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CHAPTER 1
INTRODUCTION

This dissertation aims to examine the influencestraflitional Gothic
literature on the works of Angela Carter. It wilirther explore how and why
Carter is considered a modern author writing inGoghic tradition.

In Chapter 2 the origins of Gothic literature anéroduced with its main
features, themes and motives. A relevance to mo@ethic literature as well as
the fiction of Angela Carter in particular will lestablished.

Chapter 3 will introduce the works that will be gra&d in this dissertation,
placing them within the context of the subjectlo$tdissertation.

Chapters 4, 5 and 6 focus on three fictional wafk&ngela CarterHeroes
and Villains (1969), The Magic Toyshop1967) andLove (1971). These novels
will be analyzed following the principles of Gothigerature introduced in
Chapter 2. The analysis will follow a similar pattdor each of the novels, and
will center around four themes of Gothic literatu@othic boundaries, decay,
imprisonment and flight. Each chapter will begirttwa short introduction to the
novel to be analyzed followed by a subchapter @h eathe themes.

Chapter 7 will focus on how aspects of sexualitg aabsequently also
elements of pornography are developed in each novel

Chapter 8 is dedicated to an examination of Andge#ter's view on
pornography and sexuality in her non-fictional wdrke Sadeian Womarm\n
Exercise in Cultural Historyf{1979) where Carter explores the political thoaght
of the Marquise de Sade.

The dissertation will close with a conclusion ihapter 9 in which the
major influences of the Gothic tradition on Carefiction are retraced. The
conclusion will also demonstrate a shift from treditional conceptions in Gothic

literature to Carter’'s own conception of the mod@wthic novel.



CHAPTER 2
THE GOTHIC

A) The History and Origins of the Gothic

Gothic as a literary term most commonly designatége of novel - and a
group of writers for a long time considered marginaritten between the 1760s
and the 18205. According to Brendan Hennessy “the Gothic novel.swa
originated in England by Horace Walpol@hke Castle of Otrantin 1764;7 its
subtitle ‘A Gothic story’ introduced the genre. Yathough the Gothic novel did
indeed originate in that year it was not withouegading tendencies. On the
contrary, the 18 century as a whole must be understood as a peficelival of
the Gothic in literature as well as in architecture

The word Gothic originally referred to the Gothiserially meaning ‘to do
with the Goths® the tribe that once assisted in the decline ofRbman Empire,
and which in opposition to the civility of the Rom&mpire was considered
primitive and barbarous. As a literary term thoudh, connection did not lie,
indeed certainly not in the T&entury, with the Goth tribes. Firstly, it must be
taken into account that from the beginning of tB8 tentury, ‘Gothic’ was used
to describe all things medieval and of the far fastliterature this also included
English medieval poetry headed by the works of €hguas well as the later
works of Spencer and of the Elizabethan®draarchitecture, as it still stands true
today, ‘Gothic’ referred to predominantly ecclesized medieval buildings.

Secondly, the connection with the Goths was evolgiaer by the notions
about the Goth tribes that have been historicizkd: perceived barbarism and

savagery of often primitive but mainly unlawful amyading forces, the threat of

! David PunterThe Literature of Terror: a history of Gothic fiotis from 1765 to the present day
vol 1 (London: Longman, 1980) 1.

2 Brendan Henness¥he Gothic NoveHarlow: Longman Group Ltd, 1978) 7.

% see Punter, vol. 1, 4.

* see Hennessy 7.

® see Punter, vol.1, 7.



these to civilized life and sociétynd to the social and political order in which
such a society functioned. In parallel, new idead aew changes of order in
society could have also been perceived as invaoimngs that would bring about
a change to the existing status quo.

Just as the decline of the Roman Empire saw greanhges all across
Europe, the 18 century was a period of great changes in GreagiBriand its
neighboring countries. The French Revolution, théghtenment movement, and
the surges of capitalism all brought about possikélcome yet at same time
apprehended invasions of changes. Changes of onideated fears of the
unknown which may have been perceived as threasdety of the time. While
inciting great instabilities in both the social apdlitical structures of Great
Britain which transgressed into uncertainties altbetsocio-political boundari€s,
these same changes engendered a massive shifmity fstructures, and so
consequently in the gender codificaflai society.

The contemporary use of the term Gothic retaing\aen larger number of
meanings today. Apart from designating the Gotloieets of the 18 century, it is
also used in a historical context, an artistic eehtand an architectural contéxt.
In the literary context, it also groups a numbetitefary forms, starting with the
paperback historical romances that make free useadf Gothic themes, the
classical ghost stories, up to the popular and mmiied horror fictions of the
likes of Stephen King. In film the Gothic deeply mifasts itself in horror and
psychic thriller films, whether dealing with theméfted straight out of 18
century Gotbhic fiction, or with the modern psycharrors reflecting the fears and
tensions of our contemporary world. As an undertjrand binding characteristic,
in early Gothic novels as in all its contemporang anodern forms, the “lines of
confrontation between good and evil are invariabigwn up early;*” creating a
basic binary opposition, the boundaries of which aot always very clearly
defined.

As a phenomenon Gothic literature is in itself camed with boundaries

and the transgression of boundaries. According @wid Punter, Gothic writers

® Donna HeilandGothic and Gender: An Introductiq®xford: Blackwell Publishing, 2004) 3.
"Heiland 3.

® Heiland 3.

° Punter, vol 1, 1.

% Horner and ZlosnikGothic and the ComiEurn (Basingstoke: Palgrave Macmillan, 2005) 1.



“bring us up against the boundaries of the civdizedemonstrate...the relative
nature of ethical and behavioral codes...place, @against the conventional
world, a different sphere in which these codes aigerat best in distorted

forms."!

While remaining in the conventional world, a glisep across the
boundaries is enabled into a world of the uncietizwhere the ethical and
behavioral codes of society are stretched, distastedirectly transgressed.

Donna Heiland similarly claims that the Gothic “@$ core is about
transgression of all sort$*’Next to the boundaries between the civilized dred t
beyond, Heiland also specified national boundac@gering both geographical
and cultural boundaries, social boundaries betweenich and the poor, and the
educated and uneducated. Heiland also pointedkt@kboundaries, including on
one hand the boundaries of gender, and on the wothat is expected, permitted
or forbidden, rounding it up with the less tangilidleundaries of one’'s own
identity’® Entering into more specific detail, Avril Hornendx Sue Zlosnik
elaborate that “Gothic writing always concerns litsdath boundaries and their
instabilities, whether between the quick/the deabs/thanatos, pain/pleasure,
‘real’/'unreal’, ‘natural/’super-natural’, materiéranscendent, man/machine,
human/vampire or ‘masculine’/'feminine’® Just like the confrontation between
good and evil, these binary oppositions touch sd\sgheres where challenges to
the boundaries that divide them allow not only aalgsis but also a criticism of

society.

B) Themes and Motifs in Gothic Literature

Early Gothic literature saw the establishment ofesal themes that remain
characteristic till this day, and allow most defimms based on the original "18
century Gothic to “often remain relevant as critiparameters® both in the
historical and cultural settings. According to DhWunter, Gothic fiction can be

defined by three basic concepts: the concept canmaa, the concept of the

* David PunterThe Literature of Terror: a history of Gothic fioti from 1765 to the present day
vol. 2 (London; New York: Longman, 1996) 183-184.

2 Heiland 3

13 see Heiland 3.

“ Horner and Zlosnik 1.

> punter, vol 2, 26.



barbaric and the concept of the taldd@hese concepts commonly center on a
Gothic father-villain, Gothic daughter and Gothmvér triangle. The Gothic
father-villain often acts in opposition to andla same time, in replacement of a
deceased good, yet always patriarchal, Gothic fathe

The concept of paranoia where “the reader is plaocea situation of
ambiguity with regard to fears within the teXt'and where the “attribution of
persecution remains uncertainivas created in a number ways. The supernatural
and uncanny, in their very essence introducing thknown and mysterious,
evoked fear? insecurity and uncertainty. They were thus majmtdbutions to
the concept of paranoia. The supernatural was oftgmesented as “divine
agency,?® such as a falling roof annihilating the villaihalso manifested itself in
the apparition of ghosts, specters, monsters amghvas. Superstitions, myth and
imagination, naturally in opposition to sensibilapd reason, reinforced the sense
of paranoiac fear.

On a different note, new scientific and technolabicheories and
progression began to rapidly push the boundariewhat was possible and/or
desirable in the contemporary world into the unknoWhis manifested itself in a
tangible uneasiness, instilling uncertain fears tlké unknown in scientific
experiments in relation to society and religion.

Imprisonment as a theme was represented by physipalsonment such as
locking in a tower, house or room. Imprisonmentoa&ppeared as spiritual
imprisonment, either within a society’s constraints within the individual’s
mind. This introduced a sense of claustrophobid,ran parallel to or heightened
the sense of paranoia. In its most basic form, isoped innocent victims were
often at danger from monstrous and cruel fiendsyels as madness, death and
disease, violence, murder and torture, malevolatrigue, incest and sexual
perversion.

The concept of the barbaric is in its origins masimately connected with
depictions of a primitive and barbaric p&stL8" century Gothic novels were

typically set in a past easily identifiable by geitings of gloomy, remote castles,

8 punter, vol 2, 183

" Punter, vol 2, 183.

18 Punter, vol 2, 183.

9 see Hennessy 7.

% Hennessy 31.
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ruins and convent€, medieval principalities, and long-gone exotic dntkign
cultures. The sense of the past was supported dnescof emphasized molding
and disintegrating age and decay, together withpireeived primitivism and
barbarism of the different social rules in the Go#ociety as opposed to the ones
adhered to by current society. Where the novel nedsactually set in the historic
past, the present would nevertheless be encroagi@d by the past. Past crimes
and sins or the ancestral curse took their tolyatters suffered from the sins of
their ancestors, a setting of a long decaying pastrasted to the contemporary
present.

Violence in any form, and in its most extreme murdessassination and
war?® was seen as an obvious manifestation of barbamisthe past, and the
present. But Gothic fiction also deals with violenaf a more hidden kind, the
violence of domestic, sexual and political oppr@ssimainly of women. These
forms of violence were supported by a “portrayalegfreme situations, mostly
situations of terror? highlighted through depictions of a white and klawrld
of “simple moral and social oppositionS,with clear distinction between evil and
good, the basic example being the fair, innocemtafe victim ravaged the dark
and sinful villainous type.

The notion of the past was also often ‘supportgdiMhat would have been
perceived as stylistic archaic language (whethendalr it was truly archaic).
Indeed, as Victor Sage and Allan Lloyd Smith painteit in their introduction to
Modern Gothic: A Readg1996), “the Gothic is not merely a literary contien
or a set of motifs; it is a language, [and] often amnti-historicizing language,
which provides writers with the critical means oérsferring an idea of the
otherness of the past into the preséht.”

The concept of taboo represented “areas of sogichpdogical life which
offend, which are suppressed, which are generalBps under the carpet in the

interests of social and psychological equilibriutthAnd which more often than

2 see Punter, vol 1, 7.

3 see Punter, vol 1, 137,

 punter, vol 1, 8.

 punter, vol. 1, 9.

% Victor Sage and Allan Lloyd Smith, edMpdern Gothic: A ReaddiManchester: Manchester
University Press, 1996) 1.
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not were related to “questions of relations betwéesm sexes? In its core
definition, taboo implies what is ‘sacred’ and atsmclean,? which leads to
vacillation between “attraction and repulsion” atemotional ambivalence®
Gothic fiction not only attempts to come to termghwa changing sexuality
between the sexes in society by questioning sewxalak and but also poses
guestions on taboo sexual practices — notably $exol@nce and abuse, incest,

rape>! sexual stereotyping and exploitatidwithin the family and society.

C) The Gothic and Sexual Roles

Gothic fiction, especially that written by femaleriters can “invariably
...[be] read as parables of patriarci§.Following the binary opposition of good
father versus villain father, and invariably thetf@o villain - daughter - lover
triangle, patriarchy becomes not the subject btiteraa conventional Gothic
structure in itself* The Gothic daughter unconditionally finds herseifier the
permanent influence and control, indeed the enteasypyrof one of the three male
figures. Following the rules of a patriarchal stgiéthe passage of power though
the male line® continues, yet not unquestioned, in issues of geadd sexual
roles, and the conventions of society.

On the other hand, it must not be forgotten that{&diction is a fiction of
transgression of boundaries, and indeed the bow@sdaf sexual relations as
defined by patriarchal conventions and structures taansgressed. Through
evidently evil and frightening acts of sexual viote, rape and incest, the
boundaries of what is permitted in society are sds The emotional
ambivalence of the characters towards these aufisthe oscillation between the
attraction and revulsion of both the characters Hrel readers towards these
themes are also transgressions of boundaries satgagriarchal society. As it
falls under what is considered taboo by touchingruthe sacred aspect of the

28 punter, vol. 2, 184.

29 punter, vol. 2, 190.

%0 punter, vol. 2, 190.

31 see Punter, vol. 2, 190.

%2 see Punter, vol. 1, 92.

% E. J. CleryWomen'’s Gothic: From Clara Reeve to Mary She(®glisbury: The Baskerville
Press, 2000) 2.

34 see Heiland 10.

% Heiland 12.



sexual in society as well as the unclean, Gothatioln thus brings “focus on
corruption in, or resistance to the patriarchalatires that shaped...political life
and...family life, and gender role&®

On a less frightening level, Gothic fiction’s gealepreoccupation with the
changing social structures also allowed a focuthermquestion of changing sexual
roles, notably the changing sexual roles of wonmetiné set patriarchal structure.
While in the 18 century such questions raised were then answertinw
parameters permitted by conventions of the patr@rstructure, as were the
endings’’ modern Gothic, in its incessant questioning ofiaostructures that
give shape to gender and sexual relations t§dapvides a voice that proposes

and propels new endings and new answers.

D) The Modern Gothic of Angela Carter

Angela Carter often works within the framework dfetclassic Gothic
tradition. While the settings of her novels may described in the traditional
Gothic manner, such as the description of the parkove they are also set
against the background of a modern world, in tlasecin late 1960s Bristol.
Carter also creates new settings, such as theapostlyptic worlds oHeroes
and Villains and The Passion of New EveHere, Carter retains a Gothic
atmosphere through the “a fear of the barbaricamby from the past but also in
the present and the futur®”and throughout both novels maintains a pervasive
sense of decay.

In the same manner, Carter works with the taboadittonal to Gothic
literature: rape, incest, female sexuality and nsd&ual violence. Reworking
them within a modern reality, she thus deals witbhdern transgressions of
boundaries of sexual taboos. Tie Magic ToyshofCarter deals with female
sexual awakening, rape, patriarchal domination, &lgb incestuous love. In
Heroes and Villainshe again deals with the same issue, yet in a radrealized
manner and with a different ending.love Carter deals with sexual voyeurism,

possession, and incestuous homosexualityhie Passion of New Ewhe adds a

% Heiland 29.

37 see Punter, vol.2, 200.
3% see Heiland 2.

3 punter, vol.2, 183.



whole range of sexual taboos: illegal abortiongqeraand transvestitism, and
overall with the question of male supremacy andétetion of power and gender.

As previously mentioned, traditional Gothic fictichallenges conventions,
including sexual and gender conventions, throughtridinsgression of boundaries.
Yet, as David Punter also points out, traditionatt@c fiction always returns to a
conventional ending. Taboos are cleared away amad#ional patriarchal order
is restored.

The following chapters will attempt to map the waygela Carter follows
the tradition of Gothic fiction. Four major Gothilkemes will be explored, after
which a focus will be given aspects of sexualityl d@s trangressions. This will
lead to answering two questions. Firstly, of hovesldngela Carter differ from
the traditional Gothic that David Punter descrilf&scondly, of how do her early
Gothic works and the sexuality lead to Carter’s arathnding of feminism,

sexuality and pornography the Sadeian Woman.
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CHAPTER 3
THE EARLY WORKS OF ANGELA CARTER IN
CONTEXT

In the beginning, this dissertation aimed to staaay from a feminist
relation and a feminist context within the works Arigela Carter and to focus
only on the Gothic aspect$However, an examination of her early works as a
continuation within the vein of the British Gothtcadition could simply not
ignore a feminist reading. Invariably, this alsal [® a close examination of
sexuality in her works which has often been catd for “pornographic and
sado-masochistic sexual openné¥sThis served as a mapping of Carter's early
shaping of thoughts that culminated in a non-fitélowork The Sadeian Woman:
An Exercise in Cultural Histor{1979).

This dissertation will also focus on three of Areg€larter’s fictional works
written in the 1960sHeroes and Villaing1969), The Magic Toyshofl969) and
Love (1971)* Carter wrote two other novels in this period, fiest, Shadow
Dance in 1966, andSeveral Perceptions1 1968. Marc O’Day links these two
novels withLove in what he terms the ‘Bristol Trilogy® On the other hand,
Sarah Gamble finds that it has “very much in commaith Heroes and
Villains.”** | have also chosen linkove to Heroes and Villainand The Magic
Toyshop for two reasons. Firstly, unlike irShadow Danceand Several
Perceptionsthe narrative is, as Linden Pedthnd Sarah Gamble confirm, “far

more obviously more woman-centerél Although inLove the male protagonist

“° Throughout this dissertation the term ‘Gothic’ lwit capital, following the example of David
Punter as a leading critic and author on this suibi¢owever, in citations, the various usage of
cited authors will be respected.

“l Milada Frankova, “Angela Carter's Mannerism in Rlidl’s Curious Room,”Brno Studies in
English1999. <http://www.phil.muni.cz>.

“2 Although published in 1971, this novel was actualtitten in 1969 while Carter still lived in
Bristol.

3 Marc O’Day, “Mutability is Having a Field Day’ TéSixties Aura of Angela Carter’s Bristol
Trilogy,” Flesh and the Mirror: Essays on the Art of Angekt€r, ed. Lorna Sage (1994;
London: Virago Press Ltd, 1995) 25.

4 Sarah GambleAngela Carter: Writing from the Front Lingdinburgh: Edinburgh University
Press, 2006) 39.

“ Linden PeachAngela Carter(Basingstoke: Macmillan Press Ltd, 1988) 24.

6 Gamble Front Line68.

11



Lee does partly share the narration with Ann&b&econdly, all three novels are
from the period preceding Carter’s two year staydpan between 1970 and 1972,
where as she claims she had become radicalizedemsimist*® Although Japan
was instrumental in Carter becoming a feminist, lsh@ already “moved towards
a feminist position at some time in the late siti@ process which her
experiences in Japan only intensifi€tdnd when she grew to realize that “sexual
liberation did not necessarily equate with femideriation.™

Apart from showing the first signs of a feminisewi, Carter's 1960 novels
also “often adop]t] a surrealist perspectivelt is interesting to note that Carter's
interest in surrealism heightened during her timdaparf as well. Anna Watz
focuses on a recent discovery of Carter’'s attemtamslatingSurréalisme et
Sexualité(1971) by the French feminist Xaviere Gauthied @v2. She points out
that Carter’'s interest in surrealism originated hier student years, but later,
possibly more aware as a feminis and under thaanfie of the ‘feminist critique

of surrealism’ in Gauthier's work, Carter “gave 'upurrealism because its
art...reduces women to passive objects — eroticimbzhlized, and devoid of
autonomy or agency’®

Another term often attached to Carter’s literaryrkgois ‘magic realism.’
Marc O’Day points out that this term was first usediesignate her works in the
19808* then also retrospectively after her death to dawegigher previous works
too. For the novels Carter wrote in the 1960ss thould be inaccurate, for
according to O’'Day the three novels of the ‘Bristollogy’ were but “a sixties
realism.® Marina Warner holds a similar view stating “theneis a misnomer in

her case, because she is a sceptic, a satirisg angremely 18century spirit.?°

4’ Sarah GambleAngela Carter: A Literary Lif¢Basingstoke: Palgrave Macmillan, 1997) 93.
8 Angela Carter, “Notes from the Front Lin€h Gender and Writinged. Michelene Wandore
(London: Pandora Press, 1983) 71.

“9 Gamble Front Line 97.

*® Gamble Front Line97.

51 AnnaWatz, “Angela Carter and Xaviére Gauthiegsrréalisme et sexualitéContemporary
Women’s Writing September 200@xford JournalsKnihovna Masarykovy univerzity, Brno,
CZ. 15 Nov. 2009 <http://cww.oxfordjournals.org>.

2 see Watz.

3 Watz.

** see O'Day 24.

> O'Day 24.

*6 Marina Warner, “Flights of FancyNew Statesmah3 Feb. 2006Proquest 5000Knihovna
Masarykovy Univerzity, Brno, CZ. 3 Dec. 2009 <hiproquest.umi.com/pgdweb>.
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Linden Peach, although hesitantly, upholds the téwh only considering it
appropriate for her fiction written in the late 087°’

In The Magic ToyshopCarter makes use of fairytale and folklore, for
example alluding to the story of Bluebeard sevérakes. At this point in her
career Carter “regarded the fairytale form as wapipropriating,®® and also
adapting inThe Bloody Chambef1979). In this novel she also makes uses of
mythology, bringing in the mythic story of Leda arlkde Swan. Similarly,
mythology finds its place iRleroes and Villainsvhere in this case Carter doesn’t
perceive myths “as extraordinary lies designed axempeople unfree but rather as
something necessary and useflil.In this novel, Carter's interest in myths
through which a female identity could be definedvgt®® but this trend did not
show inLove only to reappear iThe Passion of New EV@977). Later in her
career, Carter would move away from mythic charactstating in a 1988
interview with Anna Katsavos: “I used to be morderested in it. I'm not
generally interested in doing that... | just stappesing these configurations
because they just stopped being useful to the.”

It is commonly known that Angela Carter read Erglisterature at Bristol
University, which provided her with a sound knowdedof the English literary
traditions. Carter herself pointed out that as @dett focusing on medieval
literatures she had “learned to read in layéfsThis can also explain why
throughout her career she would write in layers. tbloe three novels will be
explored focusing on two aspects. Firstly, they bd placed within a framework
of the British Gothic literary tradition to demorate how and to what extent
Carter follows the tradition. This will also alloand investigation into whether
Carter diverts from the traditional Gothic, and hdw create a modern Gothic
work.

All three fictional works will be examined on thedkground of Gothic

literature. For this reason a descriptive mappihthe history, origins and major

*"Linden PeachAngela Carte{Basingstoke: Macmillan Press Ltd, 1988) 7.

°8 Gamble Front Line66.

%9 Anna Katsavos, “An Interview with Angela CarteR&view of Contemporary Fictiat94
Proquest 5000Knihovna Masarykovy Univerzity, Brno, CZ. 15 N&®009
<http://proguest.umi.com/pgdweb

® see GamblEront Line82.

®! Katsavos, Online.

%2 Allison Easton, “Introduction: Reading Angela @art Contemporary Critical Essaysd.
Allison Easton (Basingstoke: Macmillan Press L@0@) 5.
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themes in traditional Gothic literature will be peated. Following this, each
novel will be explored according to four themesGudthic literature. Firstly, the
theme of boundaries and transgression of bound&uiesved by the theme of
decay, the theme of imprisonment, and also the we@rgely related theme of
flight. These chapters will provide an answer tevi@arter follows the tradition
of Gothic literature and remolds it into a moderotitc.

On a second level, aspects of sexuality and Cartese of pornography that
lead to a feminist interpretation will be focused élthoughThe Sadeian Woman
was written and published several years after lineet novels to be analyzed, |
perceive it as a culmination of the progress amalutn of her perceptions of
sexuality and pornography that over the years leld®ape her position as a

feminist more often than not at odds with the mizagzsn®®

63 Gamble Front Line98.
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CHAPTER 4
THE MAGIC TOYSHOP

Although Angela Carter found herself quite ir@atthat The Magic
Toyshopwas considered a Gothic novel, it would still t@amg such as Polly
Shulman and Jeff Van der Meer “seem classicallpigdf* The Magic Toyshop
is built on the traditional layout of the femalet@ic framework. Following tragic
death, the good father is replaced by a villainHigotather. The Gothic daughter
heroine, Melanie, is financially and emotionallylyureliant and utterly helpless.
To complement the triangle, the Gothic lover enteesscene. At the same time, a
second underlying and secret Gothic triangle agpddre same villain, Melanie’s
uncle Phillip, is in a violently and “grotesquelyaggerated™ patriarchal relation
to his wife Maggie. As the heroine of this secondngle, Aunt Maggie herself
transgresses a new taboo — her secret lover mwrebrother Frankie.

This novel is propped by a fairytale with strongti@o features, the story of
Bluebeard'’s castle. Like Bluebeard, Uncle Phillpalso a king of his house, a
tyrant who locks his wife within the house. And tju&ke Bluebeard’s castle,
Uncle Phillip’'s house also hides secrets behingedodoors. But they are not
necessarily Uncle Phillip’'s secrets. While one se@ a secret of music and joy
between the three Irish siblings, the other oneuly a secret of transgression
against Uncle Phillip’s patriarchal order. It itBecret adultery and incestuous
love. Sarah Gamble also compares Melanie to Alid&/onderland, as she moves
“into a dimension where the real and the fantasiicand mingle...However, this
IS no escapist fantasy, but one which like a faigytis continually referring back
to the social conditions out of which it is proddc¢é®

Similarly toHeroes and Villainsthe novel unfolds to the reader through the
eyes of the adolescent heroine Melanie as she é&mbmr a path to adult
womanhood. This path is represented as a journem fthe house of her
childhood under the protection of her father to ttoeise of another patriarchal

% Polly Shulman, “Sex and Violence: Angela Cartédsly politics,”The Village Voicdlune
1993.Proquest 5000Knihovna Masarykovy university, Brno, CZ. 15 N@209
<http://proguest.umi.com/pgdweb

65 Gamble Front Line 71.

¢ Gamble Front Line70.
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figure to whom she can easily become pr¥yAt the same time, similarly to
Heroes and Villains it is also divided into a world of simplified kary

oppositions of the barbaric and civilized. Yet Tthe Magic Toyshophese

oppositions do not represent the crude oppositioa primitive and barbarian
tribal society versus a progressive and civilizedetal structure. In this instance,
Carter’'s juxtaposition focuses on the class divisiathin a single society. By
focusing on binary oppositions of the charact&arter also brings to surface

oppositions between the middle and working clas$d960s Britain.

A) Gothic Boundaries

The opening pages dfhe Magic Toyshogonfront us with the intimate
boundary Melanie, the central heroine, has comeagainst: the boundary
between Melanie as young girl and Melanie as worhatween herself as a child
and herself as an adult. In tentative exploratiom cosses this boundary into her
sexual adulthood and womanhood from which shegaghtken, returns into her
safe and familiar world. Nevertheless, this crogsof boundaries, however
innocent, does forecast a second crossing, thes p@nmanent. True to the Gothic
pattern, the sudden death of her parents and sdosiseof her father as the
providing patriarchal figure propels Melanie intoetworld of adulthood from
which there is no turning back.

Suddenly at the age of fifteen, Melanie is thrustf a world of rich rural
comfort in “a house in the country, with a bedroeath and several to spare, and
a Shetland pony in a fielt?into a world of “down-on-its-luck South Londof?”
The binary oppositions of the upper middle classwe the poorer working class
run parallel to intermingle with the traditional tBa opposition of barbaric
versus the civilized. From her father's large red house “with Edwardian
gables, standing by itself in an acre or two ofatgn grounds; it smelled of
lavender furniture polish and mone¥ filled with books and art, silverware and
expensive fashion, a home with modern toilets attidbtaken every day, Melanie

and her siblings are taken to live with their undtea run-down South London

®” Gamble Front Line 74.
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suburb, “between a failed, boarded-up jeweler's androcer’s....was a dark
cavern of a shop, so dimly lit one did not at finsttice it as it bowed its head
under the tenement aboV&'where not a single book was found, intellectual
education had no value, and fashion was downgradedhat the patriarchal
tyrant uncle considered appropriate for a womawear; where there was no hot
water, no soap and the lavatory noisily flushedvater. This was a working class
home.

The boundaries of class could not be more distimat through the speech
and accents of the inhabitants of each house.drfdther's upper middle class
and educated home, even the housekeeper “spokeawithd-world, never-never
land stateliness, like a duchess in a Whitehatlefdf” In immediate contrast was
the foreign lilt of the red sibling’s Irish, andettharshness of the working class
“London accent grating on a nicely-brought-up €arMelanie does not fail to
understand the implications of the working claseadan accent has on her future
and that of her siblings, among others their satgskcent.

The boundaries of culture and upbringing were ctdieé in the relation to
religion as well. In the educated and upper midiess environment, “father
liked them all to go to church on Sundays. He rémdlesson, sometimes, when
he was at home...it pleased him to play gently aired(* This middle-class
household allowed the luxury of free time for a tgdéied approach to faith. In
opposition, the working class home of Uncle Phidigy allowed time for work to
earn “bread and buttef> The only appearances of faith took form of lowsaro
meal blessings; and Sundays were headed by a tsgklysful and violent family
breakfast.

This boundary of cultures is also reflected in édvening pastimes of both
households. The idyllic evenings Melanie had wign parents spent reading for
pleasure reflected the educated and cultured middks environment. In Uncle
Phillip’s house, after the shop was closed, Auntgijla would continue her
evening ‘working’. Even resting she was not peredittto be idle, and her

activities aimed at a continued earning of keepirsgwlothes for Uncle Phillip’s
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toys and puppets. Melanie maintained her middlesscleesting pastime, and
although there wasn't a single book in the workatgss house, she continued
rereading the few she had brought with her.

The boundaries are also set between the two méthees that appear in
the novel. Representing the upper middle classaetaMe’s mother, the elegant
and classy housewife of a celebrity writer, “an @atgally clothed woman,
clothed all over, never without stockings whatether weather, always gloved and
hatted, ready for some outing...from a feature ilossy magazine’™ Although
she never had to work, and a housekeeper tenddatiddnome, the mother had
still been “photographed in the kitchen in a frilpron, mixing a cake...[for] a
series of features about celebrities’ wives and wiey were and how they

7

coped.”” Working class Aunt Maggie “was a red woman...Herbege/s were

red as if thickly marked above her eyes with rddhat her face was colorless, no

"8 Far from

blood at all showing in cheeks or narrow lips. S8tz painfully thin.
the picture perfect Mother, Aunt Maggie wore a tgiapron in dark, printed
cotton...pulled awry over her black skirt and sweaaed she appeared flustered.
She might have pinned up her hair in her sleepyais so untidy.”” Yet Aunt
Maggie was a working woman in all sense, apart ffolty serving her husband,
she also tended to the shop, did all the cookinpthe housework. Where Mother
was a representative wife, her main function to glement her husband, and
ensure the household is representative too, AurggMahad to earn her keep
alongside her husband. For as Lorna Sage notesjsés may symbolize
mothers, but they belong none the less to patrérptoprietors.®® She had to
work for him and the household, with no importanaehow the household was
represented towards the outside world.

As opposed to Mother, Aunt Maggie did cross thendlawies of her dirty
run-down working class life into a world of beawnd pleasure in a manner
Mother never did. In this manner, Aunt Maggie, wiadl less freedom given to
her by her dominant husband was in fact less deggrah her husband, and did

have a world of her own while Mother’'s always sedn@ be an extension of
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Father’s world. Aunt Maggie had a world of musidatance that she shared with
her brothers, a world in which she was free anky tnarself, a world that she was
a part of despite having to shield it from Unclellgh This was a world of protest
as much as a world of freedom and joy; and its nfanttion was pleasure and
not making earning her keep, and its boundarie® wesssed whenever Uncle
Phillip was not present to prevent it.

Yet the boundaries between what throughout the Inevas a matter of
course perceived as the boundaries between theateduand the civilized in
opposition to the uneducated and uncivilized, the @nd clean against the dirty
and disheveled, and the modern and the old-fastijoeeen the English as
opposed to the foreign Irish are not always unaoing. The uneducated, wild
and uncivilized Maggie, Francie, and Finn wereséstin their own right. Finn
painted and danced, Maggie was a distinguished, @akall three played music.
What in the beginning was an opposition of the gavhaish people versus the
cultured English middle class transforms itselbtigh the eyes of the colorless
Melanie, who possessed none of these skills. Steelfeealizes how “they were
red and had substance and she, Melanie, was fogregr a shadowW®. And
although Melanie may have not realized it outriggite still is aware that their
“love was almost palpable...warm as the fire, stramgl smoothing as sweet

82 And while Melanie’s memories of time spent withr iamily are calm,

tea
idyllic and serene, they do lack the easy warmtth lawe of the Jowle siblings,
which is strongly projected into the grey and $tenielationship primarily

between Melanie and her brother Jonathon.

B) Decay

In The Magic Toyshqgpdecay in its most ultimate form is represented by
death. For Melanie the first signs of decay witlher life appear with her
mother’s torn wedding dress, a sign of breakagéh Waer life hitherto, and
continue with Melanie’s mental breakdown followitige death of her parents,
after which she must abandon her middle classféifeUncle Phillip’s working

class. Melanie becomes thus utterly defenselessagjginst decay in the form of
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social decline, and together with it, decay in tfeem of dirtiness and
slovenliness.

In its most visible form, Melanie’s social decaysti shockingly arrives
along with the Jowle brothers. Not only is this firet time that Melanie finds
herself in the company of working class persongs ialso the first time she
physically finds herself in such close proximitywmrking class men: “Melanie
began to smell the men. She was puzzled for sonmeemis as to the source of
the smell, so little did she expect he brothersldidwe so dirty...their smell filled
her nostrils until she almost choked with it. Andcawith horror, for she had
never sat close to men who smelt before. A feragiaunmwashed, animal reek
came from them bott®

As Melanie came to know Finn better and closer,rsjteeed other features
of decay, connected to his health; the discoloeetht and even a decaying molar,
as well as the seeming depression and loss offdifewing his fall during a
staging of Uncle Phillip’'s plays. Aunt Margaret ddr only slightly better in
Melanie’s eyes. In an old unbecoming dress, anth Wiles in her stockings,
Maggie was the decaying counterpart of the pictdithe middle-class housewife
that Melanie’s mother came to be.

Uncle Phillip’s house also seems to be decayingfatithg apart, which
may seem strange due to the fact that Uncle Plu#ipiainly has the skills to do
repairs and renovations around the house. Yet withdhe was able to create
beautiful, intricate and ingenious wooden toys, pastained the wall of the
dining room®* the toilet did not work, “And no lavatory papet. Wwas all
disgusting. They lived like pig$® In comparison to Melanie’s “fifteen combed
and scrubbed years...clean underwear, [and] a coft#igef baths in which she
has washed herseff® it is not surprising that with the lack of hygiemad
modern comfort, for Melanie, Uncle Phillip’s houséh especially Francie and
Finn, was “dirty and commorf*

Melanie’s expectations about her future life in don revolved around

culture, theatre, and soirees. Yet her first ocoasd leave Uncle Phillip’s house
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for a walk showed her a once good middle-classhi@ihood “crumbling in
decay,®® a sad and depressed place. She is also led patkeonce the site of the
National Exposition of 1852 that Finn calls “the graveyard of a pleasure

ground.®°

Once a place of grandeur and pride, it has novworbecan overrun
decaying jungle of “pervasive despair” and “dedofgt® set to be finally torn

down completely and replaced.
C) Imprisonment

Imprisonment inThe Magic Toyshogs represented by the tyrannical
patriarchal character of Uncle Phillip, and, inexdion, by the boundaries and
rules he sets, and finally by the physical bourefaof the house. Although no
such rule is ever formally set, it is understoodt tMelanie is not to leave the
house unless for errands, and she only does sag §mi a walk with Finn, on the
one occasion that Uncle Phillip is not in the houseen though in her old life,
she was not retained but rather encouraged to gofdahe house, it seems that
she does not suffer from this change.

Melanie’s first feels the impacts of imprisonmengtthe Uncle Phillip with
the expectations he has on her clothing, i.e. villeatonsiders appropriate for a
woman. As Finn pressingly explains to Melanie, @n&lhillip “can’t abide a
woman in trousers. He won’t have a woman in thepsheshe’s got trousers on
and he sees hef?Uncle Phillip also likes “silent womert® This points directly
to the dumbness of Aunt Maggie, as she is trulgnsjlbut it also introduces
Melanie to the notion that as a woman she is npéeted to talk, and in extension
not to have a voice or an opinion of her own.

Aunt Maggie’s silence was “a terrible afflictiont came to her on her
wedding day, like a curse. Her silendé.This silence is the result of her
imprisonment through marriage to Uncle Phillip. Skeonly permitted to wear
old, drab dresses that diminish her beauty and peesonality, and lives in

constant stress and fear of her husband. Posgiblyniost obvious sign of the
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strength of Uncle Phillip’s imprisoning chains ovaint Maggie is the only piece
of jewelry she ever received from him — a chokdre Big and ugly choker is the
most basic and obvious symbol of Uncle Phillip’sn@nship and imprisonment of
his wife. Holding her tightly under her throat, indeed demonstrates his
accomplishment of choking and silencing his wifeiocomplete submission.

In the same manner, it is not only Melanie and AMsdggie that are
imprisoned by Uncle Phillip, but also Francie argpexially Finn. Finn is the
Uncle’s apprentice, he is in the closest daily aonhwith the Uncle, and surely
carries the brunt of his violence, and has thesesito show for it. Uncle Phillip is
very aware of the fact that he has all three Josilblings imprisoned - Aunt
Maggie through marriage to himself, and Finn andnEre through Maggie,
having taken them in when they were orphaned. AdéJRhillip also knows they
would never leave Aunt Maggie to him, and that tlaeg imprisoned in their
obligation to earn their keep in his house.

This imprisoning obligation is to be extended oe three middle class
siblings “to make into little Flowers”™® Victoria, the baby, is naturally
incorporated into the family as she becomes ‘Auaghyle’s baby’, Jonathon is in
Uncle Phillip’s hands as his only interest is taldbship models, and he very
readily contributes to his keep by building shipattwere sold in the shop over
Christmas. Only Melanie is left to be completelydaaover, and to lose any
volition of her own?® To earn her keep, Melanie must work in the toypshiere
IS no question of continuing her education. Ondbghat, Uncle Phillip devises a

plan for her to play in one of his private pupgsh\ss.
D)  Flight

The perspective of running away from Uncle Phiflighousehold first
occurs to Melanie following her first breakfastiar new home. The non-working
lavatory, the bath with not more than a tricklecold water, the dirtiness and
squalor of her new home, and the oppressing agttéming presence of Uncle
Phillip all contribute to the thought that she @bulin away. Yet in this instance

her thoughts of running away were only typical eomplations of a teenager,
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imagining herself “Brewing Nescafe on her own gasrr.. and painting one wall
geranium red and another cornflower bldéPartially an idea of flight from her
current situation, it is also a young person’s rotitayearning for independence.

Yet for at the moment, Melanie has no real desreflight. Although not
particularly happy in her new environment, and aa@rher imprisonment in the
clutches of Uncle Phillip, she does not have thitisn to rebel in any way
against her Uncle or her situation. In comparismMiarianne fromHeroes and
Villains, Melanie has no true will of her own and does seek to break free of
her current imprisonment.

On the other hand Finn is the first to break thprisbnment of the Gothic
Uncle Phillip. He does so by chopping up his Swappet because “Phillip
Flower loved it so® and because through all his work he “put himst$ it.”*°
For Finn, the swan directly represents Uncle Rhdind his intentions for Melanie
— not only a staging of the rape of Leda by thersviut also a manipulation of
Finn and Melanie into a situation that would endwigh Melanie undone. By
killing the swan, Finn had also ‘killed’” and choppep Uncle Phillip, and buried
him too. Finn’s initial reaction upon waking to shieality the following day was
terror. But after realizing Uncle Phillip had lgfie household for the day, and
Finn broke the news Francie and Aunt Maggie, gasifar to taking the liberty of
sitting in Uncle Phillip’s chair. By killing and dpping up the swan that had
attacked Melanie, by now one of their own, he hadd partially also Francie and
Aunt Maggie from the terrible hold that Uncle Pipilhad over them.

Uncle Phillip return from his outing like a Bluelvdaonly to find himself
betrayed by his wife, and in a manner he would néese considered possible,
cuckolded by his own brother-in-laff? Yet it is also at this moment of truth, that
both Francie and especially Maggie break free ftbemimprisonment of Uncle
Phillip. Aunt Maggie “found her old voice again tday she was freetf* and
along with her voice a new courage. Maggie and dteamad decided to truly (and
not only symbolically) finish with Uncle Phillip, lwWle Finn and Melanie were

given the opportunity for a final flight from thenprisonment of Uncle Phillip.
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CHAPTER 5
HEROES AND VILLAINS

In Heroes and Villaing1969)Angela Carter perhaps most clearly and most
fundamentally employs the Gothic form. In fact, €amwrote this novel “because
she was irritated that critics called her secondgehorhe Magic Toyshgpa
Gothic, and she wanted to show them what a reatiGtmoked like.*** Building
her plot on the traditional layout of the femaletldo novel of the good Gothic
father replaced following his death by the Gothitain father, and recreating the
Gothic villain - heroine - lover triangle, Carteenters her plot around the basic
juxtapositions of the barbaric and the civilizedf Gothic chaos and a
contemporary order, stressing the binary oppostitypical for Gothic fiction
throughout the novel as seen through the eyesdi¢hoine Marianne.

Heroes and Villains‘is a more extreme reworkin® of the themes
apparent inThe Magic ToyshapAs a young Gothic heroine, Marianne leaves the
safe patriarchal world of her father and enters iattumultuous world where
again her safety is assured by a supreme patriaacithority. Yet in this new
world, the boundaries between the Gothic villaid &ver are far from clear, and
Marianne’s sexuality becomes central to the maamea, or dissolution, of
patriarchal authority.

A) Gothic Boundaries

Marianne’s world ofHeroes and Villainsset up against a background of a
no man’s land of deformed human-like ‘outcastshef dutcasts,’ is divided by the
boundaries between the Community of ProfessorstlamdBarbarians. This basic
Gothic binary opposition of ‘Professors’ versus rBaians’ was created
following the strongly apocalyptical ‘War’ — the lnodary between the world as
was then, the Past, and the world as now, the Rre3de world of the

104

Community was of an educated and civilized “trahquder,” " an order based
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on the scientific, the new, well-kept and cleanjuxtaposition was the world of
the Barbarians, a world of the illiterate and sa&vagworld of superstitious chaos;
dismal, dirty and decaying. While the tribal Baibas led a semi-sedentary,
semi-nomadic lifestyle, travelling and settling dow different areas according
to the time of the year, the traditional societgdth Community lived all year
round in their village, built according to a givetructure and surrounded by
protective walls. The Community kept livestock agtew crops, while the

Barbarians hunted and, in times of need, raided Gbenmunity. While the

civilized Community clearly set up a formal claswislon of Professors (the
elite), Soldiers and Workers, the tribal Barbaridra no such structure, their
leaders were partially selected according to adingy structures, partially by
deposition of a formal leader, but always involviaggood amount of respect
through fear and superstition.

All the same, both worlds share the basic Gothiatuee of the
encroachment of the past upon the presemé present world of the Barbarians
and the Community was pre-determined in the pasre the ‘War,” when a
former division of society ensured the Professangl those they deemed suitable
and useful, survived in deep shelters. The Barbarsomehow managed to find
survive, while the Outcasts suffered the greatastatje of the nuclear-like war
debilitating their minds and deforming their bodid®th groups somewhat
carrying over into the present the results of thvese of social pre-determination.

The encroachment of the past into the presentan &wther stressed by the
Community’s preoccupation at preserving the Pastridhine’s father, a
Professor, “reconstructed the past; that was tofepsion.’® He maintained a
large library full of books and thoughts from thessp and a museum with relics in
glass casé®® from times before the War. The past in the Comityuisi one of
documented history, a past classified by reasateraand education. And it is in
this world of reason and order Marianne was raised.

In the world of the Barbarians, the encroachingt gmsnore of a Gothic
kind. Fuelled by a fearful superstition and mysicj the Barbarians protect
themselves with amulets and charms, symbols ofi@past. In superstitious fear

they gesture against the evil eye, which Marianmlg such later recognizes as

105 Carter,Heroes8
108 Carter,Heroes9.

25



the sign of the Cross, the sign of a religion forgo to the pre-War past, and
make use of incantations.

If the Barbarians temporarily cross the boundanes the world of the
Community during raids, then Marianne is the one\wwkrmanently crosses the
boundary from the world of the Professors into wweld of the Barbarians. Yet
she is not the only one. A similar crossing of bidanes was effectuated by Mrs.
Green, Jewel’s foster mother who becomes Mariarsw@'sogate mother, and Dr.
Donnally, who replaces Marianne’s father as a uldiasly Gothicized villain
father figure.

Marianne’s crossing of boundaries between the twdds is brought about
by her feeling of imprisonment and deprived freedaithin the world of the
Community and her subsequent escape. Throughouthildhood, Marianne is,
just like all the members of her Community, brougptwithin its walls, she “was
not allowed to go outside the outer wire fence afoagn the community*” but
like a princess “lived in a white tower made ofestand concrete™®® As a six
year old, she experiences total imprisonment wieekeld up in a high room in
this tower by punishment, during which she is wagéo the killing of her elder
brother during a Barbarian raid on the community.

Marianne flees the imprisonment she feels in theroanity by wandering
out beyond the outer wire fence of the communitihaaigh it was forbidden to
do so, and already this very early, she herselfcgiees these trips as escape,
even though temporary and of limited duration. Bsither Professor father said
there were “no such things as ghosts so she wonldfigby herself into the
swamp™'®and then further out into the ruins and the heftie city in ruins, and
one day even further into the forest. These trips ad the boundaries of the
Community allow Marianne her first glimpses of thetside world from which
she, and those in the Community, is isolated fréfar the moment she is still the
product of her upbringing and would not have beble do free herself, she
remains emotionally and practically within the walbf her Community.
Nevertheless, these trips are precursors of hardutight that frees her from the

Community never to come back.
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B) Decay

The pervading sense of decay prevalent througlh@ubhovel that Marianne
herself experiences. Seemingly the only one tourerdut of her Community, she
first provides us with glimpses of the long decayeorld of the past as she
“penetrated to the fossilized heart of the city...veheothing existed but chunks
of blackish, rusty stone. Here even the briarsseduto grow and pools of water
from the encroaching swampland contained nothirtgvtseid darkness™* Here
she found no sound, no signs of life, only “ragthvaiutrefied flesh**? The same
sense of putrefying decay is reinforced constatittpughout the novel, and is
reflected not only in the world of the Barbariabsit also, surprisingly, in the
world of the Professors.

When Marianne has her second glimpse ever of thieaBans in the forest,
they do not seem as wild and savage and gloriodsi@sg the raid 10 years ago.
They are the picture of decay and disintegrationp-War society, one of
poverty, misery and sickness; they are the “crugipossessed survivors-* At
exactly the same time, mental decay crosses thadaoes of reason into the
Community — Marianne’s father is dead by the hawfdglarianne’s nurse in a fit
of Gothic madness. The nurse “loved [them] whegyfltwere alive,*'* but decay
is also the result of age, and both she and thie$dor have grown old and less
alive. Marianne too is barely ‘alive’ but decayiwithin the Gothic imprisonment
and confinement Community. And so hers becomessthgygle to shed the
decaying past by cutting the last threads thahéieto her good Gothic father.
Marianne burns his books and throws away his cle¢ke two signs of culture
and order but also relics of the past — and cuts“lbmg, fair hair so she
resembled a demented b&y’far more than the Gothic maiden.

In the Community all is done to keep mental decaybay, order is
reinstalled after each raid, what is destroyee@lmiilt or repaired. Members of the
Community that go mad are considered as “maladjystiack[ing] in discipline”

or “deformed,” should be “given treatment” or “sebjed to tests and then
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operated upont*®and in certain cases are simply shot dead bydlukess. In the

tribe, decay is pervasive everywhere. Poverty, diralnutrition, illnesses, and
diseases touch upon every member of the tribe; dheypenly visible and rarely
treated. The tribe lives in anything partially abie they find, with no attempt to
better their environment. When Marianne enterdribe of the Barbarians, she is
taken to live in a house of the pre-war past tihat Isarely recognizes from her
father’s books, yet this one “was a gigantic menudryotten stone, a compilation
of innumerable forgotten styles now given some mgrgdty by the devouring web
of creeper, fur of moss, and fungous growth of tbt.This house, although lived
in, is “wholly abandoned to decdy® and as Marianne will see not only from the
outside but from the inside as well.

Physical bodily decay, in the form of gangrenegetgeviarianne as she first
enters the house, “the reek of putrefaction...filk@ room...she had never
smelled decaying flesh befor?® It is Jewel's brother, dying from a festering
wound, his body in decomposition even before heuly dead. Decay in the form
of death strikes later as well, when the tribe’siba become ill and die.

Living with the tribe, the sense of decay surroagdMarianne is constant
and only deepens; her living conditions get nodrethut rather worse. She also
begins to decay, there is no effort from her pdhee to prevent this decay from
spreading, to make anything cleaner or more bearalld she is only a passive
spectator, decaying along too. Even following hedding when she moves in
with Jewel into the tower, she watches the towedettill there is hardly a rock

over their heads.

C) Imprisonment

As a typical Gothic heroine, Marianne grew up as@mer in both the
physical and mental sense in her father’'s worldy tmexchange it for and even
more horrifying imprisonment in her Gothic lovemgorld. Physically, she was

held prisoner within the walls of the Communitytoaiso “lived in a white tower
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made of steel and concreté”Like a princess, she lived up high, above the fiead
of others, a symbol of her rank as a Professoraghi@r. This type of
imprisonment is repeated again, much later ony aite marriage to Jewel when
she joins him in their new quarters in the decayingse. Their room was in the
oldest and highest part of the house, up a spiasicase leading up into a tower
where “higher and higher they werit®* Although symbolizing Marianne’s high
status in the tribe, high up in the tower with lmeisband, again she becomes
unreachable, symbolizing her even greater imprisorinand isolation from the
tribe.

But even previous to her marriage to Jewel, Mamawas a prisoner in the
tribe. While Marianne was recovering from the snbke she received during her
flight from the Community, Jewel would visit hisster mother and check up on
her, yet these visits stopped and “nobody visited How she was well for now
she was a prisonel? and her status in the tribe changed. Marianne neas
permitted out of her room and like many prisonexkéd up for a long time, she
“no longer had any clear idea of how long she hanbthere® Her
iImprisonment was more apparent during the longodsrshe was left alone in her
room. There being no locks Marianne “was fastem¢d the room by means of
the trunks of some trees which were placed acrbssdbor outside®* her
isolation relieved only when Jewel’'s foster mothesught her food or came in to
sleep.

Like all Gothic heroines, Marianne is constantlyden the forced
guardianship of a patriarchal figure. Brought uphley father, following his death
her guardian, under the conventions of a patridbaety, becomes her uncle. In
the world of the Barbarians, she is again eitheteurthe directive of the Gothic
villain father Donnally, only to become, after herarriage to Jewel, her
husband’s complete responsibility and property.
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D) Flight

Marianne’s periods of imprisonment are interruptgdher many flights,
creating a cycle of imprisonment and flight throaghthe novel. The precursors
of Marianne’s flights are her escapes from the Comty into the swamp and
then further out into the heart of the city in miwhere it was forbidden to go.
After the death of her father, another Barbariaacit provided Marianne with a
chance for her final flight from the Community atite imprisonment she felt
within it. When she brought food to the injured é&éwiding in a shed, she
immediately answers ‘yes’ to whether she would gthvihim as “there was
nothing but custom to keep her in the villag&,and it was that very custom she
was seeking to escape.

Although “she found she was accepting his offeretscue her®®in an act
of reciprocal rescuing Marianne makes use of hegralodities to drive the
community’s lorry. But before they drive out Jewehrks her with his war paints
and she becomes his “hostad#,and his property. Before leaving one patriarchal
society, she has already become a repressed vaftian even more strongly
patriarchal tribe.

Later in the novel, Marianne decides to flee thieetafter she almost got
gang-raped by Jewel’s six or so brothers, “sher@adeason or desire to stay in
this disgusting and dangerous plat®&.This time, Marianne does not wait to be
rescued, but escapes on her own. Similarly thobghflight is not planned, and
she leaves the tribe with no provisions. Yet onnoetlee road, “the further she
went the happier she greW?® Having never come across any danger during her
ventures out of the Community’s walls, she feltesadn the road than “among
these stranger§® of the tribe. Having left the horrors of the tribehind, an
aspect of hope rises that the road she was on ¢=adidto a better world. Yet this
time her break is interrupted by Jewel and sherasight back to the tribe, now
truly raped and utterly humiliated, and what mardé imprisoned yet further by
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marriage to Jewel. At this point, Marianne “did notend to run away again
yet...for she knew she would be tracked...and retutnatie stinking castle*®
but this was only for the time being, ‘yet’ suggegtthat she would indeed plan

to escape at some later point.
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CHAPTER 6
LOVE

In Love published afteHeroes and Villains Angela Carter returns to a
British setting. In a run-down urban and acadenmeirenment, also labeled as
‘provincial bohemia**? by Marc O’Day, Carter lays out a destructive séxua
triangle connecting Annabel, Lee and his brothezZBuSimilarly to Shadow
Dance(1966), where the plot also revolved around a loiaagle of two men and
a woman->* the novel ultimately ends with suicide — Annabel’s

As mentioned earlier, the term ‘magical realismhmat be applied to this
novel. Marc O’Day aligns it within a “sixties resn saturated with domesticated
Gothic and psychological fantasy elemehtsivith no ‘magic’ involved. Patricia
Juliana Smith regardsoveas a novel of sensibility and a “literary firstusin [of]
the Gothic novel**® Sue Roe on the other hand, in her essay “The @ésaf
Love: Angela Carter’s Surrealist Collagelaims that the heroine Annabel “exists
outside even the traditions of female Gothi€”only in certain instances
“behave[ing] like a Gothic heroinéd® and Anna Watz supports this saying the
novel is “written from a...maddening perspective asdsteeped in the surreal
dreamworld.**® For Sue Roe, the novel is “as Annabel sees thédworessy
collage of the imaginary and the ré&l.Yet the novel's central love triangle and
opening Gothic setting still invites an interpredatin the traditional Gothic line.
Lee sets out as the villain husband who abusesats&xually and mentally, yet
he is also the husband and lover that takes carenoébel. Buzz is the distant
lover, but in a relationship consumed only in aiefor Annabel that fails to
meet on the same level as Annabel’s desire for Bmhancing the overall Gothic

queerness of the setting, Annabel and Buzz themseatarry villainous streaks
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too. Annabel is mentally volatile and dangeroush&rself, Buzz is violently

unpredictable and a danger mainly to others andh®soutward appearance of
the hypermasculine sexuality attributed to the @othillain.”**° Both become

monstrous towards the mentally stable and so dffitty vulnerable Lee. Beneath
a Gothic veil of madness and transgressed tabofiddsna drama of sexual
passions, possession, adultery and violence.

A)  Gothic Boundaries

Beginning almost like a fairytale with the openingrds “One day”, the
reader is immediately introduced into a typicalbrie Gothic setting. In a park
surrounding a long demolished"™.8entury mansion, decaying into a wilderness
with “spread[ing] green tangles™ Annabel sees the uncanny and mysterious
picture of “the sun and the moon in the sky at $hene time,**? the sight of
which “filled her with a terror which entirely comsied her.**® A Gothic sense of
foreboding is instilled together with the understiagy that things are not the way
they should be and that there must exist an eXteemason for her terror. The
seemingly unnatural occurrence is none but thesaiting in the west and the
moon rising in the east, with no “supernaturalamtéstic violations of the laws of
everyday life.*** For Annabel the occurrence represents “two coptséates at
once...a dreadful rebellion of the famili&t® from which she attempts to flee in
frenzy and hide in fear. Through the “collision Wween the orderly cool

"146 and Annabel’s “terror of the imaginaticid® the ambiguities of the

rationality
underlying Gothic boundaries of the common andutheanny are set.

These same boundaries are further emphasized bgcaigtion of the park
and within it of the boundaries between differenatseof the past, but also between
the sides of the park. The south side of the gzakked in light, positive, normal,

holds no interest for Annabel. The “Gothic nortthese the ivy-covered tower
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with leaded ogive windows skulked among the treeansforming the park into
a premeditated theatre” filled with “magic strangssi’ and “curious silenc&”®
provides an ambiguous background to the fear agtitmares, and also the
“nervous pleasuré®® of Annabel's unhinged mind. This side also refiette
‘other’ side of Annabel’s mind, and the unsettlingeboding that lingers.

Similarly to The Magic ToyshgpLove also draws attention to the
boundaries between social classes and the undgiigisions. Buzz and Lee are
from working-class backgrounds and “represent the trajectories for the
working-class boy born in the forties’® Annabel on the other hand is from a rich

"5 and listened to

middle-class background that “smelled of soap arwhaw
“baroque harpsichord musi¢> Although Annabel seems not to see nor care for
these class differences, her parents only partatlyept Lee because he is a
university graduate and a teacher, and Buzz bedhegeconsider him a future
artist — the new bourgeoisie. Lee faces the samedayy of class division with
one of his mistresses, his university lecturer'siagte class housewife, when he
realizes that one of the attractions he held fomees that she romanticized him as
a working-class “thug®®®

The boundaries of two different worlds are alsolgethe opposition of the
physigque and character of the two Collins half-heos, Buzz and Lee. Although
they shared the same mother, and the same uphlgibgian aunt, they are foreign
and strange to each other through their fathershésame time, they function as
the opposite shadow of the other, in what Sarah likamnsalls the ‘Gothic
mode.™* Lee is the fair-haired man with clear blue eyesntto grammar school,
became a teacher, and “gave the impression of qterfaturalness, utter
spontaneity, and entire warmth of hedrt’His savage, dark, coarse brother Buzz,
whose own mad mother was convinced her “child oflaak stranger...was
touched with the diabolic}®® had no interest in education or work, communicated

sporadically and erratically, and had aggressiv&aothcerting and strange ways
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about him. This also gave him what Patricia Juli&maith calls “the outward
appearance of the hypermasculine sexuality at&ibuo the Gothic villain®’
These opposites manifested themselves in theae$dtips and approach of each
of the brothers towards the mentally unstable AehalVhile Lee provided
Annabel a stabilized environment where seeminglyrhadness was reined in,
Buzz encouraged and stimulated her mind into ersess

The central underlying boundary of the novel is timundary between
sanity and madness. The Collins brothers’ firstoditiction to madness was in
childhood when their mother gone utterly mad in lmubLee is aware that
Annabel is strange and non-balanced, neverthelesss Istill attracted to her
“because of her strangeness which seemed to hiritagivaly different.”®
Annabel surely also appealed to him because of‘teeninine’ traits of physical
and mental frailty and [especially the] passivetimage peculiar to the Gothic
heroine.** Buzz, following his initial distrust and dislikeyen jealousy, was in
his self-groomed perversity Annabel’'s “only intediieey between her private
experience and the common ori&"that is, between the world “rendered into

161

nightmare by being filtered through [her] insaneagimation™ " and the ordinary

world as existed and was seen by others.

Annabel’s interior and private world was a world ‘fiythology™®? in
which she had “the capacity for changing the apgreas of the real world which
is the price paid by those who take too subjectivéew of it.”*®® In food she
looked for spiders and snakes, in her bedroom alebgds and feared she would
touch out at dragon’s wings. Annabel’s madnessigdealvher with the boundary-
less world of a “suffering schizophrenic, with nlear sense of the boundaries
between self and other, inner and outer, intra- emerpersonal, private and
public, fantasy and reality"® Annabel’s view of the exterior world was not one

where she clearly saw people, but only shapes andet in “a series of
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interesting conjunctions of shap&¥that in essence are a random “messy collage
of the imaginary and the red®

Lee himself became integrated into Annabel’s myaby!®’ and her “desire
for a fairy-tale figure,*®® for Annabel clearly did not seek the companiongifip
mere human beings. Lee became a different creatweey time Annabel drew
him — first as a “golden lion too gentle to eat fié2’ then a carnivorous unicorn,
followed by a unicorn with an amputated horn. Andtbe clean white barren
walls of Lee’s bedroom, she drew a large tree wviittaginary animals and
“transform[ed] it into an exotic wilderness of tineagination.”"°

When Annabel was not painting and drawing Lee ashological
creature, she still perceived him more as an obfectn art student, she only saw
the different colours of his surface rather tham g@®rson with flesh and blodt.
As to herself, she was only conscious of herselieasg no more than a pair eyes
with no body'’? Her body was incapable of appreciating sensuahtes, and her
mind was incapable of emotions and often in a nmé¢Es state. Annabel wished
herself to be a mask, bland and colourless behihathvshe could hide and
undisturbed live out her life?

Buzz's photographical view of a static world standsjuxtaposition to
Annabel's imaginary and mythological world of swda and colours that swirl
around her and over which she has no conif8lBuzz looked at the world
through the camera and found the still images batveach closing of the shutters
as more trustworthy/> The resulting static photographs provided him wath
stable security of a past that he could hold inhaisds. Likewise, the photographs
provided security for Annabel as their lack of matand depth held no danger for
Annabel but rather provided her with “a true stor.
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Both Annabel's and Buzz’'s fashion of viewing therldowere devoid of
emotion. Both objectified the subject of the pietuhus creating a boundary
between the real world and the one they managexette for themselves, and
partially for each other. Yet Buzz’'s photographyulb take on a yet more
disturbing essence. His photographic voyeurism aautred upon Lee and
Annabel’s personal and intimate life, resulting aqg®thers in a series of photos
where she was not fully clothed. This photograpfogeurism further crossed
another boundary of ‘normality’ too when Buzz phyptphed Annabel during her
terrifying experience on the hill. Most disturbigigland clearly crossing over
boundaries of taboo, Buzz photographed Annabelnigasiashed her wrists in a

suicide attempt before even calling an ambulance.

B) Decay

True to Angela Carter’s introductory Gothic hilltgetting, the sense of
decay is introduced in the description of the itk and its past world eeriness. It
is also supported by a picture of the disintegratmver the years of an
architecture that belonged to a different era. kinlihe Magic Toyshgpwhere
Melanie finds herself in a decaying environmenthbioside the house as well as
during her walks in her surroundings, andHeroes and Villainswhere Marianne
also leads a life in the Barbarian tribe surroundgdmaterial decay,.ove does
not provide us with an external world that crumbdesl falls apart. The sense of
decay rather spreads in the form of decay of thedrand it is for this reason that
Sarah Gamble claims “it is the utter horror of trefreat into psychotic isolation
that maked.oveCarter’s real Gothic novel of the sixties”

The central principle of decay in the novel is thecess of growing
madness that takes place in Annabel’'s mind. Whenfisst meets Lee, Annabel
has already gone through her first breakdown, aisgems that her relationship
with Lee stabilizes her mind for a while. But whBuazz returns from his voyage
abroad, Annabel soon finds him to be an accomplicthe strange ways she
views the exterior world and the fashion she Iwin her interior mythological

world, and in this manner the decay of her merigaedinds support.
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On the day where Annabel’s mind was already umigcaid by her terrifying
experience on the hilltop, she witnessed Lee hasexgwith a girl at a party at
their flat; for Annabel this was “a recreation detsun and moon in appalling
harmony.*"® Previously having told Lee that if he ever decdifer she would
die, and now personally watching this “event thatatened to disrupt her self-
centered structuré;® Annabel's mythological view of the situation only
permitted a solution through suicide - evidencé¢hef ultimate decay of her mind
that was not contrary to a conclusive decay of body

Through this circumstance, decay of their brothergfationship was
introduced into the lives of Lee and Buzz. On thee dvand Buzz held Lee
responsible for Annabel’s suicide attempt due soghblic infidelity; on the other
hand Buzz was partially responsible too, as he @iipgp Annabel in her strange
ways. It is through this suicide attempt that tleeay of his own twisted mind
manifested himself as he took pictures of Annaletding near to the death, and
Lee becomes finally aware of this. This and theuest| that Buzz leave their
common household to allow Annabel to return homeatas a new boundary
between the brothers and hastens the decay ofréiaiionship.

Following her first suicide attempt in the novelpabel herself became a
picture not only of mental decay but of physicataletoo. Previously already
very slim and lanky, in the mental hospital sheidiypdecayed into a ghost-like
spectre “ghostly woman white as a winding sheet simsuded in hair....her
hands...looked like dried flowers, nothing but vearsl transparency® More
than ever before, Annabel has physically and mientscome the exemplary

female Gothic victim *8*

C) Imprisonment

Annabel's madness is not only the central theméeofy in the novel. Her
madness also develops the theme of imprisonmemialdei is always imprisoned,

and her prison walls are those she creates foelfiensher mind. But Lee and
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Buzz also end up imprisoned within the confineshef mind. Before meeting
Annabel, Lee was certainly a man of freed§mHis sense of freedom was
reflected in his bedroom which was free of any ifwne but the bed. For Lee not
possessing anything represented freeddmas possessions would entail
responsibilities and constrictions. In extensiorgoadition of this freedom was
also freedom from the constrictions and responsésl of a relationship with a
woman. This suggests that for Lee, having a relatipp was analogical to having
the possession of a woman.

As Annabel enters Lee’s world, she becomes thegsegm that causes him
to lose his freedom. She imprisons him within tberdaries of her own world in
a dark green jungle filled with mythological animaln this changed environment
Lee finds himself out of place, yet he is just espped within it alongside
Annabel. His imprisonment grew in parallel to heentally unstable world of a
partially voluntary and self-inflicted imprisonmetitat shielded her from the
exterior world she refused to comprehend.

Following her suicide attempt, Annabel realizes hbsolute powers and
capabilities of further imprisoning Lee within heworld. Through his sense of
responsibility for her and guilt for what has hapge, he suddenly finds himself
imprisoned in a world where Annabel is not the owulgtainer. Annabel’s
psychiatrist, the hospital nurse and Buzz all ébate. Buzz even shows deep
admiration at how Annabel imprisons Lee by branding as a possession. She
forces Lee to obtain a tattoo with a heart andr@ne in Gothic letters on his
breast. It is common practice that tattoos in tege of a heart represent love and
romance but this was a tattoo of punishment anctahemanipulation®* In what
Smith calls a “quasi-masculiné® act, Annabel had thus branded lee into one of

her possessions®®
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D)  Flight

As opposed to Melanie ihhe Magic Toyshopnd Marianne iHeroes and
Villains, Annabel does not attempt to flee from her houlsbhith Lee and Buzz.
In fact, there seems to be no need for flight a&sislone of the “vulnerable girl-
women who inflict damage on all around them throtigh sheer extremity of
their self-victimsation.*®’ Yet according to Sarah Gamble, we can find a todce
the image of flight in this novel as well. Gambt&ahes it to Annabel’'s bedroom
painting: “The single tree evokes the biblical ireagof The Magic Toyshopnd
Heroes and Villainswhere in both cases it becomes a symbolic oft@mated
escape from patriarchal structures. But it hasuuh positive connotations in this
novel.”88

Annabel’'s closest act to flight is suicide. But neasons are not to flee the
unbearable of her inner world, nor the terrifyirfghe external world. Her suicide

attempts are more or less planned acts of masmcresenge.
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CHAPTER 7
SEXUALITY AND PORNOGRAPHY

In the following two chapters, the term pornograptyi be much used.
Because this term has a wide range of use, itaessary to define how it will be
used in this paper. Susann Kappeler possibly pesvithe best definition of
pornography for the purposes of this paper. “Porayolgy is not a special case of
sexuality; it is a form of representatioff® This definition does not necessarily
have to omit aspects of eroticism, as the erotec @rnography overlap, and it is
not always easy to distinguish one from the dffier to define the differences.
For the purpose of clearness, the term pornogregphgderstood in this paper as a
method and form of representing sexuality. A porapbic gaze or view is then
to be understood as a manner of viewing a persoa situation with sexual

connotation.

A) The Magic Toyshop

In the opening pages of the novel, we come acrosiarve, at the age of
fifteen, whose sexuality is budding. Newly explgriner sexuality, she maintains
it within the parameters of the society she knowd the models of women she
encounters. The model of her mother, a promineasé&avife, is always perfectly
dressed and leads a perfect home. As Sarah Garotds, ri“femininity, in this
context, is just another costume: cultural construather than natural
condition.”®* Melanie casts herself against the models of wonescribed in
literature (she is currently readihgrna Doong as well as models of women of
famous painters. Yet all these “various preconckiveages of Woman and
female sexuality*®® are set within a patriarchal arrangement of spgighich is
upheld by her extreme naiveté and expressed iwiser“Please God, let me get

married. Or, let me have se¥X®
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Melanie experiments with marriage. She “gift-wragid® herself in
various wedding dresses by using her net curt&imsling her mother’s wedding
dress she puts it on in the night, and becomefittleewnhite bride of the night.
Against the Gothic strangeness of the night comgahany secrets behind its
veil of darkness we see the contrasting the dréss ‘@©ymbolic and virtuous
white. White satin shows every mark, white tulleimples at the touch of a
finger, white roses shower petals at a breathu¥iis fragile.**® Virtue is indeed
fragile as Melanie finds out too late she has thinesself too early into the world
of mature sexuality for which she is not yet realybridal and innocent white,
Melanie projected the picture of herself as a wuiibride, and, on the one night,
explored the limiting boundaries of her sexual matu

As Melanie explores her sexuality, the reader gaipornographic view of
herself. Posing semi-naked for imaginary classimters, she “felt particularly
wicked when she posed for Lautr€® in a pose that she associated with
wantonness and inappropriateness “drag[ing] her $lattishly across her face
and sitt[ing] down in a chair with her legs apandaa bowl of water...at her
feet.™®” Melanie is thus “already regarding herself fromnale-identified
perspective, envisaging her future adult female @ a man’s bride or muse,
which leads her to continually assess her body'ghiareess as the object of male

desire™®®

and “constructed entirely through and by mascutg@esentations of
sexualized women:®

Melanie not only explored her body and her sexyalisually, she also
explored it physically, described by Carter alwagth a pornographic quality to
it. She explored her breasts and further, “clanmgeher own mountain ranges,
penetrating the moist richness of her secret vall&y) While on the one hand it

seem that already Melanie’s “passage into thearatral system is inevitablé*
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on the other we can see that in fact for the morfteetreal object of her desires
is herself*? manifesting in these instances of autoeroticism.

Melanie has a pornographic view of Finn as well wlkeocomes an “object of
dubious desire®® a desire that is marked by doubt and wavers betageaction
and repulsion. She watches not only his face, Imitwhhole body, focusing on
certain parts of it as if with a camera view. Sh# only measures up his
physicality but also watches his movements closAlytimes she gives Finn
animal attributes. “The curl of his wrist... It was & he had put on the quality of
maleness like a flamboyant cloak. He was a tawory poised for the kill- and
was she the prey?” At other times, Finn gains mythological attributeta
fantastical and exotic world. “Maybe his legs wdrary under the worn-out
trousers, coarse-pelted goat legs and neat, clbgenes. Only he was too dirty
for a satyr.?’® And it is this dirt and squalor that Finn emit®amd him that
diminishes his aura of the fantastic and exotid also repulses Melanie. Other
time, Melanie’s view of Finn changes to being siyngéscriptive with a tinge of
disgust. “Finn padded with a squishy noise on laetand filthy feet. And his
toe-nails were long and curved, like the horns gbat, reminding Melanie of the
cloven hoofs she thought he might have had. Hisntols looked as if a knife
would blunt on them and could not have been cutrfonths, possibly year§®

Within a few months of living in London, Melanieapproach to and
understanding of love and sexuality, has shifteal 10 is as if Finn has now
become the model of male sexuality against which dwen rising sexuality
reflects. “She remembered the lover made up ouwiooks and poems she had
dreamed of all summer; he crumpled like the pagewhs made of before this
insolent, off-hand, terrifying maleness, fillingethoom with its reek. She hated it.
But she could not take her eyes off hiffi”’The romantic lovers in the books and
poems were not real, they were fictitious and imagy, and stood in her mind as
she would have imagined them to be, not ever hagomge into contact with
sexual maleness beforehand. Yet Finn is real, Ineaisin the way he moves and

smells, and even though he does not fulfill hereexgtions of a lover, Melanie is
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very aware that he is much more than she could imaagined. Melanie also feels
the sexual tingling between them, yet she is n@ag$ sure, whether his interest
in her is sexual or not. Nevertheless, Melanie gbvadopts a passive role, her
curiosity manifested only in waiting to what he wado to her or with her. “She
thought he was stretching out his lordly paw araiplg idly with her.?%® This
new sexual game frightens Melanie, but she is @lsmnstant anticipation of it.
Beginning with her hair, long and black, he says should not tie it up — it is
indeed a symbol of youth and sexuality, and tradélly only married women tie
their hair up to hide their sexuality. Finn wantgl®hie’s hair down, to show her
young and unscathed sexuality. He brushes herférainer in what begins as a
sexually charged and intimate moment. “He concésdraHe had, she saw,
stopped playing with her. The atmosphere around bimanged, grew less
charged, more ordinary. He was simply doing her, Hhiffing it out like a real
hairdresser. For secret reasons she acknowleddeatidonot understand, she felt
bitterly offended.?*®

A breaking point in the house of Uncle Philip ie thtaging of the Rape of
Leda. Melanie is to play the part of Leda, in wisabtherwise a puppet show. For
Uncle Philip, she is truly no more than a puppetsibly even less as she is alive
and cannot be created and controlled in the sastacia as his puppets. In the
play, the swan puppet becomes his ultimate instnim&unt Maggie, Francie,
Jonathon and Victoria are the unwilling audienceagbornographic rape scene
during which the swan “settled on her loins...Sheishwith all her force to get
rid of it but the wings came down all around her.e 8fas covered completely by
the swan but for her kicking feet and her screanféeg. The swan had mounted
her.?*® The swan then reverted to what it truly was “atifieal construct, a
puppet, and somebody, a man, [was] putting strimgsthe puppet®! Sarah
Gamble considers this to be an “example of thentiaeally contradictory way in
which Carter treats the issue of patriarchal cantrepresenting it in threatening,
monolithic terms and deflating it at one and thmeaime.”'? Yet although the

swan becomes the puppet again, and Melanie’s feattion to is was a
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suppressed laughter, the swan had in fact actéteslisplaced representative of
Uncle Phillip’s incestuous desire$:® Although there was no penetration, this
‘stage rape’ had the same effects on Melanie aa ofal rape. It seemed to
Melanie she had lost consciousness for a few manant it took some time for
her to recover from her shock and to “put Melardekoon like a coat, slowly***
Although she was off the stage, dressed and refdesshe still felt detached,
apart.”®®

But this stage rape was to have been precededdiliaarrape orchestrated
by Uncle Philip. Finn was supposed to have rehdatse play with Melanie, but
Uncle Philip’s plans extended further. While relsgay, Melanie tripped and Finn
fell on top of her. “She was seized with a nervaudpcalised excitement. They
lay together on the bare, splintered boards...Shecwasging, growing. All that
was substantial to her was the boy whom she toualietbwn the length of her
but did not touch® This time again, Melanie is full of anticipatiomd
expectation, but still passive, waiting, “What wibdie do to her?*’ Again, she
does not take control but waits, as do the womehen books of fiction and
poetry. Although Finn does succumb to the moment be violently tears away
to hide in a closet, more aware than Melanie oftudhdappening, and how it has
been orchestrated by Uncle Philip. Furthermore,sheery well aware of the
reasons why.

Uncle Philip wanted Finn to “rehearse Leda and ghan...Somewhere
private...rehearse a rape with Melanie...He wantednFio do [Melanie] and he
set the scen&® As Finn correctly understands, Uncle Phillip waaymg with
them as if they were the puppets he credtidlelanie cannot imagine why Uncle
Philip should want all this, but Finn hits the ndil is Uncle Philip’s way of
completely imprisoning Melanie within his world. Aspposed to Victoria and
Jonathon, the previous not able to object to thg ex life is turning, the latter
with no interest to change it, Melanie is the oafythe three siblings who still

compares her previous life to her current one,iarable to judge and so to revolt
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against it. Uncle Philip thinks so lowly of Finnathhe truly suspects him to
succumb to the heat of the moment and the suggest$s of the play as to truly
take over and force Melanie into sex. Melanie, Bcdming “undone” and
possibly getting pregnant at such a young age, dvdag destroyed. Any
aspirations of hers to stay within a middle-classiety would also be destroyed.
By raping Melanie by proxy, Uncle Philip premed#atthis violation to degrade

her into another silent puppet toy within his pessen.?2°

B) Heroes and Villains

Marianne’s first awareness of her sexuality is tigtothe warning threats of
rape of her nurse. These threats are patriarchalabeviolence, and of the
Barbarians, that would allow the old woman to colntine behavior of the young
girl through fear and intimidatiéfi: “They slit the bellies of the women after
they've raped them and sew up cats inside...Oneltagarbarians will get you
and sew a cat up inside you and then you'll knoW,right.”??* Although
Marianne’s pragmatism prevented her from belieuvimg, she nevertheless did
feel a ripple of fear, the possibility of barbasiexual violence heightened by her
memory of the killing of her brother. “Will you rapme and sew a cat up inside
me???3is the first question she poses to the Barbagarell

In the Barbarian tribe, Marianne is warned to edy avhat Jewel’s foster
mother, Mrs. Green, gives her and to stay beside & a so-called “health

4

precaution,®* clearly meant as a ‘sexual health precaution’ remaithe

destructive Gothic and barbaric male element. A$ toint, and due to the
apparent status of Mrs. Green in the tribe, Maadecides she must be a sort of

h ,225

“domestic matriarc with not only domestic but also tribal politicadyers. In

this case too, the house if the domain of the ‘dsiroematriarch’ yet it is in the
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possession of the patriarcfy. Once outside the core of the domain of the
matriarch, the kitchen, Marianne finds she hasdgdtotective circle.

The boys have become hunters of prey again, timie &f sexual prey, and
have transformed into predators with “eyes likedde@od and grinning mouths
equipped with the whitest teetff* Marianne realizes that she is on the way to
becoming a victim of gang rape and tries to duakeurthe arms of the boys to get
back to Mrs. Green. Mrs. Green does nothing motteetp her other than show a
“despairing gesturé®® and called their names saying there were chilitnethe
house, which Marianne knows is not reason enougtdp them going through
this ultimate act of violenc&’

The scene turns into a pornographic scene. Jewsaap and like Mrs.
Green he adopts the position of spectator. Hishargseems to work as a signal
to the brothers to continue with their game of paay predatufd® and they move
in closer, one “deliberately put his hand benebhthdpening of her embroidered
shirt and felt her right breast...All gasped and nibwecloser... They directed her
inexorably towards the tablé* Mrs. Green was “distressed but also perhaps
obscurely satisfied as what would certainly takacel®? She becomes a
condescending female figure within the patriard@dtalcture. This is reminding of
the group rape of Albertina ifhe Infernal Desire Machines of Doctor Hoffmann
(1972). Also taking place on a kitchen table, Atimar's raped took place in the
presence of all the females of the community. Wttike brothers knew they were
intending a rape on Marianne, and seemed to emeyntoment, the Centaurs
“clearly did not know it was a rapé® As Desiderio states, it seemed to be an act
of ideology with none aware that it could be mara#rong.”?** Marianne’s only
self-defense becomes her closed eyes and preténoe lmeing theré® “an act of

self-effacement® in an attempt to block out the violence she wamde
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submitted to. Her unexpected savior in the endosdlly, who throws into the
faces of the young men the terrifying myth of “wanjesho] sprout sharp teeth in
their private parts, to bite the genitalia of younwen.?®’ This breaks the
atmospheric danger of the moment. Marianne decd¢aescape the tribe, in an act
of absolute refusal of this horrifyingly barbariedapatriarchal structure. This is a
refusal in direct opposition to the female acqueese of Mrs. Green.

Jewel interrupts her escape and claims that thégale to establish
common ground in order to communicate as equdtsKarianne furiously
understands her escape both from the tribe and thherpossibility of being raped
is at an end. “He pressed her down into the riatistrearth itsel®* and like the
earth she is to be his receptacle. Jewel tellshemill “find [him] the gentlest of
assassins?® This rape is as much an assassination of hernitygas it is of
conquering, degradation and posseséton.

This time again, the rape scene turns into a poapbgc description:
“Feeling between her legs to ascertain the entrameehrust his fingers into the
wet hole so roughly she knew what the pain wouldikes it was scalding, she
felt split to the core but she did not make a ®rsglund for her only strength was
her impassivity...Taken force, the last shreds oériot flesh gave...a tower
collapsed upon hef* In imitation of the myth of the missionary positjaJewel
is the strong male principle, driving down and ittte female, the entrance to her
womb becoming his right to her person through ragei In a disturbing quasi
imitation of mythical female orgasm a tower falldthough there can be no
pleasure in rape.

Jewel’s violence was offset by “a bizarre pieceairtesy,*** ensuring her
she wouldn't bleed for long he cleaned her from bleod. Although Marianne
understood that he had just raped her, and thatvehiel now not experience the
spiritual defloration after marriage her fatherdtdler about, she could still not
understand the reason why he had raped her, adkimgs the very worst thing

that happened to me since | came away with you..Usec#@ was intentional.
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Why did you do it to me?** And Jewel very truthfully answered that it was a
“matter of [...] traditional hatred®® of men towards women and their sexuality,
and also because he was “very frightened of [Héf].Through this act of
violence, domination and humiliation he could subcder, she in fact again
becomes marked by him, even more so because heratefher. And her
subjugation will continue as she will have to mdrmy, he will “swallow [her] up
and incorporate [her?*’ But as Elisabeth Mahoney points out, Marianneaict f
has still not been subjugated, but maintained gesar status®® These
patriarchal decisions are not made by him but byriady, a grotesque Gothic
villainous father figure who has decided that Mani@ will become Jewel's wife
and property.

If Jewel was frightened of Marianne, it is becauag,he admits, he is
frightened of anything he doesn’t know. For Jewdrianne as woman and her
sexuality represent the unknown. His fear becoraegible when during their
wedding he recognizes her to be the little girt thatched him while he killed his
brother. This moment is the marking point in thdtsdf their relations. For hot-
blooded and passionate barbarian Jewel, Mariarlaeks of angry passion over
the death of her brother, her coldness instillsgesstitious abhorrence into Jewel,
believing she would become the death of him. Foridae this is a ridiculous
thought for as she points out, he has made hed Isieeeral times, her red blood
proving she is no ghost and no different to hind #rat he is physically stronger
and more powerful than she is.

Marianne’s perception of herself changes alongbi&tesexual awakening.
Marianne’s gaze also gains a pornographic aspklErianne gasped, for the rider
looked just as if he had come from the hands ajimai nature...pure essence of
man in his most innocent state, more nearly relaidte river than to herself. His
eyes were closed, perhaps he was dreaniffig’ a similar manner, she examines
Jewel too. Yet now, her examinations of him chawgh her growing sexuality.
While Jewel’s fear grows with his conscience of Mane’s strength, so do his

manifestations of anger and violence “as if he wesiplessly trying to prove his
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autonomy to her when she knew all the time he Wauis.when her body ceased
to define his outlines®®® Now, it is not Jewel’s sexuality that defines firesence
of Marianne, but Marianne’s own body that defines eéxistence of Jewel within

her world.

C) Love

Very early in the novel, Buzz presents Annabel vaitgift of pornographic
photographs. The photographs are of a whore, “anglpainted young
woman...(torso and legs sheathed in black leather,es@osed)...blocked at
every orifice.®™! This pornographic view is violent and fetishistand solely
masculine. The woman is painted white and her falbews no depth or
emotion®? in fact it is impossible to see her true face. Waman’s mouth is
“blocked” too, she is silenced. For Annabel, thpketgraphs represent a “true
story” and “love.®®® These images instilled no fear in Annabel, but fostn
because they were motionless and still. The wonmathe picture is like a mask.
Anonymous, she neither shows nor causes any emadiath these are traits
Annabel yearns for’®* Here, Carter shows a diversion from the mainstream
feminist perception of the approach of women tonpgraphy. While Buzz is in
line with how men are perceived of “placing womem the swamp of
pornography®>® and his “photographic interests lie chiefly in theea of the
pornographic,®*® Annabel is not. As Lynne Segal notes Andrea Dwuskélaim
that women will become free at the moment porndmyapeases to exist>”
Carter presents us with the option that a women fivad/ refuge behind the
anonymity of pornography.

Annabel’s first sexual experience happens on #ne she begins to take
over Lee’s bedroom by covering his walls with heytimological jungle. This is

the moment that Lee decides is the right time for to ‘take’ her sexually. Even
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though Lee (wrongly) sees Annabel as wearing anwad t-shirt of his as a

method of protection and barrier against his adeantie does not question
Annabel about her readiness or willingness, andesdoes take her. And, as Lee
expects, she is truly a virgin. Yet Annabel does protest against what is to be
done to her, in fact she is completely detachenhfitcand allows it to be done to

her. The act is described graphically, like a filmth a constant presence of a
camera lens hovering above them. Annabel makesmscmous effort to take part

in the act or to ward it off, she adopts a compyepassive role, allowing herself

to be undressed and otherwise manipulated with htwat appreciating the

extraordinarily erotic effect of her passivity, felence.**®

The first that Annabel becomes aware of is thatddes not feel anything
when Lee touches her even though she is awarshbathould?° Annabel feels
no arousal, but also finds no reason to resiste®. In fact, she seems to be quite
indifferent to the whole event, although she isoadsvare that “the castle of
herself was clearly about to be invadé® This suggests that the act borders with
a forced sexual act where she is not really peechitb voice a decision. Aware
this act was supposed to be in some way ‘signific#@nnabel attempts to do
“what she was supposed to d8™or rather what was expected of her to allow to
be done to her. Similarly to Marianne lieroes and Villainsonce the act was
over, Annabel asks “Why would you want to do tlisrte?%°? Although this was
not a violent and humiliating rape, Annabel nevelels did not share Lee’s
sexual arousal and climax. She had no sensual @afioa of Lee’s closeness or
touche&®® and could not quite comprehend the purpose nopkasure of this
act.

On a different occasion, Lee reached out for Anhaldeile she was
sleeping and she woke mistaking him for an incdbtia, mythological masculine
creature that rapes women in their sleep forciselfiton top of them. Yet within
her own mythologizing world, Annabel has succubkis-fantasies involving Lee

as well, at the basis of which lies not the tradiéil desire to simply suck him of
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his manly strength and discard him, but rather den fantasy of “totally
engulfing him.?®® This was strangely related to the concept of tgahildren.
Instead of giving birth to a child, and expelling from her body, Annabel
envisaged sucking Lee into her womb, where he wexist only within her, and
so in this manner actually cease to exist. Annab&kes over his person,
annihilates him, but still keeps him enclosed angrisoned within her. Through
her sexuality Annabel's possessiveness over himha&ndendencies to imprison
him are underlined.

Throughout the novel, Lee commits adultery withethivomen. Annabel
guesses his involvement with the professor's wiid &ee is surprised by her
impassive distre® partially caused by her belief that he would ratim. Lee is
relieved when he finally ‘recognizes’ Annabel athing’, an object to be loved.
He sees her body as an object too, covering spaces room, a “body of the girl
on the white floor, which was the only object tstdrb the emptiness of the room
but for her record player®’ As Lee objectifies her, Annabel becomes familiar t
him again; she becomes safe and harmless, anchdbasouse the confusion and
fear Lee experiences when he feels “trapp&diy her gaze.

Although not clear at the beginning, this Annabejaze is a clue to her
tendencies of possessiveness towards Lee. Althoegkr overtly stated, it is
possible that Annabel is truly attempting to trapl amprison Lee within her
hypnotic gaze, pulling him into herself through leges and so annihilating him
within her, although her sexual passivity and coamgle may suggest not more
than insecurity as reason for her gaze of scrudgngside her gaze, Lee also
fails to understand Annabel’s suicide threats \hiir underlying sexual tones of
possessiveness over his person and his body.

Not only is Annabel objectified by Lee, becoming readamiliar to him
through mainly through sexual objectification, soLee objectified by Annabel.
As Lee objectified her within a traditional patdhal framework of relations
between men and women, and “saw her newly magiinestwere those of a

thing that need to be loved® Annabel finally in his eyes gained the attributés
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a woman, a being whose emotional needs (he thoughtunderstood. But
Annabel was in no way a young woman Lee thoughtwsdse And her perception
of Lee was not one based on that very pattern ¢é-feanale relations. Annabel’'s
view of Lee was also as different. For her, Lee wamssession as much as any
other objects she possessed, and although He ecctlp most important place
among these possessiofi8”as an object he had to fit into Annabel’s
mythological world precisely in the place she deatgd for him.

On the day of Annabel’s terrifying experience oe tiill, Lee is publicly
adulterous on the balcony of their flat. Annabetalias the whole act, in which
instance Lee as an object is seen as revoltinghsigdier. She does not feel
betrayal as emotional pain, rather as a shift edtder of objects in her world
over which she has now lost control. Committingc&leé is thus Annabel’s only
way of exiting such a world and bringing it to arsdstill.

Lee is deceived by Annabel too, and not only taksto by his won brother.
Yet Annabel’'s sexual encounter with Buzz is not imbither was expecting. As
opposed to Lee, Buzz was not a possession withimab&l's world, he was rather
someone she shared and built her mythological weitll. And within this world,
neither has positioned the pother within it as Aretdhad positioned Lee within
her world. Buzz failed in his attempt to take Anelbs a lover, and Annabel’s
sexual mythology of her encounter with Buzz is wvad. Finally, Annabel’s
most prized possession, Lee, decides to permankaiye her world. Annabel
stages her this time fatal suicide as a final p@ceythological art which, again,

only Buzz fully appreciated the meaning of and lizes it with a photograph.
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CHAPTER 8
THE SADEIAN WOMAN

The Sadeian Woman: An Exercise in Cultural Hist@yaccording to
Angela Carter “neither a critical study nor a higtal analysis” of Marquis de
Sade’s works. It is rather Carter's “interpretafféft within a contemporary
frame, of some of the issues that he examinedatticplar Carter is interested in
the relationships between sexual power and freeddms she puts into
connection with political power and freedom and fhasition of women in
society.The Sadeian Womanommissioned by Virago in 1977 but not published
till 1979, touched upon the debates that were d@cefup in the next decad@,
notably the debates surrounding pornography. Ihteresting to note that this
study also provoked a great deal of criticism frihra side of feminists, who do
not side with Carter’s refusal to read de Sadesgks/as misogynistic. Indeed, at
the time, some of her contentions may have beesidered almost sacrilegious,
although a closer look at the contexts in whicly there interpreted show them to

be contestable at most, and often simply misin&tegk.

A) Pornography and The Sadeian Woman

“Pornographers are the enemies of women only bezaus
contemporary ideology of pornography does not empas® the
possibility of change, as if we were the slavekistiory and not its
makers, as if sexual relations were not necessamlyexpression of
social relations, as if sex itself were an exterrdatt, one as
immutable as weather, creating human practice keuen a part of
it” 273
For Angela Carter, sexual relations are an extensib social relations

between individuals and within society. Pornograplg possibly the most
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simplistic representation of sexual relations nthedess seems to exist in a
vacuum, and in opposition to sexual and sociatica which themselves cannot
exist in a vacuum. Lynne Segal also points out thast feminists tend not to
write about sex within the context of relationshipst usually as if sex existed
autonomously.*”* Sex and sexual relations are not external to koelitions but
are determined by them, they are part of humantipeathat reflects social
relations of individuals within society. Sex “is csally defined and
controlled...[and] tied in with all the social prams and instritutions>™ Hence,
the selection of sexual partners and relationsdatermined and limited in the
same manner as our social relations. As Cartertgourt, “we do not go to bed in
simple pairs...we still drag there with us the cutumpedimenta of our social
class, our parents’ lives, our bank balances, oexua and emotional
expectations®® This aspect is not limited to a sexual relatiopshithin the
boundaries of a stable social relationship, sucts asarriage. It directly affects
those sexual relations that are borderline to $pcend so in extension also
pornography.

At this point, it seems that Carter heads the ithed pornography should
not be perceived as external to social and sexlalionships. Pornography is a
constant phenomenon throughout history, but hows #pproached, whether in
welcome or refusal, is formed and limited by “soeittifice.”?’” It is also in this
point that we discover a contestable point which Isérself does not fail to point
out. Sexual relations are surely not an externabfato human practice, they are
not immutable, and are in all manners a part ofdrupractice. But to what extent
is pornography a part of human practice, and totwkient does it involve mainly
the viewer/reader? And, if pornography is a patwihan practice to what extent
can it be considered also as part of sex and seslaéilons?

What may at first almost seem like a counter attackthe more radical
feminists’ position on pornograpfy is in fact an attempt to bite into the core of
the causes and sources of animosity of women t@vpodnography and its

producers. Through an introduction into the nawfrgpornography, and so also
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into the nature of sexual relations, Angela Cairteioduced the central idea that
pornography is the enemy of women, but only becauseen, like men, still

allow it to be. Perceiving that late 1970s ideologfy pornography had not
changed much since Victorian times, she was nesledh persuaded that “one’s
very existence is instrumental in causing charfgésut that the very people that
so strongly opposed pornography were just as mtinbt more, slaves of history.

Such a statement would have been violently oppbgddminists such as Andrea

280

Dworkin who perceived pornography as abnormal dradeful, and suggested

that pornography “creates the reality of ‘the im@empower of men.#!
Similarly, Susan Brownmiller stands out againstnography as being a pointing
mark towards rape and other forms of violence agaiomerf®? On the other
hand, Lynne Segal adopted the opposite pole ofi@piny suggesting that in fact,
pornography shows a declining power of and a weskrtbat needs to be
somehow compensatetf®

Carter again sparked controversy by claiming thabrfien too readily
identify with images of themselves as victims ofrigachal oppression, that in
effect they are frequently complicit with that opgsion.?®* In this instance
again, Carter is in opposition to Brownmiller and/@kin who drive to maintain
the status of oppressed victimage to patriarchy sd crimes *° By viewing
themselves as oppressed and as victims, for Carisralso women themselves
who support their own oppression in society andextension, how they are
represented sexually and also in pornography. herotvords women allow no
space for change by not effectuating change theeselnd within themselves.
They continue to be bonded by history and the sat@tus quo, instead of
creating a new history of change and transformatemd more importantly
freeing all ‘possibility of change.” For some, Gats feminist approach harbors

“an active desire to change women’s position irietg?%°
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A) Primordial pornography

In The Sadeian Womagarter begins her analysis by examining the obre
pornography in its most primordial form — graffishe saw it as “involving an
abstraction of human intercourse in which the selfreduced to its formal
elements...the probe and the fringed hole, the tignssof male and female in
graffiti.” %’ A rudimentary description of this image is presenit is one we find
in countless variants in all pornography, and dva, tstill today, is integral to the
general consciousness of the position of the matk famale in society. The
‘probe’ is “always presented erect, in an aleritade of enquiry or curiosity or
affirmation; it points upwards, it asserf8® As Judith Butler asserts, the male
element in pornography is “the instrument of...ratfcaedom.”®° This picture,
indeed central to pornography, reflects the pasiobb men in society, a position
of assertiveness and alertness, of virility andtpity, of a spatial and intellectual
movement forward that is reserved to the male @, and is in itself an
affirmation of masculinity.

In contrast, or rather in complementation, “theehial open, an inert space,
like a mouth waiting to be filled...nothing but zetbe sign for nothing, that only
becomes something when the male principle fillwith meaning.®® The hole,
fringed in ornament, is nothing when on its ownisiempty, passive, waiting to
be filled. The hole cannot fill itself; it is a pize of a minus, in negativity. Along
similar lines, Judith Butler reminds us that fom®ne de Beauvoir “women are
the negative of men, the lack against which maseuldentity differentiates
itself.”?! This is the affirmation of femininity, and thisfiees the area reserved
for the female in society. In pornography “women i normally fuck in the
active sense. They are fucked in the passive $éffsthey do not actively take
part in action, let alone produeetion. Rather, action is produced upon them and

women are but passive consenting recipients.
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B) Pornography and Myth

The simplification and abstraction of human intemse in the style of

293 and in

graffiti is considered by Carter to be the “mythglong of sexuality
extension of society and the roles of men and wormenot allowing for change,
women alongside men, remain part of, and also stigpoof, the same myths.
The basic myth that Carter strives to expose is “thgth of patience and

294 of women waiting in an existence of passivity aildnce. It is as if

receptivity
their very existence is confirmed only by the aatioof men upon them, the
‘fringed hole’ nothing more but a dumb and silencgening to be filled by the
male other.

Claiming she was “in the demythologizing busin€S3,Carter strove to
expose, break and bring to destruction all mytlas e, without any exception,
considered &dre extraordinary lies designed to make people uriff&eCarter
attacked them all, starting with the patriarchatleho-Christian myths of “the
redeeming purity of the virgi®’ and the healing mother, to the “insulting mythic

redefinition[s]?*®

of woman goddesses, priestesses, female oraclesasily

adopted by many women, and at times encouragedebynists under the
“popularized notion of femininity as having innaealities.”®® But far from

giving value to women’s position in society, theselefined myths were for
Carter no more than an indulging patriarchal pesmars for controlled speech of
the sort that was never to be readily taken tomgsly as it didn’t relate to, nor
would it have been allowed to relate to, actualied". They seemingly awarded
women with a status and power, but in essence waldd constrict women

further within sets of yet more rigid rules and esfations.
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These ancient myths revived were termed by Carter‘cansolatory
nonsense®* It may indeed be consolatory for those that pgecpbrnography as
being ultimately a “degradation of women...in orderpostulate, exercise, and
celebrate male power...its perpetuum, expansion, nsifieation and
elevation.®®? But Carter maintains the view that this is but taeo form of
consoling women into submission in a rather ‘flattg’ manner. Aiming to
provide a deceptive “emotional satisfactidfi>these myths ingeniously conceal
all background motives that Carter recognizes asattiginal impulse for their
creation and revivement!

Carter’s attacks strike at not only the redefingdh® of femininity but also
at the traditional mythic imagery and positionirfgsexual roles in the traditional
and conventional familial setting, namely the Jwd€aristian missionary
position. Although a “man must approach a womanh@ knees, just as he
approaches god”, he nonetheless remains to be fauaderect position. He is on
his knees “to show humility before his won [and edteal] erection®° This
instrument that affirms his masculinity and his estiqrity is in pornography also
considered by Dworkin a weapon, a “saber penegratinvagina.**® The man
remains to be pictured upright and forward moviognstantly assertive. The
woman is retained in a state of receptiveness lleri@en, waiting, and “her
submission is the apex of manhod®,"and the confirmation of his manhood and
of her subservient womanhood. The myth of the rorssly position is countless
times recreated not only in pornography, but evenenso in the arts, in literature
and in film:

“it implies a system of relations between the pargnthat

equates the woman to the passive receptivity ofsthie to the

richness and fecundity of the earth. A whole ramjeimages

poeticizes, kitschifies, departicularizes intercsyr such as wind
beating down corn, rain driving against bending efse towers

falling, all tributes to the freedom and strengtli the roving,
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fecundating, irresistible male principle and thealrg, downward,

equally irresistible gravity of the receptive s3if>®

This imagery supports the myth of the wild, stroagd roving male
principle and the myth of the mild and receptiven&ée, whose, it is not to be
omitted, main sexual function is fertile reprodoati The male beats down on the
female, drives against her, while she bends beniattiorce and strength; he
brings down her round void towers while she behesdestructive forced. He is
the only left standing upright. And his is an exgp@ force, one that leaves its
mark, fecundating the receptive soil. The womarchiness is defined by her
capability to receive his strength, to bend andakreeneath it, to be conquered,
and then to bear the fruit.

According to Carter, the missionary position, tidy@osition sanctified by
the Judaeo-Christian tradition, should also befneeleé on the mythic level.

Any woman may manage, in luxurious self-deceitfetd
herself for a little while one with great, creatingature, fertile,
open, pulsing, anonymous and so forth. In doing $® loses

herself completely and loses her partner %0

“Myth deals in false universals, to dull the paiof particular
circumstances™® and like the woman deceiving herself on accountthsf
mythology of her sexual experience, so does poapyr, the mythologizing of
sexuality, also deal with the same false univerdysreducing women into the
universal ‘fringed hole’ with whatever mythic cheterizations they are
permittedly ascribed, pornography denies any extgteand “complexity of
human relations®! and so the existence and complexity of sexuatioeis and
indeed social relations. If pornography, in itsgbit likeness to its simplest form,

pornographic graffiti, is created by and itselfrestes myth, so are the males and
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females it portrays unarguably by nature “mythistedctions®? and archetypes
unrelated to the contexts of social and sexuatiosis.

If the mythologizing aspect of pornography denieg eelation to social and
sexual relations, then this denial is further conéd by pornography’s typically
targeted audience — méH. Through pornography, mythical female sexual
archetypes are created on the basis on false saigewrith no social context, and

so the “false simplicity of fablé**is repeatedly recreated.

C) Pornography in Literature

Pornographic literature may hold several functiansthe most basic level
it carries the instructive function, covering tlexsgal act in purely descriptive and
didactic terms™ On the less instructive level, its function isaimuse and excite
the reader through depiction of sexual acts wittag left in it on purpose so that
the reader may, in imagination, step insid&®ialthough he/she may never
become a part of it.

Just as Carter finds fault with myth, so does ahe fault with pornography
in terms of it picturing incomplete and mythicalfglse archetypes. Yet she
permits the idea that pornography has the “potetttiborce the reader to reassess
his relation to his own sexuality, which is to dag own primary being, through
the mediation of the imag&” or the created by the text. This potential apites
men, and according to Carter, especially to wombka are given the opportunity
to tangibly see and read how the myths and archstgpthe negativity of female
sexuality it reinforced'® Due to this, radical feminists of the 70s percdive
pornography as yet another instrument of suboridinatnd repression of women,
and called for an outright ban of pornography. @eeson for this is because in

pornography “the male engages in sexual actionsowitthe female...she serves
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merely as a visual stimulus™® Carter as opposed to Dworkin saw pornography as
being not only repressive of women, but of men*tbbecause pornography
“keeps sex in its place, that is, under the carpeat is, outside everyday human
intercourse #*

Carter suggested a different path. According tolk@ny J. Lau her aim was
not “so much to demarcate the moral boundariesoohggraphy but rather to
suggest that pornography might offer a mode ofriatg@ting any and all sexual
acts in their specific historical and material @xt$.”®*> Returning to her initial
proclamation that pornography is in the positioroimity to women only because
women do not encompass the ideology to change,eakze that Carter was
indeed suggesting the possibility of change. Theange would force pornography
not to “remain in the service of the status gddand would withdraw that status

of taboo from the sexual.

D) The Moral Pornographer

Angela Carter has now entered the area due to wdiehwas so harshly
criticized by the anti-pornography feminists, indeby most feminists. She
introduces the idea of the moral pornographer, wigca term that she admits
“got [her] into a lot of trouble with the sister¥* For Carter, a moral
pornographer is in other words a pornographer whwt necessarily an enemy to
women.

Carter claims that when visual or literary porraggry becomes art it does
so through a more complex plotting and characteoeof its actors, which in
turn must engender a development of social relatim@tween the characters that
then must be reflected in their sexual relationst & this point, according to

Carter, the pornographer becomes “faced with theahoontradictions inherent in

%19 Magali Cornier Michael, “Angela Carter’s Nightsthe Circus: An engaged feminism via
subversive postmodern strategi€dntemporary Literature1994.Proquest 5000Knihovna
Masarykovy Univerzity, Brno, CZ. 15 Nov. 2009 <hitproquest.umi.com/pgdweb>.
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real sexual encounter8® and he is forced to choose between incorporatirg
possible moral contradiction to reflect the readisbr whether remains in the
realms of the archetypes and the myths. For CarigerOut of this dilemma that
the moral pornographer is borff®

Carter continues to ascribe several attributivacfions o the moral
pornographer. For one, the moral pornographer pgasography in advocacy of
a sexuality that entails an “absolute sexual lie&fts for both the female and the
male involved in sexual relations. He thus refrdnosn maintaining the world of
sexuality as the domain and in the hands of theeraatl opens it to encompass
the stamp of female sexuality as a truly free fematperience. He thus also
introduces such a world and prescribes how it magk?®

The moral pornographer may on different occasisa pornography to
bring to surface the imbalance of current sexulaltioms, and to submit them to
criticism 3?° He would bring sex out from under the carpet, eepihe repressive
forces of pornography on women, but also men ambwer and deconstruct the
myths and archetypes that stand in the way of $dseedom. For Carter, such a
pornographer although transgressing the bounddeep into the obscene “would
not be the enemy of women, perhaps because he bmgint to penetrate to the

heart of the contempt for women that distorts autuce™*°

and the perceptions
of the negative, empty, meaningless and passiwgaigxof women.

Nicole Ward Jouve, in her essay “Mother is a Fegof Speech™ claims
that Carter indeed “was theoral Pornographer, using Pornography to make her
reader think, instead of indulge, or want to ingtaf" That is because Carter
employed a pornographic view to demonstrate théenge and humiliation of
rape. She also used the pornographic view to demad@sin the case of Melanie,
how men see women, but even more importantly, hawn@n end up seeing

themselves within the male gaze.
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CHAPTER 9
CONCLUSION

Gothic fiction challenges conventions, namely thenwentions of a
patriarchal society, through the transgression ounolaries set by these
conventions. As mentioned in Chapter 2, having lehgked the conventions,
traditional Gothic fiction always reverted back ptlee boundaries it transgressed,
especially in questions of gender roles and setyuaithin a patriarchal society.
Thus, traditional Gothic fiction provided an endinghere the traditional
patriarchal order was restored.

In this manner, Gothic fiction allowed an analyarsl criticism of society.
By allowing to question gender and sexual tolesth@dfiction also questioned
the existing patriarchal structures. However, tradal Gothic fiction did not
provide much opportunity to suggest a new or astleaodified model within
society.

By following a traditional Gothic pattern in hecfiion, Angela Carter also
challenged modern British society. But if Carteralidnged the traditional
conventions of her time, she did not transgressé¢hdéoundaries only to return to
a conventional ending. Carter rather strove to wthér and to break clear of
conventions, especially those set by the modernapettal society. In the three
novels analyzed in this dissertation, Carter does $wo areas. The most obvious
break with traditional Gothic is how Angela Cartlvises the actual ending of
each novel. The second area is where Carter detiissexuality in relation to
patriarchy. These two aspects are what distingisgela Carter as a writer of
Modern Gothic. Interestingly enough, over the dec#uat Carter wrote these
three novels, these two aspects have helped fonerGaposition as feminist and
have contributed to the ideas she presentdthéSadeian Woman.

As mentioned in Chapter 8, Carter questionedhe Sadeian Womamot
only the conventions of traditional patriarchal isbg in relation to pornography,
sexuality and the relation of the sexes. Cartey alsllenged the conventions set
by those that were already charging in opposition patriarchy and the
impositions it brought upon the position of womeithim society. Through her
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works of fiction, Carter then truly presents thesgbilities of final change to the
set conventions.

In all three novels discussed in the previous araptthe three Gothic
heroines lived in a patriarchal society of mordess rigid conventions. Marianne
transgressed the boundaries of both patriarchatses she was a member of by
running away from one, and then refusing to succduily to the rules and
conventions of the other. Melanie did not have time to understand the
limitations and conventions of her father’'s houddHtmefore facing the restrictions
and curtailments of that of her uncle. And Annalek in herself a challenge to
the conventions of her society that she was nat eapable of truly following.

These three novels can be compared in many aspetisving the themes
described in each chapter, we can see the singkatfietween the three novels
along which Carter continues in the tradition o thothic novel. IrHeroes and
Villains an overall decay of society is reflected in thecgbyptic wilderness
beyond the walls of the Professor’s village as waslthe living conditions of the
Barbarians. InThe Magic ToyshgpMelanie is confronted by the decaying South
London suburb and the run-down and decaying hotieroUncle Phillip. This
again reflects decay in Melanie’s life in the fowh social descent. Iihove
Annabel mainly deals with her own mental decay.

Similarly, all three heroines are imprisoned withire patriarchal societies
they live in. Melanie has grown happy in the honiéher father, following the
example of her mother and conforming to her fathgatriarchal expectations
from his wife and his daughter. Melanie only fels weight of her imprisonment
in Uncle Phillip’s house, who has installed grotessly patriarchal rules within
his household. Yet although Melanie understandsrtiplications of how Uncle
Phillip is imprisoning not only her, but also thest of their household, she never
even considers rebelling or leaving.

Marianne on the other hand is in constant rebeléind flight. She is first
imprisoned within the walls of the Community, argathal societal construct.
She is then imprisoned a second time within Jewedisse, where a matriarch is
tolerated but only because she conforms to theiapeitial structure of the
Barbarian society.

In terms of gender, the position and role of aleéhheroines is determined

by the patriarchal societies they live in and thennthey are surrounded by.
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Melanie is primarily to be used as a means of egrmoney for the household of
Uncle Phillip. If she does not earn her keep, sheseless for him, and just like an
object for which there is no use, she will be maideof. For Uncle Phillip,
Melanie also carries another function as an obj8be is to play part in his
theatrical puppet staging as a true object — a @uppthat moves and speaks
according to the patriarchal uncle who hold andsphle strings.

Marianne is given a particular place and positiomhie Professors’ society,
and she must conform to it. Her emotions and herdnaire given no space for
individuality because, after all, she is only d.dim the society of Barbarians, her
position is even lower. Marianne is expected tod#hing more than an extension
of her husband, to do what he demands from het,ransdt importantly, to ensure
the continuation of the tribe by giving birth toraany boys as possible. Marianne
is thus seen as a sexual object, one that gratifiesneeds of the male, and
provides the tribe with more males.

Annabel's position as Gothic female in the smaliripechal household is
the most interesting. It seems nothing at all igeexed from her and her complete
passivity is accepted by Lee, who doesn’t or refusesee her as a girl with
special needs and attributes. Over the periodhtbeatoesn’t understand who she
is, he finds himself afraid of her. It is when leeagnizes, or convinces himself
that he recognizes, in Annabel attributes of wieatdnsiders to be true femininity
that she becomes a ‘thing’ (equaling a woman) raitie@n a woman. Her sexual
passiveness is for Lee also an unsurprising maatfes of femininity.

In terms of sexuality and violence many aspectscareparable too. In all
three novels, the heroines are confronted by rsledanie is raped on stage, by a
swan puppet. Although this rape does not involvaepation, Melanie’s
experience seems to have just as much of an imBhetis shocked into silence
and into detachment from her body and her environinie seems that Melanie
was not too aware of the dangers of rape to begm and that although she was
in the company of men she considered lower and mam@tive, she did not think
of her body and her sexuality as something that beataken away from her. This
rape on stage was not the only sexual violencengldmon Melanie. By staging a
scene and setting in which Finn and Melanie wengréatice this final theatrical
scene of the rape of Leda, Uncle Phillip hoped thian would force himself

sexually onto Melanie. Melanie, either in her ineoce and lack of experience, or
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in plain ignorance, did not understand the meaninis planned act. Yet in fact,
this is an indirect rape of Melanie by her own enahdeed, an indirect incestuous
rape. And this rape too carried similar implicasaas the rape of Marianne. The
total possession of Melanie and of her body anddrbynthe Uncle Phillip would
be complete, and her social and mental degradatialized.

Here, Carter's break with traditional Gothic contren manifests itself,
although quite subtly, through Finn rather than ane. Melanie remains passive
and receptive. It is Finn who seems to understavd the patriarchal uncle has
imprisoned the members of the household. It is Blea who does not behave in
the manner Melanie expects throughout their ratatigp. When suddenly in a
situation that may have led to sexual intercoutss,Finn who revolts against it,
knowing Melanie herself is not ready, and also wsid@ding that she is not aware
of all the implications carried.

Marianne is brought up to believe the first thihg Barbarians would do to
her is rape her, she is fully aware of this dan§ée first encounters this danger
when she is almost gang-raped, an act stopped dyottier of Donally the
patriarch. Later on, she is truly raped, by Jevielf again on the orders of
Donally. This rape is an act of imposed possessinragct of enforced domination
of the male over the female, a punishment througmilation, and a
demonstration of the physical and social strengtihe@ male over the female. But
while Melanie has been subdued and victimized bystage rape, Melanie is not
a passive victim. She lashes back with sharp waendd sharp look at the
Barbarian boys and Jewel. Although aware she has bemiliated, Marianne
stands her ground and fights back. Here again,eCdras broken with the
conventions of a victimized Gothic female.

In the case of Annabel, rape as an enforced saxtizg slightly ambiguous. It
is to be noted that during her first sexual enceuntith Lee, Annabel held no
protest. She did not react in anger and rage likeidvine, nor in fear and shock like
Melanie. Annabel in fact did not react at all. Yie¢e had in a manner forced
Annabel to have sex. As the patriarchal male, lisgly decided that it was the
right time. True to the patriarchal pattern, he wasviding for her keep and he took
care of her, and she lived and slept in his béddnhgethe position of a partner. In his
eyes, all this gave him entitlement to decide wtienfirst sexual act should take

place, and place it did take, without Annabel betngestioned, and without her
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consent. Carter's break with conventions happersnwinnabel and Lee mutually
rape each other. Throughout the novel, Annabel sderbe the passive, victimized
Gothic heroine, and so the suddent outburst ofaexalence is a surprise for both
Annabel and Lee.

Connected with the sexuality of the three heroiizeslso the aspect of
pornography. In this aspect too, Carter breakspdhavith the traditional Gothic,
as the passive Gothic heroines were perhaps ordy swbjected to a male’s
pornographic gaze. In Carter's novels analyzedhia tlissertation, if the three
heroines are subjects of a male pornographic gduwsy, are also its makers.
Marianne is she is pornographically objectified thy Barbarian brothers. Yet
Marianne herself also has a pornographic gaze,heus gaze uncovers the
beauties of the male body, which she cannot byt fygpreciate.

Melanie’s pornographic gaze is firstly turned toslsher own body. With
her sexuality only but budding, she gazes at heylbrough (unawaredly) the
eyes of men.She explores herself in the mannernsdne be pornographically
explored by them. But like Marianne, she also tunes pornographic gaze to
Finn, partially in admiration of his body and itsomements, partially in
abhorrence.

Carter breaks with convention differently in theseaof Annabel. For
Annabel, pornography represents the truth and #duots.f In the pornographic
pictures she receives, she does not perceive ampl#ég or eroticism, not does
she feel any degradation or humilation. While Arelabown gaze at Lee only

objectifies him, and ascribes shapes and colongioit is not pornographic.

Marianne’s awakened sexuality, and also her digeaveregnancy also
give her strengths previously unknown. She gragiualhlizes that she is able to
use these strengths and powers not only in reléidrer husband Jewel, but also
in relation to her brothers-in-law, and overallthe tribe of Barbarians she lives
with.

In all three novels, Carter attempts a final breatk the traditional Gothic
ending. Typically a traditional Gothic ending wowdtail the return of the Gothic
heroine into unchanged patriarchal society. Bus iki not the case for any of

Carter’s three novels.
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The Magic Toyshopffers two endings centering round the image ef th
patriarchal house and prison. Maggie as a Gothicite wife breaks free from
patriarchal tyranny by finally finding her voice dgrfighting back. But while
Maggie and Francie stand up for their taboo reatatip, with the blessing of Finn
and Melanie, they are not permitted to survive fine that consumes Uncle
Phillip’s household and the patriarchal structairepresents.

Finn and Melanie represent the true break with iticathl Gothic
convention. They escape the burning and collagsatdarchy and exit into a new
world which they can mold according to their rul@hey are free of the
constraints of patriarchal organization they hawst jescaped. Such an ending
opens endless possibilities, and so in a mannakspeit functions not only as an
ending but also as a new beginning for which ther&uis unkown ®*?

In Heroes and Villaindrings a disposal of both the old as well as b n
patriarch of the Barbarian tribe. Marianne, withr henscious sexuality and also
her pregnancy, decides to become the leader dfilee Such an unconventional
ending in a Gothic novel proves a change withinrttied of the Gothic heroine.
This Gothic heroine will certainly instill change the patriarchal arrangement of
her society.

In Love Carter breaks free of the traditional conventi@maling by using a
taboo itself. In this novel, the Gothic heroine Abel is not forced in the end to
return to a patriarchal arrange. Instead, Annabdhé one that takes the final
decision into her hands. She orchestrates herdsuigiwhich she artfully designs
herself to fit into the world within her mind asesbreated it, and thus she refuses

any adaptation to conventions.

332 Gamble Front Line 73.

69



CHAPTER 10
RESUME

Diplomova prace ®la za cil prozkoumat vliv traéii britské gotické
literarni tvorby v dilech Angely Carterové #&eglozila otazku, jakym Zfsobem
muze byt Carterova #azena jakoZzto s@asna autorka vyuZivajici gotické

literarni tradice.

Kapitola 2

V Kapitole 2 byl uveden historicky fehled givodu a vzniku terminu
gotickd literatura v britském kontextu, ktery v 18oleti zprvu ozn#mval typ
romanu, a dokonce skupinu spisovater let 1760 az 1820. Toto ozfsi
puvodre predstavovalo gedowkou literarni tvorbu pginaje dilem Chaucera a
korce literarni tvorbou Alz&tinské éry. Zarowvié vznikalo spojenifedstavy o
kmenech Gdt, kteri prispsly k rozpaduRimského imperia, a jejichZ primitivnost
a barbarita fedstavovala hrozbu civilizované spoilesti a o politickém
uspdadani. Goticka literatura vznikajici v politicky spole&ensky ngnici se
Britanii 18. stoleti tudiz vzniklaasténeé i jako reakce na tehdejSiémici se
ponery v britské spolénosti a domacnostech.

Goticka literatura 18. stoleti se nejvice vygmaala zabyvanim se hranicemi
a mezy dané spairosti, a to hlavpiekratenim €chto hranicUmoziovala totiz
bezpé&né zahlédnuti za hranicéchto mezi do necivilizovaného &, kde etické
a spoléenské kodexy bylyiinejmensim pekrucované.

Po zakladnimiehledu o fvodu britské gotické literatury bylyfedstaveny
zakladni témata a motivy gotické tradice. Mezi adklimi koncepty pé&tkoncept
paranoie, koncept barbarstvi a primitivnosti a lepictaboo. Tyto koncepty se
opiraly o z&kladni trojuhelnik gotického otce-zloay gotické dcery-hrdinky a
gotického milence. DalSi témata, které byly rozynurozborechii literarnich
dél Angely Carterové byly téma dgnéni, téma (tku, téma rozkladu, a také
koncepce minulosti.

Ve spojeni se zémami ve spoléenskémiadu v Britanii 18. stoleti, kdy
dochazelo také k tlakn v oblasti pozice Zen a mu¥e spolénosti, dovolovala
goticka literarni tvorba zagheni na genderové a sexualni role ve spuisti.

Goticka literatura, ktera byla hla¥npsana Zenami, se stala ze své podstaty
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piirovnanim k tehdejSimu patriarchalnimu ¢v Patriarchizmus uZ nebylo
piednttem, ale spiS ve své podstéonvenci gotické literarni tvorby. Zaraye
jelikoz je goticka tvorba tvorboutekroieni mezi, tak samégjm¢ dochazelo
k piekrateni a pekrucovani danych patriarchalnich konvenci a stirukt

Angela Carterova psala sva dileepazre v ramci britské gotické tradice.
Tak jako goticka literarni tvorbaredklada vyzvu danym spaélenskym, a tudiz i
sexualnim konvencim té doby, tak i 8asna tvorba Carterové&quklada vyzvy
konvencim moderni doby. Ktomu Carterovd vyuziv pakladni goticky
trojuhelnik zlosyna —dcery/hrdinky-milence stefak jako tradini gotické témata
aby nakonec vytid@la svou vlastni moderni gotickou tvorbu.

Kapitola 4

Roméan The Magic Toyshop(Kouzelné hrékérstvi) je postaveny na
zakladech tradniho gotického romanu. Po smrti dobrého gotickéice delanie
dochazi k jeho nahrazeni zlym patriarchalnim strydehilippem a objevuje se
goticky milenec Finn. Tentokrat se ale sé&if& objevuje druhy goticky
trojuhelnik. Stryc Phillip se nachazi jako gotickipsyn také ve vztahu k vlastni
Zerg, ktera ale pekrauje hranice velkého taboo - jejim milencem je jagistni
bratr.

Zde je zékladni gotickou hranici hranice mezidladém a kulturnim s\
stredni tidy rodia Melanie, a chudobném a robotnickénmétsvdélnické tidy
domacnosti stryce Philippa. Zardvge to hranice mezi Zivotem v minulosti a
Zivotem v sodasnosti.

Rozklad pedstavuje nejprve smrt radi Melanie, coz pedstavuje dalSi
rozklad jejiho dosavadniho Zivota. Poté se najedvelanie ocitne ve ¢, ve
kterém je stale obklopena rozkladem a upadkem.akej@nto o celkovém upadku
¢tvrti v jiznim Londyre, ktera kdysi prozila lepsSéasy, jednak je to rozklad
domécnosti stryce Philippa, kde se nenachazi mim® tgkouci tepla voda a
splachujici zachod, ale hlayne to postupny rozklad sociédlniho #&dhiho
zarazeni Melanie a jejich dvou sourozénc

Stryc Phillip je hlavnim a vlastnjedinym \znitelem v tomto fib&hu.
PrestoZze Melanie sama jaksi silneproziva pocit uvezni, neni pochyb o tom,
Ze nesmi opustitin jejiho stryce. Mnohem vice se ale wzeni nachazi teta
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Maggie, u nichZz se to nejvice projevuje ztratimii po svatk se strycem
Phillipem. Na obecné rodinje wznéni predstaveno strachem Maggie a jejich
dvou bratfi pred poruSovanim pravidel stryce Phillipa a nemoinodthodu z
jeho doméacnosti.

PrestoZe Melanii napadne mozZnostkit, tato moznost neni Zzadnou vaznou
a tudiz vykonavatelnou touhou. Zato jeji gotickylenec Finn je prvnim, ktery
jakysi unik uskuténi a to rozsekanim jedné z nejoblibenejSich lowgtlce
Phillipa. Vzhledem k tomu, Ze pro Finna, ale i pbytek rodiny, pedstavuje tato
loutka stryce Phillipa samotného, je jeji @i jakysi symbolické zuvéni
velikosti a sily stryce Phillipa ai@dstavuje pro & jisté osvobozeni z jeho
véznitelskych vliv.

Na prvnich strankach romanu je naiegstavena dospivajici Melanie, ktera
objevuje viastni o0 a prozkoumava svou vznikajici sexualitu na padil
spol&enskych a urleckych vzofi, a vSe je velice podrobna pornograficky
popsano. Ona sama pohlizi pornografickynisgibbem na Finna. Zkouma nejen
jeho tva, ale i €lo a pohyby, sama je ale v jakychkoliv sex@amotivovanych
projevech apla pasivni. | Melanie zaZzije znas#imi, pestoze nedojde
k proniknuti. Jeji stryc zinscenuje divadelni hkde Melanie zastava roli antické
Ledy, a je znazogmé znasilrtna tou samou loutkou lakytkterou pozdji Finn
zni¢i. NejwetSim ekvapenim ale pro ni nastava zjitita pochopeni incestniho
vztahu mezi tetou Maggie a jejim bratrem Francidigra nakonec vyuasti
v zaloZeni pozéru a zZf@ni domu stryce Philipa a prajmbdobnym zahynutim

vSech krond Melanie a Finna.

Kapitola 5

Kapitola 5 je rozborem diléleroes and VillaingHrdinové a zlosynoveé).
Zde Carterova pragodobré nejwrnéji vyuziva tradéni gotickou formu, kdy
dobry patriarchélni otec gotické hrdinky je nahrazeym padouchovskym otcem
a kde se k dovytiéni gotického trojuhelniku zarovebjevuje goticky milenec.
Podkladem pro roman se taktéz stava zakladni bio@ozice mezi barbarskym a
primitivnim civilizovaném s¥tem, mezi gotickym chaosem a modernim

poradkem.

72



Z&kladni gotickou hranici je hranice mezi¢®m Komunity profesdr a
swtem Barbaii, ktera byla vytvéena po apokalypticky zjici Vélce. | toto
vytvaii hranici mezi tehdejSim &tem v minulosti a tim saasném. Skt
Profesot je swtem strukturované spdleosti tizené peadkem a pravidly, je to
sokEstatny swt rozumu a vzéani. Oproti tomu je sit Barbafi switem chaosu a
nepdadku, z&kladniho kmenového ugpdani, sut bez vzdlani ale zato plny
pOEr.

Téma rozkladu se protina celym romanem &t@gnai predstaven éima
hlavni hrdinky Marianny. Marianna poprvé stoji iiv& tvéd rozkladu pi
nepovolenych vyletech mimo obranné zdi Komunitye Zthchazi rozkladajici
swt minulosti, a mnohdy i hadry pokryvajici davno génhidské ostatky. Rozklad
se dotkne i perfektniho &a Profesar a to formou duSevniho zhrouceniiei
Marianny, ktera v zachvatu Silenstvi zavrazdi Mariayho otce. Marianne sama
se jistym zfisobem zevnithrouti, a tudiz se rozhodne zbavit se své minuhgst
swté Barbafi ale nachazi rozklad formou chudoby, podvyziiastych smrti jak
nemocnych &i tak zragknych muz.

Uvézneéni Marianna pocitila uvnitKkomunity a to jiz od #tstvi. Dobrovolny
odchod z komunity se tudiz stava jejim prvnim s&ouyen Utkem. Poté co je
Marianna nedobrovothuvezréna pod ochranou patriarchalnihidee Barbak se
znovu pokusi utéct, ale jejidktje zmaen a nasleduje jeSvetsSi forma u¥zreni a

to svatbou.

Kapitola 6

V romanu Love (Laska) Angela Carterova znovu vyuzivd zakladniho
gotického trojuhelniku, kdy Leef@dstavuje mnohdy patriarchalniho zlosyna ve
vztahu k Annbele, a Buzz je témv pozici jejiho milence. Tentokrat ale neni
tento goticky trojuhelnik jashvymezeny vzhledem ktomu, Ze jak vySinuti
Annabel tak stejh vySinuty Buzz v sob nosi znamky gotického padoucha ve
vztahu k mnohem stab#j$imu a tudiz jinak zranitelného Lee.

Zakladni gotickou hranici vtomto romanu je hraniocezi duSevnim
zdravim a normalnosti a psychickym narusenim anbkstvim. Jako jediny zéit
se jevi Lee jako normalni a vede skorry pracovni Zivot gedoSkolského

ucitele. Zato Buzz se vymyka vSem normam, ale natbege od dtstvi zvykly.
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MozZnd4 i proto mu zpgatku souZziti s mnohem vice naruSenou Annabel@inine
takové potize. Annabel proZiva &®i swt s velkou hlizou a snazi se wm
nastavit u&itou nehybnost. Zato jeji wviiti swt se hemzi barvami a
mytologickymi zvfaty a gedstavy. Tento jeji vribi swt je schopna pouze
castene sdilet s Buzzem.

Rozklad je znazokm predevSim rozkladem mysli Annabely, hlgvpo
jejim nezd#&enim pokusu o sebevrazdu poté co zahlédla pagicddo Lee. To
zpasobi jednak i ufity duSevni rozklad u Leeho, ale hlgwozpad jeho blizkého
vztahu s Buzzem, ktery je donucen odejit z jejjmbl&né domacnosti.

Uvézreni je zde pedstaveno Silenstvim Annabely, kter4 timto nejen
uvéznuje sebe samu ve svémegy ale nuti i Leeho se vzdat svych svobod a
sveho prostoru arfzpasobovat se jejimu gtu. Annabel doslova pronika do&a
Lee, modifikuje ho, a timfptahuje Leeho do jejiho vlastnihoés Po jejim
pokusu o sebevrazdu je totoéameni jedt hlubSi, a navic zgetno tetovanim,

které si Annabel po Leem vynuti.

Kapitola 7

Melanie se nachazi v obdobi sexualniho dospivaaiovdava sebe s
Zenskymi vzory které ji obklopuji,tge to vlastni matka, hrdinky z romargi
Zeny zobrazené maji Zkouma vlastni do na které pohlizi pornografickym
pohledem, kdy sebe sama v3ak vnima tak, jak bynjmal muzZsky pohled.
Podobnym pornografickym #pobem si pozgji prohlizi i Finna, kdy zkouma
jeho €lo i jeho pohyby. Ve vztahu kému je ale Melanie vzdy pasivnicaka na
to, co s ni bude chtit san¢ldt. Nakonec je to vSak jeji vlastni srtyc, kteey |
strijcem jejiho zatim nejhlubSiho, avSak také nejviegativniho sexualniho
zazitku. Je to ngfmé znasilani pri divadelni e, ktery zanecha na Melanii
velice silny dojem, festoze nedojde k opravdovému fyzickému znésiln

Marianna si je poprvéddoma své sexuality po varovani o znasiinvlastni
chavou, kterd ji chce nahnat stracte@ Barbary a taky ji chce vychavmdrzet
pod kontrolou. RestoZe se ji nic nestané jejim prvnim setkani s Jewelem, stava
se pozdji malem olgti skupinového znasitimi vSemi jeho bratry. Nakonec ke
znasilreni opravdu dojdu i jejim pokusu o Wk od Barbaii. Znasilni ji Jewelem,

kterého si musi druhy den vzit za muZe. Brzy pd& dojde u Marianny
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k probuzeni sexudlni touhy, a zard\keprobuzeni jeji vnini Zenské sily, které se
Jewel z&ne sam obavat. Annabel je co sé&etgexualniho Zivota velice pasivni a
zdrzenliva. PestozZe nestoji o dotyky jejiho muze Lee, nevididamod pra by se
jim m¢la branit. Zajimavé na ni ale je, Ze kdyZ obdrzedapornografické forky
od jejiho Svagra,ifjiméa tento dar velice rada. Tyto pornografickéfototiz v ni
vzbuzuji zajem a touhu stat se stegimonymni jako Zena néchto fotkach.

Kapitola 8

Kapitola 8 se zatstila na nebeletristické a feministicky kate dilo Angely
Carterové -The Sadeian Woman: An Exercise in Cultural Historyném se
Carterova zawftila na rozbor pornografie a to ve spojeni se saedmal a
socialnimi vztahy ve spaiaosti. Zde Carterova zastava nazoru, Ze pornogeafie
negitelem Zen pra¥ protoze sotasna spokeenska ideologie neobsahuje moznost
zmeny nahledu na sexudlni vztahy. Sexualni vztahyGQaderovou Uzce souvisi
se socialnimi vztahy. TudiZz by se podle ni gkemma pornografii pohlizet jako na
zalezitost, ktera se vyjimé&nto vztaliim. Carterova nejprve analyzuje podstatu
pornografie ve své nejzaklagsi znazoriné podob — graffiti. Toto Carterova
povaZuje za ,mytologizovani sexuality a sama pdalsledd atakuje veSkereé
sexualni myty. Carterova he totiz povaZzuje za faedobettovani sexualnich a
tudiz i socialnich vztahs cilem pekryti pravdivé exitujici podstaty.

Carterova fitom ale poté pipousti, Ze pornografieipce jen nize donutit
¢tende k pgrehodnoceni svyho vztahu kvlastni sexdaliprostednictvim
pornografického obrazéi textu. Nasled& dokonce pedstavuje pojem moralniho
pornografa fi tvrzeni, Ze paklize se pornografie stanesnim (jak vizualnim tak
i literarnim) to znamenda, Ze se tak stane pouzg Hdmplexrgjsimu cji a
charakterizovanim aktér coz zarové piinasi vyvinuti socialnich a sexualnich
vztahi mezi aktéry a podle Carterové &lec v tuto chvili stoji tvl v tv&

s moralnimi rozpory vlastni opravdovym sexualnatk&nim.

Kapitola 9
Paklize se tradni goticka literatura snazi napadnou speieské konvence,
zejména konvence patriarchalni spwlosti, gekroinim hranic konve#nosti,

piece jen na zav dila prekradi zpst tyto hranice k ukoteni gibéhu v ramci
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danych a existujicich konvenci. Timtougpbem umofuje tradéni goticka
tvorba analyzu a kritiku spaleosti a jejich konvenci, ale zaraveeposkytuje
moznost se od nich odprostit. Vyuzivanim téadho gotického vzoru Angela
Carterovd napada konvence moderni britské 8&posi. Carterova ale
nepekratuje hranice konvenci své doby aby je posléze zrprelrctila zpst.
Naopak, snazi se o odpré&dta odbouravanéthto konevnci.

Melanie s Finnem se nakonec ocitnou osvobozeniabdapchalniho stryce
Philippa. Zde se Carterova odprostuje od konveadichi spol€nosti, neb6 oba
dva stoji na prahu noveho Zivota, kde se mohouévazhodnout, jak v ém
pokratovat. Marianne siceif}de o svého muze, ale zardvezrista vnimani jeji
vlastni sily a rozhodne se stat¢ethici kmene Barbar Annabel vSe weSi po

svém a to p#ive naplanovanou sebevrazdou.
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ANOTACE

Tato diplomova prace ma za cil prozkoumat vliv it¢ad britské gotické
literarni tvorby v dilech Angely Carterové #egklada otazku, jakym gpobem
muze byt Carterova #azena jakoZzto s@asna autorka vyuZivajici gotické
literarni tradice. Zarovebude prokazan jeji posun od tr&uho pojeti gotického
romanu k jejimu vlastnimu pojeti moderni gotickértrni tvorby. Po definovani
puvodu gotické literarni tvorby,detné hlavnich znak, témat a motiz se prace
zan®ii na ¥ romany Angely CarterovéHeroes and Villaing1969), The Magic
Toyshop(1967) aLove (1971)). Analyza se bude vyvijet podle stejnéhorwzn
zameti se nactyii zakladni témata gotické literatury: gotické hramia meze,
rozklad neboli Upadek, gzréni a utk. Kazda kapitola bude uvedena kratkym
uvodem do daného romanu a nasledovat budou podkaké kazdému z témat.
Poté se prace zaiii na projevy sexuality a také pornografie v kazd#ila. Dale
se prace budeémovat pohledu Angely Carterové na pornografii ausditu ve
svém nebeletristickém dilEhe Sadeian Woman: An Exercise in Cultural History
(1979), ve kterém Carterova probadala politické lenl§y Markyze de Sada.
Diplomova prace bude ukdena zawrem, ve kterém budou vyigny hlavni
znaky odliSnosti moderni gotické literarni tvorbygely Carterové od traghi

goticke literatury.
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