvweh how easily the label “witch” can be
applied to practically every woman, not only thagko have a witch-like appearance or
practice dark magic. The horror here lies in hosilgaAlessa’s mother is willing to sacrifice
her for her beliefs. A fairy tale-equivalent e Two Brotherswhere a broom-maker
abandons his two sons in a forest because a gadtdgetis him that “[t]he devil’'s got them in
his power and can also bring about [him]” (Grimm 68). This gender inversion, at one time
it is the mother and then it is the father who $@ess them, is especially interesting with
regard to the prevailing misogyny both in the faale and the horror movie. While the father
is never blamed for his actions, Alessa’s mothetasstantly bullied. “Sinners deserve to
lose their spawn”, is what she is told by anotheung woman of her community, which
implies that she led an excessive, sinful lifestylee father inThe Two Brotherfiowever is
never brought to justice, on the contrary, hereval it is a woman who is mistreated and
exposed to misogyny. The huntsman threatens tlehwiYou old witch, if you don't tell me
right away where my brother is, I'll pick you upttviboth my hands and throw you into the
fire” (Grimm ch. 60). “Witch” has a strong negatie®nnotation here, it is used like an
invective. Later on he continues denouncing hercaling her an “old monkey” (ibid).
Alessa and her mother are subjected to similailtiest, whereas the community focuses its
deadly hate on the young girl as origin of evil atemonic offspring. This brings up the
guestion why the horror genre seems to favour youoigen as witches. One reason might
be that young women are especially threateningusecthey are sexually desirous and still
physically able to produce a spawn of the devitnfrra psychoanalytical point of view the
witch in general hence concerns primal fears ofrttam: “fear of castration, fear of the all
consuming mother” (Bovenschen, Blackwell, Moore, cRfaueller 91). Additionally, her
role as mother makes the witch even more menadaragyraonster because it is a betrayal of
confidence, she is willing to kill her own childrand men and women alike, thus becomes a
universal, both human and inhuman threat.

17 That the sexual witch does not always have ta benster in the sense of a horror
figure becomes obvious when one takes a look atiteh in dark or romantic comedies.
Here she may be sexually aggressive as well, batsensual, seductive and not consuming,

flesh-eating way. Although set in a lighter atmaegh the witch is nevertheless threatening,
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mainly because her ways of seduction are in greatra&st to those of the other women
appearing in the movies. Good examples hereDar& Shadowsand Death Becomes Her
where women use witchcraft and thereby reinfor@ar teexual attraction. Both movies are
considered dark comedies or horror comedies, ag lthe slapstick humour with horror
elements. Their behaviour is opposed to the witctieése Brothers Grimm, they do not have
cannibalistic or bad intentions to begin with, thiky long for is an acceptable partner. Love
as the origin of wicked events is here the prengilnotif. In both movies women battle for
the love of a man, iDeath Becomes Hawith the use of a magic potion promising eternal
youth, in Dark Shadowswith the use of full physical strength. Madeliriee narcissistic
actress may not be a witch in the classical sensshe uses witch-like techniques, namely
the ominous potion, to reach her goals but like witches in fairy tales, she is only
temporarily successful as the potion shows sidecstffand the man turns out to be not quite
the catch she expected him to be. Angelique, thehvin Dark Shadowss similarly unlucky.
Although blessed with a heavenly name, she turtts anwicked fury when her object of
desire, Barnabas, does not return her love. Wigthes here not only used as a weapon, it
also serves to emphasize their femininity as faableras possible and the witches are shown
as a further development of the 'femme fatale' sdduces man to gain sexual pleasure and
is, intentionally or not, responsible for his moaald social downfall. Interestingly enough it
is rarely the male character who gets blamed irsethgituations. Barnabas may leave
Angelique for another woman but it is she who sneéd. Helen and her rival Madeleine in
Death Becomes Hereed to stay physically attractive for Ernest sastays with them while
he lets himself go. Like a sexy dress and good nugkevitchcraft is portrayed as a female
accessory, a must-have to be desirable at all tidegdousy and envy are, same as for their
fairy tale-ancestors, important aspects but ineihé they just want to please not themselves
but the man they are in love with.

18 The opposite of the highly seductive witch, guod and homely one that wants to
live a regular life, is shown ih Married a Witchand Bewitched I Married a Witchfrom
1942 introduces the seductive witch who gives up pgwwvers in the end for a life as a
supporter of her husband and housewife, with thedsv@love is stronger than witchcraft”.
While in the beginning Jennifer is introduced aseauctress that no man can resist, this
changes when she falls in love herself. Her aitacfor many men clearly lies in her
witchcraft which becomes obvious when she triesiéxe the man she loves fall in love with
her without a use of her powers and fails. Witchices a seductive feature is here

condemned, the overly sexual woman has no appe#héomorally obliged man and she is
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forced to retire. Isabel, the TV-witch Bewitched choses to abjure her powers voluntarily
but sees herself forced to frequently resort tantlwehen she discovers that she is only used
as pretty attachment for Jack, the protagonishefshow she stars in. Her appeal lies, as the
title already suggests, in her effect on the augheand Jack. Even when angry, Isabel is still
charming and enchanting. The destructive powemhefdassical witch is extremely toned
down, her sex appeal tends to approach zero. T$teudgve side of witchcraft as exposed in
horror movies is opposed with a constructive, lemabling side, the dark, wicked witch
becomes the friendly neighbour next door. The atesai a father-figure or husband may
nonetheless be read as a reference to the classiddle-witch and her existence as widow,
single mother or even old spinster. If the old tvs in tales such d&he Frog King or Iron
Heinrich andThe Iron Stovean cast spells on princes, then young movie-wgaan just as
well bewitch their modern-day equivalents, intenéily or not. Nevertheless, she is never
excessive, but rather virtuous and has mostly gotmhtions. One might claim that after the
over-sexualisation of the witch this is yet anotimede fetishisnf,precisely the tamed woman
as ultimate fantasy. At any rate it is interestingsee that in romantic comedies the witch
may not die the death of the fairy tale-witch, slné nonetheless loses her magic.

19 In summary it can be said that the witch, batlthie fairy tales and in contemporary
film, is a fantasy. Whether one believes in henot, she is always connected to extremes,
extreme beauty, extreme malice, extreme madnessdierging from the norm endangers
her and makes her desirable. The image of the @igkeman may have developed further
but it can still be traced back to its historicabts and although it may not always be
apparent, many movie-witches can be compared to tioeinterparts in the tales by the
Brothers Grimm. Is this intentional? Well, justdibeauty is in the eye of the beholder, the
same can be said about witchcraft, it can be seea deliberate stylistic device or the
supernatural appeal of a woman. At any rate, thiehws a fairy tale character come to life on
the big screen who keeps up with fashions but ngets out of style. As a gendered monster
she lets chaos reign wherever she appears, baibdasger of bad luck, social scapegoat or

seductress.

8 Fetishism here shall be understood not as appieah object, but as a sexual stimulus triggerea logrtain
appearance and behaviour.
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A Scopophiliac Fairy Tale: Deconstructing NormativeGender in Angela
Carter’s “The Bloody Chamber”
By Caleb Sivyer, Cardiff University, UK

Abstract:

Angela Carter’s short story collectidine Bloody Chamber and Other Stories reworking

of traditional fairy tales, or as she suggestedriss about fairy stories.” Carter takes up the
flexible structure of the fairy story in order t@mamunicate the experiences of being a
woman in a patriarchal society, subjected to certeays of seeing and being seen. In this
article, | explore the economy of vision in theetistory of Carter’s collection, arguing that
she deconstructs the violent structure of seeingogined in the two main characters in the
story. | conclude by looking at two alternativeattappear in the story, both of which move
beyond the violence and seductiveness of waysedfigavithin a patriarchal society.

1 In 1979, after having published two novels tletaut to thoroughly debunk myths —
those “extraordinary lies designed to make peopfece” (CarterNotes38) — Angela Carter
published a collection of short stories under ttie The Bloody Chamber set of reworked
fairy tales, or “stories about fairy stories” ag ghuts it (CarteriNotes38). Unlike the falsity
of myth, Carter saw fairy tale and folktale (shesushe terms synonymously) as having a
radical political edge. Whilst myths have to begla®d with, dismantled through the act of
writing”, folklore is “a much more straightforwaigkt of devices for making real life more
exciting and is much easier to infiltrate with atkénds of consciousness” (Cart&lptes38).
This is thanks to the flexibility of the form of l[koand fairy tales: transmitted orally, each
new teller could modify the tale to suite the paar context in which it was told. Since tales
are thus “embedded in social and material condstigWWarner xvii), they are perfectly suited
for the interrogation of the kind of issues thagqarcupied Carter, such as the deconstruction
of gender norms and ways of seeing.

2 One dominant aspect of Carter’'s oeuvre is a conegh the visual. An early scene in
her novelThe Magic Toyshomvolves the protagonist Melanie gazing at herseH mirror,
whilst in Love the character of Annabel is described in termsstif images from
expressionist films. Carter’s interest in the visigmalways in relation to the myths and
conventions that structure society, and how thégtedo the construction of identity. Susan
Sellers notes that Angela Carter views mythic insagfewomen as ‘consolatory nonsenses’,
and goes on to say that Carter “attacks this mytiscription for dealing in what she calls
‘false universals,” since it ignores the complexfyindividuals as well as the mutability of

history” (108). The stories collected Tine Bloody Chambaegertainly explore mythic images
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of women and show both their violence and attractithey also feature many scenarios in
which looking and being looked at are the centoaiug, along with the consequences of
certain ways of inhabiting the visual world.

3 In this paper | have chosen to examine thegttbey from this collection, arguing that
“The Bloody Chamber” foregrounds the ambiguity bé tvisual world, revealing both the
violence and the seductiveness of certain wayseefng or being seen. It does this by
showing the relationship between ways of seeinggamtlered identity, examining both how
subjects take up positions within the visual waitdl the potentially violent consequences of
such positions. As noted above, Carter uses theeganfairy tale because of its flexible
structure, the most evident demonstration of tieisuaing at the level of narration: Carter’s
female first-person narrator is able to flood a ifean fairy story with her own form of
consciousness. In this way, Carter is able tolratéladitional story and explore it from her
own point of view, foregrounding her interest inetpolitics of gender and vision. My
analysis will look at two forms of vision that redato gendered identity, examining both the
pleasure and the violence of such ways of seeind, vaill conclude by considering the
alternatives that Carter’s short story offers tohsa violent economy of vision. Throughout
my analysis | draw upon influential theories ofiers such as Jean-Paul Sartre’s concept of
“the look,” John Berger’s dichotomy of ways of segiand Laura Mulvey’s notion of “the
male gaze.” These ideas will be used to shed ligbh Carter’'s explorations of gender and
the visual.

Bluebeard and The Bloody Chamber

4 Before commencing my analysis, some backgroufmnration about the story is
useful to note. “The Bloody Chamber” is a moderteléng of the fairy taleBluebeardby
Charles Perrault. This tale tells the story of ang woman who discovers that her newly
wed husband is a violent psychopath who keeps ¢la€e thodies of his previous wives in a
secret room. She discovers this fact by enterimg dbcret chamber, against her husband’s
declared wish that she not do so. Although her &idlfinds out about her transgression and
attempts to murder her, her two brothers arrive ijusime to prevent her death. As well as
coming to their sister’s rescue, the brothers kikohe husband and the tale ends felicitously
by noting that the woman eventually marries a “Wwprnan” (Tatar 156). The two central
themes of the tale are thus caution in marriage thaddangerous consequences of a too-
strong desire for knowledge. But this latter themeot gender-neutral. Instead, there is an

emphasis upon the dangers of curiosity for womemchvdraws on traditional images and
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archetypes of the dangerous woman. As Maria Tagaeaims, “Perrault aligns the intellectual
curiosity of Bluebeard’s wife with the sexual cwity of women in general, thus hinting that
his protagonist is very much a daughter of Eve'6j14Although the tale is resolved through
her being rescued by her brothers and her martiage “worthy man,” these two themes
continue to resonate so that the tale does notigiemal “happily ever after.”

5 Carter's short story takes up both of these tlsemé gives them a feminist twist.
Firstly, the theme of caution in marriage is showwnbe haunted or complicated by the
privileged status of masculinity — for example, flo@&ing woman is rescued from poverty by
her wealthy husband. Secondly, the theme of caungionvomen about the desire for
knowledge (linked to the myths of Pandora and Eveg¢vealed as a fiction that supports the
hegemony of male desire and the inequalities afigrahal society. Carter brings out these
ideas through the use of vision — through visuatoenters and visual metaphors. The
different ways in which characters see and takasplee in seeing is the central mechanism in
her short story, as | will demonstrate in my anialys

6 Carter makes a number of changes to the taBduabeard Firstly, the young woman

is rescued not by her brothers, but by her mothibg is presented as a strong, independent,
fearless and loving woman. This change alone shawslternative characterisation of
women — as active, courageous and capable. Secasllyoted above, Carter presents the
theme of temptation differently. Instead of seding young woman'’s entering the forbidden
chamber as proof of a dangerous feminine curiggisyin the myth of Eve or Pandora),
Carter turns it around and presents the act osgrassion as conditioned by the sadistic and
dominating desire of man. As the young woman say&atds the end of Carter’'s story: “I
knew | had behaved exactly according to his degires| had been tricked into my own
betrayal [...] | had played a game in which every mavas governed by a destiny as
oppressive and omnipotent as himself, since thatirdewas himself; and | had lost” (137).

7 Thirdly, Carter fleshes out the character of thverthy man” from the fairy tale,
giving him a more substantial role in her storyeStrites this character as a blind piano
tuner and by doing so gives us a character thabearead as offering an alternative to the
economy of the violent male gaze, as representetidojausband. Lastly, Carter’s rewriting
of the tale ofBluebeardemphasises the material conditions of the livethefcharacters, as
opposed to the timeless or mythical quality of mdéaiyy tales, or at least their modern,
educational versions. For example, Carter renarhesviolent husband “the Marquis,”
following a tradition of linking the figure of Blieard with Gilles de Rais (1404-40), a

Breton knight who was a companion-in-arms of Jdafiro and an infamous child-murderer.
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Likewise, by setting his castle in Brittany and aésing the villagers’ fears of the Marquis,
Carter also “evokes the brutal feudalism of thednisal Gilles de Rais” (Sheets 645). At the
same time, as Sheets goes on to point out, Cadetnl\csets her story in the modern age with
its references to telephones, the stock marketdand trafficking, and these also help to
ground the story in material reality.

8 Carter sets up the relationship between the Msuand his young bride as one that is
typical within a patriarchal society: the man asearan active and dominant role whilst his
bride is positioned as passive and timid. Althoubk differences between them partly
concern wealth and age, Carter foregrounds théiierdnces in terms of the visual. The
Marquis represents the dominant scopic positiohiwipatriarchal society: the active, gazing
position, the one who looks. His perspective domeimdis wife’s and their relationship is
conducted in such a way as to satisfy his dedifssvisual engagement can thus be seen as a
form of scopophilia or pleasure in looking, andcisaracterised by both voyeurism and
fetishism. By contrast, his bride occupies the pas®le of the object gazed at, assuming her
husband’s perspective on herself (seeing hersdieaees her) and identifying with the self-
images he offers her. | will begin by analysing kit@rquis as fetishistic voyeur and then turn
to the young bride’s way of looking in order to exae how it is that she is seduced by her
husband’s way of seeing, given that it is so viblém the conclusion, | will look at the two
alternatives to this visual economy of voyeurisna &hentification: the blind piano tuner’'s
economy of the ear, characterised by opennessttardizeness to the other, and the figure
of the strong mother, an image of independent atigeafemininity, and who shares a kind

of maternal telepathy with her daughter.

Fetishistic Voyeurism

9 The Marquis’ scopophilia is established in selv@mgortant ways, including the
history of his previous wives, his adorning of ming bride, his way of looking at her, and
his obsession with pornography. To begin with, &t®pophilia is hinted at from the
description of his previous wives, which we leaboat throughout the story. One of his
previous wives was a lady of high fashion, whilsbther was famous for being a nude model
for painters (112, 113). Both of these roles illatg what Laura Mulvey describes as the
primary function of woman in patriarchal societyxh#itionism (Mulvey 19). It also
illustrates the primary role of man as voyeur. Tikifurther confirmed by the young woman
when she notes that her husband had “invited meimohis gallery of beautiful women”

(113), and that when sitting with him (“on his a)nat the opera, “all eyes were upon me”
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(114). Through this exhibition of his fiancée (and previous wives before her), the husband
takes pleasure not only in gazing upon her, bu sdsreceiving recognition from others —
from the gaze of others. In this way his desiredsfor her as an individual but for what she
signifies, what she is worth in the eyes of oth&s Mulvey succinctly puts it, women “are
being turned all the time into objects of displeype looked at and gazed at and stared at by
men. Yet, in a real sense, women are not therdl.aftee parade has nothing to do with
women, everything to do with man” (13). The youngman clearly fits this idea, for it
becomes apparent later in the story that she isgos in a line of women whose most
important function is as object of the Marquis’fis#l desire and, in visual terms, as object of
his gaze.

10 An illustration of the way in which the Marquetishizes his bride can be seen in the
lavish clothes and jewellery that he gives her. dldy does he buy her an expensive dress,
but he also adorns her with two family heirloomst apal ring and a ruby choker.
Commenting on the dress the young woman says: féwaesinuous shift of white muslin tied
with a silk string under the breasts. And everystaged at me” (114). In this way she has
been turned into an object of display, with patacattention drawn to her breasts, a typical
object of male fetishism. The jewellery he gives isenore complex. The opal ring and ruby
choker not only place her within his family traditi thereby subjugating her individuality to
the formal structure of lineage (in a similar wayhow she is merely one wife in a line of
wives), but also focus attention on her hands atk mespectively. Firstly, the opal ring is
captivating and therefore distracts her from hanpiplaying: as she says, “I could not take
my eyes off [the opal ring] when | played the piaridl5). The ring therefore not only
fetishizes her, but also distracts her from heriocaligalents and encourages her to focus her
attention on her appearance. It is thus a metafoindrer husband’s desire to turn her into a
visual object and to coerce her into adopting hisveying perspective of her. His
fetishization of her conceals his fear — fear aof Ilecoming an independent subject, fear of
her sexual difference, perhaps even fear of castrathis latter idea is hinted at by the ruby
choker: another family heirloom, originally worn Ibys grandmother to signify her escape
from the guillotine during the Terror of revolutiemy France. This object in particular seems
to prefigure the bride’s death sentence: when hesbénd discovers her transgression he
instructs her to wear the choker for her decapitati he choker as fetish object is heavy with
signification. In a footnote to her essay “PervePdeasure and Fetishized Text,” Becky

MacLaughlin notes that what is “[m]ost striking aibahis fetish is its paradoxical potential
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for castrating (death by strangulation) and atstiime time concealing castration (a cover for
the mark of the guillotine — or, perhaps, for a pine bite)™.

11 One of the best illustrations of how the Marfu@yeuristic gaze is both violent and
seductive occurs in an early scene in the storgmie takes his young bride to the opera.
Here, adorned in expensive clothes and jewelleiy,bhide is shocked at encountering his
violent gaze: “I saw him watching me in the gildedrrors with the assessing eye of a
connoisseur inspecting horseflesh, or even of adwile in the market, inspecting cuts on
the slab. I'd never seen, or else had never acledwyeld, that regard of his before, the sheer
carnal avarice of it” (115).

12 This passage highlights the different positittva men and women have traditionally
occupied as visual subjects within a patriarchaletg. John Berger captures this distinction
in a famous and succinct passage in his baflys of Seeingdmen actandwomen appear
Men look at women. Women watch themselves beingddaat” (47). | will return to this
distinction later on in the analysis of the youngman’s particular form of seeing. For now |
wish only to note the distinctions Carter createthis passage, with the Marquis taking the
active, gazing position and his young bride pasgikeflecting on his look at her. The sense
of his gaze as active is emphasised by the violehbés look in the metaphor of her body as
dead meat. By contrast, the passivity of her owok Is highlighted by the fact that she is
looking at herself not only through his eyes bwoathrough the reflection of a mirror, an
object traditionally associated with women’s vandyg depicted in the tradition of the nude
painting? As we will see in the course of my analysis, pdr€arter's aim in this story is to
reveal how this opposition is both violent and cemional (or normal), and that
deconstructing this power-structure is both possiéid important. The significance of this
gesture lies particularly in the comment above thatyoung woman had perhaps noticed the
Marquis’ gaze before, but had not acknowledgedhis distinction reveals the normality and
therefore invisibility of certain ways of lookingespite the violence in them. It is this opacity
that writers like Carter, and feminist theoriskelMulvey, have sought to bring to light.

13 The power of this way of looking is also revelaile a couple of other key passages.
Here, we get a sense that the Marquis’ gaze isiesbto him as an individual but is rather an
abstract position of power that is assumed by langeneralised way of looking within a

certain form of society, and also in part a conditof being part of the visible world. This

Y In this context it is also worth noting that Freassociated decapitation with castration. See Host piece
entitled “Medusa’s Head.”

2 The hypocrisy that constitutes the associatiowaien with vanity in the nude tradition is well &s2d by
Berger in chapter 3 of Ways of Seeing.
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idea can be found in many theories of the relatignbetween subjectivity and the visual:
both Jean-Paul Sartre and Jacques Lacan argueh¢hgaze of the Other is a kind of formal
structure that both constitutes and haunts suljggtiso that we come to feel that we are
always in the presence of the Other’s look. Siryjafor Mulvey and Berger the gaze is
assumed by the male subject within patriarchaledp@s a means of domination over female
subjects, but in principle it need not be this wathe roles could be reversed so that women
occupy the dominant scopic position. One main tifiee between the two sets of thinkers is
that Sartre and Lacan are more interested in theimvavhich the subject, male or female,
exists in the presence of the Other as an exiatarndition of being — we all inhabit a visual
world and are all subject to being seen at any nmbni&y contrast, Mulvey and Berger are
more interested in conventional ways of seeing] tie particular art-forms, that place
gendered subjects in different positions so thatgtiuctures of patriarchal society tend to
place men in the position of subject of the gazkilsvplacing women in a passive, self-
reflexive position, or object of the gaze. Neveldls, they all seem to share the notion that
subjects internalise the structure of the gaze ¢trition of visibility), whether this be an
abstract and universal gaze that derives from beamgof a visual world, or a gendered gaze
that derives from the unequal distribution of powdthin a particular form of society,
highlighted by paintings and filnts.

14 As mentioned before, “The Bloody Chamber” cardaat least two important scenes
which can be read with respect to this notion afisembodied gaze that is internalised, in
this case the Marquis’ gaze that is internalisechisyyoung bride. Firstly, en route to the
Marquis’ castle by train at night, the young womahp cannot sleep, has the feeling that her
husband is looking at her through the darknesspiethe fact that she detects no change in
his breathing, nonetheless her “heightened exsgedes told me he was awake and gazing at
me” (116). It turns out that he is in fact awaket this passage hints at the fact that his gaze
is starting to exercise an almost omnipotent posver her — that she feels the presence of

his gaze independently of the recognition of hissegn her. A later scene demonstrates this

® The relevant texts are: SartreBeing and Nothingnesd.acan’s The Four Fundamental Concepts of
PsychoanalysisMulvey’s “Visual Pleasure and Narrative Cinemafid Berger'sNays of SeeingNhilst there
are considerable differences between each of thermoh as their different disciplines and backgrounds
(philosophy, psychoanalysis, film theory, art thgpthey all seem fascinated with the distributiminpower
within the visible world. Sartre’s account of treok stresses the inter-subjective battle of lookisvben two
people, whilst Berger and Mulvey both argue (inrtlbevn ways) that women are subjected to the gézeem,

a gaze that places them in a passive, self-regemiode of being. What | find most relevant in thaseounts
for the passage above is the shared convictionstiet a structure is internalised by subjectshabdne feels
watched as if by objects — that gaze being notriezkssarily to the eyes of another, but manifgstspower

all around us.
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notion even more strongly. After entering the fdden chamber and discovering the bodies
of his previous wives, she notes that “[t]he lighught the fire opal on my hand so that it
flashed, once, with a baleful light, as if to tele the eye of God — his eye — was upon me”
(132). Even more than in the previous passage, therdlarquis’ dominating male gaze is
revealed as a kind of all-seeing eye, tied not itodody but manifesting its power and
presence in objects associated with him. In hioaacof what he refers to as ‘the look’,
Sartre argues that the feeling of being looked atot necessarily tied to the eyes of another
person, but can be triggered by any number of phena: “a rustling of branches, or the
sound of a footstep followed by silence, or thegtgliopening of a shutter, or a light
movement of a curtain” (Sartre 257). A phrase frBeter Wollen's essay on the gaze
captures this idea succinctly: “[w]e cannot seeltiod, but we can feel its force” (96). John
Berger’'s argument iWays of Seeinthat women internalise the look of men in ordetrjo
and master how they are seen in a bid for powerinvan patriarchal society seems to agree
with this general point about the location of tweK of the Othef.In all these different
accounts, there is a recognition that our liveg fallace within a visual field, and that because
of this we internalise the notion that we are alsvapen to the look of another. What Carter
does in these passages, in a similar way to BemggmMulvey, is to highlight the power of a
(conventionalised) male gaze, to show how it maitsfatself in multiple ways, and to
communicate both its violence and its seductiveress.

15 Further confirmation of the Marquis’ scopophil@an be found in the sexual
confrontations between him and his bride, whichhhggnt the pornographic nature of his way
of seeing. In a first scene, in the woman’s bedrotihra Marquis seems to place his young
wife into a highly visible position, as if puttinger on show for the purpose of exciting his
desire. The bedroom contains an enormous, gotyie-bed, surrounded by many mirrors
which have the effect of reflecting and multiplyihgr image. Upon seeing this “multitude of
girls” the Marquis jokes that he has “acquired algtharem” for himself (118). Despite her
shyness, he undresses her “as if he were stripjh@geaves off an artichoke” (118), a
metaphor that conveys both the violence of hisdelflesire and the pornographic sense of
wanting to see everything — to penetrate behinddbade and see all. Further emphasising

the visual dimension of his desire, she describgs &8 an “old, monocled lecher” who

* See chapter three of HiWays of Seeing.acan’s famous example of the gaze emanating fiomna-can
floating in the sea also develops this point albbeiocation of the gaze. For him, the gaze idiedtto the eyes
but is located at the level of the object. Henoe glaze is something that slips past us, eludedsid.acan
writes, “I see only from one point, but in my existe | am looked at from all sides” (Lac&our Fundamental
Conceptsr2)
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examines her like “a lamb chopand refers to the situation as “[m]ost pornogragifiall
confrontations” (119). Despite the Marquis’ deswestrip his wife bare in this pornographic
fashion, this mode of seeing paradoxically faileet@wounter the object aimed at. For as his
wife remarks, “when nothing but my scarlet, paltitg core remained, | saw, in the mirror,
the living image of an etching by Rops from thdextion he had shown me” (118). From the
woman'’s point of view, being stripped naked reveuds herself but a generic pornographic
representatiofl. Furthermore, since the young woman has been abénte adopting her
husband’s point of view (seeing herself as he seeswe can infer that this pornographic
image by Rops is what he sees when looking at &kedtoo. The Marquis’ desire is both
mediated through and caused by this pornograplturef, and the young woman is only
necessary in so far as she helps realise this imagenaking it/her ready for
consumption/consummation.

16 Surprisingly, perhaps, the act of consummatimeschot then take place and the scene
ends abruptly with the Marquis telling his brideatttf[a]nticipation is the greater part of
pleasure” (119), thus demonstrating further tha shplaying his game of desire. Becky
MacLaughlin argues that the Marquis’ desire is Haseperverse fantasy so that he needs a
fantasy screen to consummate his desire. The paploig etching by Rops clearly functions
in this way. However, as she goes on to say, i§ijnot until the marquis finds his wife
looking at a pornographic book that he is ableadgym the sexual act” (MacLaughlin 412).
Furthermore, she explains that the pervert neegi®lbfect of desire to be seen as innocent.
Both of these conditions are met in a later sceaetbkes place in his library, and it is then
that she can finally be projected into his fantiagyg enough for consummation to take place

(MacLaughlin 6). The Marquis finds his young briderusing some of his pornographic

®> These metaphors of the artichoke and the lamb ah®plso worth remarking on for their domesticliggand
recall the earlier metaphor of dead meat. All thmeetaphors not only place the young woman firmlyhia
domestic sphere, a traditional move in itself, &lsb transform her into an object for consumptiarthis set of
associations, it is also noteworthy that the Fremahd “consommation” means both “consumption” and
“consummation.” It is clear that the Marquis is nmt one who takes pleasure in looking (scopoghbut also
pleasure in consuming. As | will go on to argues Marquis’ ability to consume/consummate is depahda
his ability to enjoy visually the object of his dtes

® Peter Brooks makes a comparable point in his aisabf Zola’sNanain his bookRealist Visionarguing that
we never truly see Nana naked. In his analysihefscene in which Nana undresses and is nakednh df
Muffat, Brooks makes the following point: “At thisioment ofmaximal seeing in the novel, there is an
avoidance of seeingshat is there. Nana'sexis presented as hidden, an occult source of paageof heat and
energy, all the more powerful for not being seanseeable. And the descriptive prose veers intontithic,
toward the biblical beast, and a larger-than-lifenster” (119). In “The Bloody Chamber” we find saiiag
similar: a moment of “maximal seeing”, to use Bregihrase, but also of unseeing. Instead of sedi@goung
woman’s naked body we see a pornographic sketdh.id hot just what we and the young woman seealsat
what (we infer) the Marquis sees. It is anotherhityimage of woman, which veils the actual nakedybof the
woman. Later on, we will see further evidence @f tiepression of the female body in the symbohefilood-
stained key.
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books, and in particular an image displaying aendlsadomasochistic scenario. Upon seeing
her shocked face the Marquis appears excited &ed tzer up to her room again, where the
act of consummation finally takes place. The imigggdf is further evidence of his voyeurism
and fetishism, and also foreshadows the eventstéhkat place later on, when the young
woman falls into the Marquis’ trap, enters his fdden bloody chamber, and is then caught
and sentenced to death. The theme of dangeroussityri of a too-strong desire for
knowledge, is thereby related to and emphasisedhbytheme of ways of seeing. The
Marquis’ voyeurism and pornographic obsession dgtisems to fuel the young bride’s
desire to see what is in his secret chamber. Tiauigthe story then, it is the Marquis’ way
of seeing that determines the sequence of eventstilgthe finale when the mother rescues
her daughter.

17 In addition to the different facets of the Magjwoyeuristic gaze, it is equally
important to examine the young woman’s way of sgainorder to better grasp how it is that
she is seduced by it, adopting his point of viavteinalising his gaze, and identifying with
the mythic images he provides for her. For it isaclthat the dangers Carter writes about
concern women just as much, or perhaps even morinao men. Although the Marquis is
clearly oppressive in the ways in which he gazdssabride, turning her into a fetish object,
and projecting her onto a fantasy screen for thgpqee of exciting his own desire, to a
certain degree she is complicit with this. How avitdy she comes to occupy this position is
the focus of the next section.

Seduction through Narcissism

18 The second mode of vision in “The Bloody Charhiteat | will consider is that of
narcissistic identification. This way of seeingadopted by the young woman and is partly
responsible for her complicity with the Marquisblence. For the Marquis is able to gaze at
her, fetishize her, and project her into his faptsseen precisely because he preys upon the
structure of narcissistic identification, seduchngy with flattering images that promise her a
level of mastery and control she lacks.

19 Returning to the scene at the opera analyséiéreave find an example of how his
gaze seduces her into assuming his way of lookimgm his image of her: “When | saw him
look at me with lust, | dropped my eyes but, innglag away from him, | caught sight of
myself in the mirror. And saw myselfsuddenlyas he saw mg..] And, for the first time in
my innocent and confined lifé,sensed in myself a potentiality for corruptitrat took my

breath away” (115, emphasis added).
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20 Here we see how the Marquis’ gaze, whilst cjearolent and voyeuristic,
nevertheless appeals to the young woman becautiee offay in which it stirs something
within her, giving her a sense of empowerment + $ha has the power to excite the gaze of
others. In a later scene, as her husband is watdten naked, she notices this “potentiality
for corruption” again: “And, as at the opera, whdrad first seen my flesh in his eyes, | was
aghast to feel myself stirring” (119). Both thesesgages reveal how her desire has been
incited and remoulded by his. When she sees hisedé&w her she takes pleasure in it
because she feels a sense of control and mastheseTiwo passages tie in with John
Berger's argument ilVays of Seeinthat in a society that privileges men and theilitgtio

act upon the world, women learn to see how theyaieed at by men in a bid to determine
how they are treated. As Berger puts it, “[a] womaunst continuously watch herself. She is
almost continually accompanied by her own imagéeskelf. [...] From earliest childhood
she has been taught and persuaded to survey havaéliually” (46). Through the figures of
the sadistic Marquis and his young bride, Carteswshus the violence of this power-
structure: his visual domination, his way of sedgdner into seeing herself as he sees her, is
exposed for what it really is when she discovessttoody chamber and finally recognises
his character. But Carter also shows us how ibssible that women are persuaded to adopt
a man’s perspective on themselves. The young hsigdtracted to her husband’s point of
view of herself because these self-images pronesea tlevel of beauty and mastery that she
feels she lacks. Part of Carter’s brilliance, daigpd in “The Bloody Chamber” and the other
short stories in this collection, lies in her unéihing exploration of the dynamics, social and
psychological, of human relationships. She showat thiolence is not always and
straightforwardly abhorrent and repellent, but asmetimes seductive and opaque.

21 Another relevant example of this structure atissistic identification is to be found
in the painting of Saint Cecilia that the Marquianggs in his bride’s music room. This
painting provides her with another image with whiohdentify. As she says: “I saw myself
as | could have wished to be” (118). Here, the gowoman reveals the way in which images
are seductive because they flatter one’s narcissidns passage can be productively read
alongside Lacan’s work on the Imaginary, in patécinis concepts of the ‘mirror stage’ and
the ‘ideal ego.’ Lacan’s idea is that the formatamfnsubjectivity begins with the attempt to
overcome a deficiency (the infant’'s motor unco-oadion) by identifying with a specular
image of oneself that creates a compensatory fantfaself-mastery. In short, the dependent
infant misrecognises her image of herself as a evhobmplete and independent being

because she is motivated by the desire to overt¢benactual deficiency or lack experienced
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corporally. The ideal ego is thus the image of elwess as we would like to be seen, and what
is most important is that this process of idergificn is a never-ending one: throughout our
lives we continually identify with images that giue a kind of narcissistic pleasure. We take
pleasure in this process because it allows usnta$ese that we have obtained a level of self-
mastery which we usually lack.

22 In Carter’s story, the numerous images thaMhejuis provides for his wife, such as
the painting of Saint Cecilia and the mirror-scextghe opera, function in a similar way.
They are offered to (or forced onto) her ego, tag pf herself which desires wholeness and
autonomous agency. The Marquis thus exploits tluatsdn that Lacan outlines, playing on
the structure of identification and the assumptidmmages in order to coerce his bride into
adopting images and a view of herself that exa@tgslays into his desire. Carter’s story thus
shows the seductiveness as well as the explicgataaf identifying with man’s, or to be
more precise, patriarchal society’s, image of wonTdre young woman is clearly seduced by
the self-images that the Marquis gives her, as a®lhis wealth and power. As she notes,
“This ring, the bloody bandage of rubies, the wabdy of clothes from Poiret and Worth [...]
all had conspired to seduce me...” (115), though rstglects to add the painting of Saint
Cecilia and the Marquis’ gaze, which she intermalis

23 Whilst her ego is offered seductive images fllaster her, the price the young woman
pays for this is her freedom as an independenestbpighlighted in the strongest possible
way in the story by her sentence to death by hebdwd. But the image of Saint Cecilia
hanging above the piano also demonstrates a mo@eate and less extreme aspect of what
she sacrifices in internalising such flattering ges: the young woman sacrifices her project
of playing the piano. As Berger argues, in an gtieta create a successful life for themselves
within a patriarchal society, women internalise fherspective of the surveyor and thus
become both surveyed and surveyor. The price tagythough is that they can never just act
— they will always be accompanied by the imagehefrtacts. As Berger puts it, “[woman’s]
own sense of being in herself is supplanted byrsesef being appreciated as herself by
another” (46). This has the consequence that heialspresence is constituted by this
treatment of herself by herself. Her presence tsbased on what she does, but on how she
treats herself and by implication how she woule li& be treated. In the case of “The Bloody
Chamber”, the young woman has devoted herself éosyef study of the piano, her mother
even selling her own jewellery in order to pay tees of the conservatoire — sacrificing part

" See Lacan’s essay “The Mirror Stage” in figits: A Selection
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of her ability to look beautiful in order to helpaurage and develop her daughter’s talent.
In contrast to the mother’s self-sacrifice and emagement of her daughter’s independent
and active project, the Marquis hangs a seduatnage in the music room as if to distract his
bride from her piano playing and encourage her gend more time on her outward
appearance.

24 Before moving on to consider alternatives t@ thisual power structure, one further
visual detail with respect to the young woman watsattention. Whilst inside the Marquis’
bloody chamber, the young woman drops the key éoddor in a pool of blood, and no
matter how hard she tries, she cannot remove tie. Sthis detail is intriguing for what it
simultaneously reveals and conceals. Upon disaogethis bloody key, the Marquis
recognises her guilt in entering his forbidden rommd then presses the key to her forehead,
leaving a red mark there which we learn at the ehdhe story has forever remained
imprinted on her. What is of particular interesttlis visual stain, though, is that it can be
read as signifying not just her guilt but also sxdifference, the former revealed explicitly
whilst the latter remaining concealed or represbérlaughlin argues that the stain signifies
menstrual blood and therefore reminds the Marcasspervert, of what he has repressed,
namely sexual difference (MacLaughlin, 6). Thisuak stain functions therefore as a
condensed signifier of the central issue of visioarter’s short story, bringing together the
seen and the unseen, sexual difference, and therpgimcture of property, ownership, and
desire.

Alternatives to the Gaze

25 | conclude by considering two alternatives ts tthestructive economy of vision in
“The Bloody Chamber.” The first alternative is gpsed briefly in the figure of the mother.
At the beginning of the story, we read that she bade “outfaced a junkful of Chinese
pirates; nursed a village through a visitation lé plague, shot a man-eating tiger with her
own hand” (111). The mother is thus a fearlessgpetdent, and successful woman. But she
is also unselfish and generous: we read just difeag down that she had “beggared herself
for love” (111), such as selling her jewellery tayphe conservatoire fees for her daughter as
noted earlier. At the end of the story the mothemes to the rescue of her daughter and
saves her from imminent death, thus occupying aitdéigure that is usually the province of
male characters. The young woman describes heremath “wild”, her hair like “a white
mane”, confidently holding onto the reins of hearreg horse with one hand only while her

other hand “clasped my father’'s service revolvd?2). Before she successfully shoots and
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kills the Marquis, her confident, assertive imageapyses him, and he stares at her “as if she
had been Medusa” (142). This reference recall®niyt Freud’s famous remarks on the myth
of Medusa (about castration anxiety and the refmess sexual difference) but also Héléne
Cixous’ influential essay “The Laugh of the Medusaith its call-to-arms for an affirmative
feminine mode of being and “écriture feminine.” Theother is thus both strong and
sensitive. Both of these qualities are also eviddrzy her decision to come to the rescue of
her daughter in the first place. Earlier in thergtdahe young woman had telephoned her
mother, clearly upset but not revealing anythinguther husband’s violence — she had not
yet discovered the secret of his bloody chamberraadnot thus recognised the true violence
of his character. On the basis of this telephotiettvaugh, the mother seems to have had an
inkling of her daughter’s true distress and theeefomade a decision to come to her
daughter's aid immediately. The young woman refeersthis sensitivity as rhaternal
telepathy (143), which can be read as an attentivenessthers, by contrast with the
Marquis’ self-centred character, focused only oming others into objects of visual
pleasure. This first alternative is thus an altBmeamage of femininity: unlike her daughter,
who is seduced by the Marquis’ powerful and violergle gaze, the mother recognises the
violence of this economy of vision and confidendlgserts an alternative way of being.
Whereas the Marquis adorns his bride with expengwellery, the mother sells her own
jewels for the betterment of her daughter's skdisthe piano. This example reveals a
difference between mother and daughter at the lef/g¢he visual: the latter a model of
passive femininity seduced by the male gaze, thendo dispensing with this form of
unfreedom and affirming a more active mode of being

26 The second alternative to the visual economghefgaze is represented by the blind
piano-tuner. One way in which he represents amrrative lies in his blindness, which
precludes any form of scopophilia — he is unablgutgect others to a voyeuristic gaze. Some
critics, such as Becky MacLaughlin, have read hisdhess as a form of castration. As she
explains, “Once [the young woman] escapes the lohstoof her murderous husband, she
gives herself to the blind piano-tuner, a man whbkedness signifies him as castrated.
Though a man who could offer emotional support éo &t the castle, he is completely
ineffectual in saving her from the marquis” (408pntrasted with the powerful mother-
figure, the blind piano-tuner appears powerless andaimed figure. On this reading, he
represents an alternative to the Marquis’ violeapephilia in so far as he is unable to look,
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rather than in the conscious choice not to. In $leisse, he cannot easily be read as a heroic
figure that challenges patriarchal norms, but raéisea disempowered male figdre.

27 A more positive way of reading this charactes In his choice of profession as piano-
tuner, as well as his developed sense of hearingedaby his blindness. His skill in tuning
pianos demands that he listen carefully and ex@gaience, qualities wholly absent in the
Marquis. Indeed, we can even read the piano-tumdirisiness in a similar fashion: it forces
his hearing to become more proficient, thereby aeraging qualities of receptiveness and
attentiveness. When the young woman and he firgt,ne demonstrates these qualities by
asking to hear her play sometimes, for “he lovegimtand upon hearing her affirmative
answer he “seemed to know that | had smiled,” destmating his sensitivity towards her
(126). Later, he remarks that “When | heard youy pihés afternoon, | thought I'd never heard
such a touch. Such technique” (134). Instead ofinigrthe young woman into an object of
visual pleasure, the piano-tuner listens to heuctd and “technique,” impressed at her skill
rather than her appearance. The difference bettfeeMarquis and the piano-tuner is also
revealed in their eyes. Although the piano-tundslisd his eyes are described as “singularly
sweet” (134), and he has a “tender look” (135). dytrast, the Marquis has “eyes that
always disturbed me by their absolute absencegbit’li(112). We might also recall the

Marquis’ “assessing eye” that the young woman gedise mirror at the opera. The contrast
between the Marquis and the piano-tuner also shioatghe male gaze is not tied exclusively
and necessarily to the male gender. Carter's simgks against essentialist accounts of
gender and the visual. Rather, the piano-tuner dstrates that there are alternatives to this
visual economy of active-male and passive-female.

28 In his essay on storytelling, Walter Benjamigues that the storyteller communicates
experience through his/her tales. Despite his fieatr this is becoming a thing of the past,
Angela Carter seems to reassert the power of stbng, communicating the experience of
being a woman in a society that places women insitipn of passivity, forced to reflect on
their appearance, and turned into objects of a mgalee. The fairy tale genre is thus
harnessed by Carter for the purposes of conscisagagsing, adapting a familiar tale for her
own purposes, as well as implicitly commenting loa traditions and uses of such tales. Her
female first-person narrator communicates her expees and the social and material
conditions of her life through the flexible structwf the fairy tale. To be sure, this tale does

not present a violent economy of vision as setonesfor all time, and neither does it suggest

8 Somewhat similar to Mr Rochester at the endasfe Eyre
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that the gaze is always male. The figures of théhercand the blind piano-tuner suggest that
there are alternatives. But what stands out mostitaihe “The Bloody Chamber” is its dark
and bloody journey into the seductive power of @ent economy of vision. The dominant
experience communicated through this fairy stohat(tis also a fairy story about a fairy
story) is that of the dangerous ease with which ignseduced by powerful structures of

vision.
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Tacit Subjects: Belonging and Same-Sex Desire among Dominican | mmigrant
Men. By Carlos Ulises Decena. Durham: Duke University féss, 2011.
By Shu-Ju Ada Cheng, DePaul University, ChicagoAUS

1 Gay men in racial minority and immigrant commigstencounter multiple levels of
oppression and stigmatization, e.g., the interseati construction as the racial other and the
sexual deviance. Minority and immigrant gay mero d&ce homophobia from their community
members. They are blamed for bringing shame upem dommunities, which demand men to
uphold the dominant ideology of hegemonic masaylim a racist and sexist society. In this
globalized world under which national boundaries @ften blurred, how do immigrant gay men
negotiate their sexual identity in the processrafignational migration? Exploring an uncharted
territory, Decena inTacit Subjects: Belonging and Same-Sex Desire amidaminican
Immigrant Menexamines experiences of Dominican immigrant gay laisexual men in New
York. Central to the text are the following quesBoHow do Dominican immigrant gay men in
New York reconfigure their sexual identity and gendgresentation through transnational
migration? How do they refashion themselves as mmodabjects? How does their migration
reshape their relationships to their homeland damair tidentification with Dominicanidad
(Dominican identity and community)? What are th@lications of their ambivalence toward the
US colonial legacy as well as their simultaneousstiction of the United States as the modern
and Dominican Republic as the backward? What ddeghs mean in terms of their
stigmatization as the racial/sexual other and thdealization of white gay men and
identification with whiteness?

2 Decena makes several contributions substantighe central theme in his text is the
disciplining of the body. Many gay men in his stutlgcuss the necessity to present themselves
as “real men,” which requires them to erase sighefteminacy through changing their
mannerism and speech since childhood to the preskay have to consciously discipline their
own body presentations and produce the facade tefdsexual masculinity in front of others.
For many, the pressure for masculine performanesigte after they migrate to the US. For
example, some gay men conceal their sexual ideatitywork since heterosexual masculinity

signifies “seriousness,” which confers privilegesl ower. Whether one stays in or out of the
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closet depends on the context. The author usetethe “code swishing” to describe the two
worlds that these men have to traverse and swhtgih performance accordingly.

3 While some gay men continue to remain in the atlommany of them perceive the
transnational migration as their entry into modgrrand their opportunity to present their
authentic selves as well as refashion themselvesaaern sexual subjects in an emancipatory
milieu. They idealize (white) gay men as liberataad progressive, thus identifying with
whiteness. However, they embrace their sexual fn@ednd liberation in the United States with
ambivalence due to the American colonial legac®@aminican Republic.

4 Many gay men in the study deliberately distanicentselves from Dominicanidad
(Dominican identity and community) for various reas. For them, Dominicanidad replicates
Dominican Republic in New York, particularly theoptematic aspects. Rather than embracing
the modernity, they don’t utilize what transnatibn@gration offers them, such as education,
better job opportunities, and self-improvementll $tinging on to their national identity and
loyal to the Dominican nationalism, they work toveanoney with the hope to return home to
live a better life. For these gay men, Dominicadidantinues to reproduce sexism, genderism,
and homophobia prevalent in the Dominican socidtwever, these gay men’s idealization of
the United States reproduces the ideological cocstn of US as the modern and advanced and
Dominican Republic as the backward and repressive.

5 One way they show their distance from Dominicadic their sexual practices. Refusing
to carry on the activo/pasivo role and perpetulageracialized sexual image of Dominican men
as the masculine and dominant in sexual encourthe&rse immigrant gay men adopt “democracy
in bed.” They look for men who do not hold on te ideology of machismo and are willing to
be versatile in bed. Yet, as the author arguesiatialized sexual image of Dominican gay men
and the ideology of machismo continue to be uphgldboth whites and non-whites, including
Dominican men. Non-white groups are thus compiictiteproducing Dominican men’s images
for sexual consumption. The constructed sexual @m@gDominican men and the consumption
of their masculine body circulate across transnafidoorders. One example would be sex
tourism. Men from the West, white men in particutaavel to Dominican Republic to consume

Dominican male bodies and continue to deem thesexasal objects in these sexual encounters.
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6 One major missing piece in the text is the latknethodological reflections, which |
believe warrant discussions. He names his intervieethod as retrospective life-history
interviews. Twenty-two men reflect upon their expeces of growing up as children, teenagers,
and adults in Dominican Republic and their settletiie the United States. They describe major
events related to their struggles with family pueesand social stigma. They discuss their
shifting performativity as they traverse in and otithe closet. Yet when we describe events in
the past, our recollections do not reflect how évdrappen in actuality. Our memory is always
selective and our reflection of the past is alwiaysrpretive. We use the present as the lens to
interpret the past and our interpretation changgeading on our temporal and spatial locations.
Since the interviews were conducted ten years tgse gay men’s retrospections of their past
and reflections of their present would most likbb/ different today. A discussion of how people
recollect and interpret the past seems to be nagesgarticularly for the retrospective life-
history approach.

7 Most of these gay men are the author’s friendsaaguaintances. The author uses semi-
structured interviews to gather data. Yet, it raiseme interesting questions. For example, how
do we define data? How does data get legitimatedthd line between “formal” interviews
(legitimated by scientific method) and informal gersations between the author and friends
that clear-cut? How does the author’s familiaritghmhis friends shape his interpretation of their
narratives? Further, the author is part of the Docan gay community. My questions are: How
does he negotiate his dual positions as both adeinga Dominican gay man) and an outsider
(researcher)? How do his own views, partially skapg his socioeconomic and educational
statuses, about Dominican Republic and DominicahidaNew York shape his questions and
interpretations? The author acknowledges that ngrithis book is an interpretive act. However,
he misses the opportunity to explore and reflectabove central issues and methodological
implications.

8 The book is written mainly for an academic audeerSince this topic is understudied, it
might be better for the author to write for a widerdience. Nevertheless, this book integrates
knowledge from multiple disciplines and is a muesad for scholars in different fields, such as

transnational migration, immigration, sexualitynder, race, and area studies.
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