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In recent years, there has been renewed interest in the study of literary satire,
particularly twentieth century works that are more aligned with the complexity and
ambiguity found in Menippean satire. Despite the abundance of scholarship about satire
produced within the past decade, twentieth century women’s satire is an area that has
been largely ignored. One reason why there are so few studies about women’s satire is
that women theorists and critics distance themselves from the genre, making the
argument that satire and women’s writing are in contention with one another. Because
satire is an important tool used by the oppressed to mock their oppressors, this
dissertation aims to uncover how women writers of the twentieth century use specific
techniques of satire to deride the literary establishment that attempts to categorize and
rank genres as ‘literary’ while marginalizing women’s ways of writing. I make the
argument that parody and irony, both often used for the purpose of satirizing, are the two
most common tools women writers use to critique the literary tradition. Furthermore,
women’s satire uses humor and an emphasis on the subjective experiences of women to
deflate the masculine focus on empiricism, objectivity, and literary exclusivity.

Mikhail Bakhtin’s theories related to Menippean satire, parody, dialogism,
carnival and the novel are used in this study to offer a framework of how women writers
situate their criticisms of patriarchal hegemonies and hierarchies, including those within
the male dominated literary tradition. Women satirists favor the Menippean form

because of its ambiguity, playfulness, malleability and resistance to easy categorization,



as well as the genre’s roots in the communal and egalitarian features of carnival. In
addition, poststructural feminists such as Héléne Cixous, Luce Irigaray, Julia Kristeva
and Judith Butler add insight as to why women’s writing, including satire, is often
misread by men when considering its refusal to fit neatly into the literary tradition and
within distinct genre boundaries. This project intends to recover satire as an ‘available
means’ for the woman writer. The chapters in this study offer examples of women
writers within various literary movements of the twentieth century — Virginia Woolf,
Stella Gibbons, Angela Carter, and Margaret Atwood — who satirically parody
established genres including biography, history, rural fiction, the fairy tale and dystopian

literature.
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CHAPTER |

INTRODUCTION

Satire has a long history of transgressing social boundaries, with writers relishing
in the ability to collectively entertaiandinfuriate readers as social and political
institutions are brought down through wit, humor, andriitees outright aggression.
Traditionally speaking, it functions as a way to ridickilenan vices and follies or
specific personser establishments, either as a way to cope with injustices or absurdities
in life, or, more importantlyas a mean® enactctual social changdJsing techniques
such as irony, double entendre, caricature, and humor, satire is given the tosaitsee
to denigrate whatvould otherwise be toasky and dangerous to attack. Twentieth
century writers have taken advantagehef diverse, often playful qualities of the genre,
blending various subgenres and exaggerating for comic effect, whether that dmmedy
light and teasing or tefyingly dark and distressing

In the past decade or so, there has been a resurgence in yhef Satite as tith
a cultural phenomenon aiaah art form. One collection, tlexpansiveBlackwell
companion to satire, includes contemporary essays that primarily reestablish traditional
understandings of satirical terminology, techniques, and chasdicteassociated with
particularperiods. Another recetgxt, Jonathan Greenberd@siernism, Satire, and the

Novel is more specialized in that it reviews and fedes many of these traditional



understandings of satire in light of new studies of madefiction, emphasizing the
compatibility, evemecessityof satire during a he of rgid social change, mass
production, and shifts in value systems. While GreenbergOs work is valuable in its new
approach toward satire as an inherent el@of moderist culture, and as
comprehensive as the Blackwefisays appear to betheir variety and expansivengss
one alarming absence continues to haunt studies of satire: the complete absence of any
discussion concerning women satirists as a whole, espec@ifewsatirists of the
twentieth century and how theories about womenOs writing directly relate to changes in
satirical study.

When mentioned at all, ¢igs of satire haveelegated women satirists to the
margins of history, as though only extraordinargxceptional womewriters made use
of satirical strategy to condemn human foibles and societal ills. In most critical texts
about satirethe reader may find the usual suspects mentioned, typically Jane Austen and
Aphra Behn, and any accounts of gendesatire are generally about depictiafis
women and not depictiosy women. The only essay to mention gender in BlackwellOs
collection of twentynine essays, Claudia KarioffOs OGendering Satire: Behn to Burney,O
concludes its analysis at the end of tineeteenth century, which has been the common
occurrence in studies of satire. As recently as 1995, Brian Connery and Kirk CombeOs
collection of essays ifiheorizing Satire: Essays in Literary Criticisntludes not one
woman satirist in the index, ancethintroduction implies that women themselves have
distanced themselves from the Opower and attacldfiref They stateirectly that

feminist critics have seen satire Oas radically masculinist, and in fact a form of power



exerted frequently against wenO (12). However, despite admitting that little work has
been done on women satirists, this collection of essays does nothing to expel these
attacks on satire and extend the conversation about the issue, implying that it is out of the
scope of the collgion.

In fairness taConnery and CombeOs introductiofiteorizing Satirethere is
truth in their statement concerning feminist criticsO lack of focus on satire, or what they
claim is a refusal to use the tesatireand instead replace it wittumoror comedy
which, as they argue, implies that Osatire is indeed genderedO (12). Along with the
resurgence isatirical studyfeminist critics of the 1990s such as Gloria Kaufman,
Regina Barreca, Judy Little and, more recently and specific to twentietincent
literature, Eileen Gillooly have pioneered studies in womenOs humor and how it differs
from that of their male contemporaries. But not all of womenOs satirical moments are
comedic, and not all humorous moments are for the sake of satire. So hamhaarss
rescue the relationship between women writers, satire, and its relationship to the comic?
If what Virginia Woolf states ih Room of OneQOs Oisrtrue, that Owhen a woman
comes to write a novel, she will find that she is perpetually wishingeothk
established valuedto make serious what appears insignificant to a man, and &l
is to him importar®(81), then it should not be denied that these women are, in fact,
exercising their satirical wit in altering those values, whether attplcomical or not.
Instead of the violent diatribend abusive mocking of whaanna be changed,

something whichraditional satire has often been accuseavomenOs satire has the



same motives and techniques described by those feminist criticswdychstmor
because humor is one of the most often used techniques of the woman satirist.

Without attempting to generalize or essentialize womenOs writing, this study
posits specific characteristics of womenOs satire that abovemwto navigata genre
thathas been studied and analyzed through a traditional framework established and
advanced primarily by ment offers an alternative discourse that challenges traditional
understandings of satire and the literary tradition as masculinist, as well asrtrg lit
tradition as a whole and how women are situated within that tradition. In their
introduction toAvailable MeansJoy Ritchie and Kate Ronald write, Owhen a woman
does appear [in an anthology], she is often described in heroic terms, alone and rising
above henatural capabilitiesO (xix). Womeiters have always usedethods of satire,
and my aimthroughout this study is to bring awareness to the fact that women writers of
the twentieth century typically use specific elements of satire, particp@rddy and
irony, to challenge, reverse, and lampoon the mostly male literary establishment. Each
one of the women in this study is not a special case, but each offers exaatiple of
how women use satirical techniqguesnegotiate a space that heslitionally been
hostile to their attempts at inclusion.

The central argument tying these womeaiters together is that they especially
use parodyirony, reversal and human order to imitate and revise the literary tradition,
mocking its hierarchiegxclusion of women, and attempts at stabilizing literature in
support of the status qud he study of twentieth century women writers such as Virginia

Woolf, Stella Gibbons, Margaret Atwood, and Angela Carter fill in the gap in studies of



satire by showing how women’s satire often parodies specific characteristics of the male-
centered literary tradition and history by using irony to subvert and transform traditional
genres. This transformation creates a space for new traditions and histories that welcome
the female writer. My goal for this project is to allow for what Annette Kolodny refers to
as a “rereading” and revaluation of women’s satirical methodology. She states that
"whether we speak of poets and critics 'reading' texts or writers 'reading’ (and thereby
recording for us) the world, we are calling attention to interpretive strategies that are
learned, historically determined, and thereby necessarily gender-inflected" (452). My
hope is that this study will uncover a women’s way of writing satire within the twentieth
century, thus opening the door to further studies and rereadings of a genre in which
women have been ever present but ignored. As Ritchie and Ronald insist, it is important
to “mark the ways in which women have discovered various means by which to make
their voices heard” (xvii). Women satirists have their own history of using irony and
parody as their ‘available means,” and the understanding of satire must be reconceived to
open the discussion of how women have situated themselves within the satiric tradition.

Furthermore, this study aims to complicate the gendering of satire as male and
refutes the allegations that satire is necessarily violent, abusive, domineering, and
conservative in its approach. The women writers included in this study are often tongue-
in-cheek and more ambiguous than traditional satirists, welcoming the various
interpretations of their readers and calling for a more radical approach of activism built
on community, equality, and social justice. As a whole, I hope the following chapters

encourage others to see that the definitions and traditional studies of satire need to be



deconstructed and reassessed so that womenOs ways of writing and the rhetorical purpose
of satire are no longer believed to be at odds withanother. Women writers have a
complicated relationship with the literary tradition, including the satiric tradione of
desire for inclusion yet refusal to cooperate within a system that maintains strict generic
boundaries, gender norms, and hienges.

| focus on novels and short stories by twentieth centampen writers,
specificallyby Virginia Woolf, Stella Gibbons, Margaret Atwood, and Angela Céter
literary works coming from various genre and literary traditidbs show how they
subvertthemasculinditerary traditionrand exemplify strategies of the woman satirist. |
have chosen to focus on the twentieth century novel because of its close relationship to
Mikhail BakhtinOs theories on satire and dialogtheories that help us betterderstand
the complexity of twentieth century satirAs Bakhtin describes in ODiscourse in the
Novel,O the novel form allows foeteroglossiaor diversity in voice, subject and form.
Therefore, the novel leaves space open for the blurring of diffeogses and boundaries
between genres such as fantasy, realism, metafiction, prose, poetiso onWhat
better way, then, for women to transgress patriarchal ndroosdariesand literary
conventions than to write satiric novels? With this understgnaf the changing
landscape of the twentieth century novel, in addition to Menippean satire being the form
most popular during the twentieth century, | explore how this complex genre and its
associations with dialogism goes hanehand withtwentieth catury womenOs writing

of satire.



Furthermore, just as critics of modern and postmodern satire argue for the
significance of satire during the twentieth century, women writersO use of satire during
the century correlates with postmodern theorid®atritte fZminineand other
poststructuralist theories that focus on reversal, deconstruction, play and pleasure
WomenOs satire is distinct from the masculine tradition of satire because it embraces
gualities connected to strategies of feminist writing such fasus on subjectivity,
ambiguty, revisioning, linguistic playand lack of closure. In fact, according to George
Test inSatire: Spirit and Ar{1991), irony is used in satibeecausef the indirection and
game playing it causeand women satiristake advantage of irony and its ensuing
ambiguity This is in opposition to midentury purists of classical satirical study,
particularly the New Critics, who argue that satire comes from a conservative frame of
mind, mocking that which goes against g@us quo, and does so unambiguously using
consistent rhetorical techniques.

In the following chapter dutline a brief history of satire and investigate the
opposing theoriem twentieth century criticism pertaining its study Two schools of
thought emerged during the twentieth century: one school, supported by the New Critics,
upheldclassical understandings of satigconservative and formalistic, while more
recent studies focus on the radical, transformative, and complexeguafithe genre.
Affected by the growing soal movements of the 1960s a@s, the second school
appears during the latter half of the century and places focus back on the historical,
social, and biographical contexts surrounding a work of satire in order to sugtpe®s

fundamental purpose as an instrument for social chang. the rise in Menippean



satireduring the periodMikhail BakhtinOs theories outlinedAroblems of DostoevskyOs
Poeticssupport a new perspective in the study of satire that embracesatiextuality

and dialogism found in womenOs satire. In addiiakhtin® theorieslosely relate to
poststructuralist feminismOs insistence on playing with establrules and speech
patterns while breakintprough boundaries that separate what have been traditionally
viewed adlistinct immutablegenre forms.

Chapter threeOPolyphonic Parodigsiaying with gender and geniia Virginia
WoolfO©rlandoOexplores in greater depth BakhtinOs dialogism in reltatifte novel,
Menippean satire and parody while using thesas to suppof@rlandoas a work of
Menippean satire. Woolf is an important figure in the study of womenOs satire because
she serves as a precursortte kinds ofsatiric experimentation lat twentieth century
women satirists will undertake. Hexperimental aesthetics merge with her desire for
political and social change, afitlandois a key parodic text that mocks the traditional
biographies of OGreat Men.O Challenging the idea afrthantbiography and history,
for exampleWoolf satirizes patriarchaliterary constructiosand reframes thieaditional
ideals of chivalryhonor,patriotism,and gender separation, showing their complicity
with fascism, waand oppression. d8ial conentions are parodied, exaggerated and
deconstructed to show the constructedness and performativity of those facts and
institutions perceived asr@hs,O including tteassifications andistinctionsof genre.

In its preoccupation with ambiguity, Menipgesatire becomes the perfect vehicle for

Woolf to express her own ideas about androgyny, intertextuality and subjectivity.



Continuinganalysis oWoolf as satirist, chapter foudODispersed Are WeO: the
seriocomic performance of Menippean carnivaBetween the Aci® examines how
WoolfOs finahovel may be understood as simultaneosslyous and comic in light of
BakhtinOs work aiie carnivaksque in the novelDespite the humorous caricatugesd
mockery of nationalistic depictiors English hisory, Between the Acis WoolfOs most
serious, politicallycharged novel, literally putting into play her political message from
Three Guineathat stresses the intersections between natgmapatriarchy, gender
binaries andhierarchies, war, and theefliings ofanxiety ancalienation in 1939 England
#3$1%!&'()%*1+%&,'-$!.-!.,%. MHS% &) *+))%,*-),./*0, &0123*.&!.,3!.*%4"."-$%)!
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Chapter fiveentitled OConfronting OSheeapdoodleO: the equalizing force of
middlebrow comedic satire and Stella GibboBeld Comfort Farroffers an analysis
of middlebrow fiction and how Stella GibbonOs parodic sateeturns hegemonic
hierarchies in genre study and formation. Despite V@mifisgust at the rise of
middlebrow fiction during the 1930s and GibbonsOs mockery of highbrow elitism, both
women share common tiques of the maleentered literary establishment. With a focus

on BakhtinOs theories pertaining to comedy and parodytectieur illustrates how
! n



Gibbons uses these characteristics of Menippean satire in order to create an egalitarian
space that welcomes all readers, whether readers of low, middle, or high literature.

The final chapter ofhis study, Mew Wine in Old Botégd feminist revisios
andthe fight for female subjéiwity in Angela CarterGshe Bloody Chambend
Margaret AtwoodOEhe HandmaidOs EaDexaminesAngela CarterOs fairy tales and
Margaret AtwoodOs feminist dystopia as revisionist imitations of theetradition.
These works challenge genre binaries separating reality from fantasy and self from other,
also emphasizing womesatirists@istrust of narrative objectivity. Chapter five also
makes connections betere Menippean satire, parodgntasyandpostmodernism in
relation to womenOs satiric writinffantastical genres such as the fairy tale and dystopia
have a long history athallenging literary realism wittiheir exaggerated, magical
depictons of society and universal experien¢owever, thee genres also have a
history ofignoring the voices and stories of wor@stories that do not fit within the
universal. Using firstpersonfemalenarratorsthesepostmodern women satirisse
devices of metafiction, including intertextuality and geflexivity, to make the act of
composition explicit to the readand allow the actualization of the narratorsO
subjectivities In doing so, the traditional narratives and genres on which the parodic
revisions are based no longer remain part of a clessningly objective systeotf

classification.



CHAPTER1
TOWARD A THEORY OF WOMENOS SATIRE IN THE TWENTIETH CENTURY
When a woman comes to write a novel, she will find thaisperpetually
wishing to alter the established vald&® makeserious what appears
insignificart to a man, and trivial what te him important. 3
b Virginia Woolf, A Room of OneOs Own
Whenever an attempt is made at theorizing, or simefining satire as alear
cutand immutablegenre, it becomespparent thasuch an attempt is futilBand this is
not a bad thing. The sophistication and complexity of good satire means it defies simple
definition, and this leaves the genre open to fascinating interpretations, diverse
exemplifications, and dynamic construction&hile one critic will argue for the satiric
nature of a novel, another critic wikfute this classification; movel might be most often
read and analyzed as a sentimental novel, while other readers acknowledge the biting
social commentary within theaditional plotline (Jane AustenOs oeuvre is often used as a
case in point).Unlike other gnressuch as poetry and drama that haviela history of
establishegbatternsforms, methodologies and subgenres within the broader forms
satireOs seeminglyvee-ending malleability and contestable purpose allow it to srneak i
way into other forms in a mann#rat noother genre seems &mcomplish.In OThe
Definition of Satire: A Note on MethoORobert C. Elliott describes satire a@s open

concept in thathe Oset of necessary and sufficient ptaseby which one could define



the concept, and thus close it, are lackingO (22). Therefore, any set or OrealO definition of
satire is an impossibility.

It is this ambiguity and dynamism that grants satire thguenposition of being
able to invade all other genres. Satray be found in poetry, the novel, and drama,
among other categorieand, depending on context, can easily shéftween theéragic,
the comedicthe horrific and the humoroudhrow in theambiguous issue of what
differentiates OwomenOs writingd from that of the masculine tradition and the exploration
into what makes twentietbentury womenOs satire unique seems near impossible.
However, as | intend to show throughout this project, theabesit womenOs writing,
particularly those thories related to feminist pestucturalism, coincide with a new
understanding of all that twentietlentury satire entails.

As Mikhail Bakhtin argues, the only other genre that comes close to the ambiguity
anddiversity of satire is the novel, which is why this study will focus mostly on novels
along with a few short stories) demonstrate how women satirists of th& @éntury
rely on satiric fictionas a means to challenge not only social and politicalutiens but
the very literary traditions thayse to make their caself the rhetorical aim or purpose
of satire is either to formally mock that which is deemed wrong or offensive or to
promote social change, which are the two distinctions most discussed among critics, then
women writerdhave always been a literary presentthin the genre. Despite this
presence e subject of women writers as satirists has been largely ignored, and it is my
aim to save satire from traditional understandings and chargts$efng a OmanOs clubO

thatexcludes women writers apdomotesviolent rhetoric. Regardless of Valentine
! "#



CunninghamOs gendering of satire as mastualitehis claims that, traditionally
speaking, satire is Oa Omalevolent, malignant artO whose Omuse is rightly thought of as
variously snarling, maculate, obscene, caeétiepriapic, railing, raging, grotesgue
makingO and OaggressiveO in its i(4@%), women writers have employed satiric
techniqueghat are far from abusiy@hallic ormoralizing. In contrast to traditional
definitions ofsatirethat focus on invectarand conservative agenda®men satirists
rely on playful wit, ironyambiguityand parody to enter the cultural conversations in
which they have often been silengbturring boundaries between genre forms and
calling into queson any rigid charactetigs of bothgender anadjenre

In this chapter, | outline some of the ctineoreticakexts concerning satire in the
20" century and how they conflict with one anothéust as schools of thought change
with the times, theories of satire shifted frammoretraditionalclassical studyo more
radicalcontemporary approach¢hat call into question older, supposed OstableO satiric
systems and categorizatioriBhen | explain how BkhtinOs theory of dialogism,
particularly in his work on Menippean satared the novelorks as the cornerstone for
understanding the connections betwaemenOs writing, feminist pssticturalism and
20" century satire.Eachexperimentahovel explored in this project addresses Bakhtin®Os
dialogism in some way, thus chailtgng therigid constructshierarchieshegemonies,

and supposestableOrealitiesdd the traditional literary canon.
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Although acompletehistory of satire is beyonthe scope of this projeat,is
important toconsider the categories most often depictezldasicakatiric theory.In its
most general and traditional sense, satire is known as the use of certain liagalstic
rhetoricalmoves (most often irony, parody, humor, exaggeration and other forms of
wordplay) in order to expose and kdie human foibles and vices. Considering satire in
a broad sense of the terBgward Rosenheim describes it as Oconsisifihah attack by
means of a manifest fiction upon discernible histogigipularsO (323)For an overview
of satire, thiddefinition is most useful because it latke limitations and extreme
attempts at categorization that so often appear in theories ofBtiteeries | will
describe in more detail later in the chapter. Rosenhegues for anore dynamicatiric
spectrum, with one side leaning toward traditional polemic rhetoric with the purpose of
persuasion or derisipand the other side consisting of fhlayful, comedic elements of
satire. In the comedic end of the spectrum, objecstatk or ridicule are more
generalized, without meaningful historic reality amth no significant particularswWhat
is also significant about RosenheimOmidien is that it hints at the terms in whichany
scholardabel these two ends of tkatiric spectrum: Juvenalian and Horatian satire
Juvenalian satitenamed after the Roman satirist Juvenal, is a formal -ferseof satire
that works wih invective in order tattackspecificvices or follies In its style and tone,
Juvenalian satire takes a harsher approach in its censure of a particular object or trait.
Horatian satire, on the other hanikes amoregenial approach toward the satiric target.
Named after the Roman satirist Horace, Haregatire is lighteandmorehumorous as it

gentl ridiculeshumanity While Juvenalian satire is meant to make the reader cringe,
! "#



Horatian satire produces lighitearted laughter at the absurdities of mankifkese two
caegories of satire are generallgwed as théwo maintypes especially when
consideringancient satireghowever, as | wilexplain,Menippean satire, eomplexkind
of prose satire incorporating various subgerfsesame the most populimrm with the
rise of the nwel.

With its complexty, operendedness, and deconstruction of rgrMenippean
satire grew intaheidealvehicle for 28' century women writers of satire because, in its
dynamism as a genre, Menippean satire not only calls into question the social norms it
satirizes buthat of genre forms as stableigats as well. Women writers of Menippean
satirewrite along a spectrum, demonstrating a mix of righteous anger in their attacks on
social, literary and political institutions while peppering their satire with both bitomg
and playful humor. Each woman writer in this study, from the playful humor of Stella
Gibbons to the frightening dystopia of Margaret Atwood, dances along the boundaries
separating the different subgenres found within the literary, and more sphgcifiea
satiric, tradition.

In addition to categories of Horatian and Juvenalian satrae theorists have
created othedistinctionsamongvarious kinds of satire. For example, Steven
Weisenburger offers two models of satire: generative and degerer&@enerative satire
is most in line with Juvenalian satire, and Weisenburger defines it as Oa rhetoric of irony
or ridicule used against exemplars of folly and vice, with an eye toward their correction,
according to norms of ethical behavior and rigiimkingO (32). In contrast, the

degenerative modebften found in Menippean satitis,Oa means of exposing modalities
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of terror and ofloing violenceo cultural forms that are overtly or covertly dedicated to
terrorO (5). Imelation to womenQOs setand nenippea, it is most helpful to consider the
degenerative model because, as DickSarr affirms, OWithin the degenerative model,
virtually all hegemonies are ridiculed, often through the use of appalling grotesqueries
and exaggerationsO (17)t is these Oappalling grotesqueries and exaggerationsO that
offer the satirist the power of subversion, the freedom to undercut institutions that
oppress.With that said, this study questions the assumption that progressive and
transformative forms of satiraust achieve social change by Odoing violence;O women
writers hold an ambivalent position becatiseir desire for inclsion within literary
cultureand the ability to have agency within its traditmnflicts with theirinsistence

that this same cultuy@ maintained ass, oppresseand marginalizes the woman writer
The following chaptersvill examine howspecificwomen writers of satire subvert
hegemonies, often by depicting those power structunesiding those of the Westn
literary traditionand maledominated historyin exaggerated wayNorms are taken to

the extreme, made absurd to the point that they lose their power to dominate or oppress,
while thosdong kept n the margins of history and traditianeallowedto flourishin the
handsof thewitty satirist, withher keen observatiorad rhetorical savvy.

Before women were able to take hold of the satiric tradition and make it their
own, most studies of satire were limited to classic satirical works by men. Ancient satire
was strictlymalecentric, constructed into rigorous verse formd ameant for the alnale
agora. The Romans and Greeks fought for ownership of the origins of satire, and despite

Quintilian having once statetat Osatire is ours entirelyO (Grube 382)g is stillno
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consensus as to who inventedr who Ogot it right,® when it comebecestablishment
of satire as a clear and stable art forhhis early struggle for satire anticipated the
proliferation of satiric theory through the centuries as literary aleggshifted back and
forth. The writing ofclassicalkatirehad itsgreat revival in Britain during the
Enlightenmentas a form of social correction the hope that, by raising awaess, satire
would offer, in the words of Jill Twark,@means of punishing the objectEand
eventually improveeadersO or spectatorsO behaviorf®)14t only makes sense that,
during an age advancing the belief in the superiority of logic and resestne would
become a popular genre usedttack thoseriewed as absurd, as well as social and
political structures that trietb curtailindividual freedoms. Howevethis revival in the
satiric formcontinued tdoe malecentric andnaintanedtheclassical structure from
antiquity, thereby further solidifgg the genre as a staplenambiguougntity with an
explicit target and airfi.

Satire would yet again transfonvith the rise of the novel in the &entury a
genre that, in its very nature, defies rigid formalistic rules and traditional understandings
of literary structure Interestingly, with the rise of prose satire and the novel also came
the increase ithe number opopular women writers. Women novelists embraced this
transformation oatire within the framework of the novel, using classictisanoves

to advance their own agergdim fighting for equality and uncoverirthe nonsensical

$l0f course, women were often the target of classical satire, particularly during the Enlightenment. Two of
the Obig playersO of Enlightenment satire, Jonathan Swift and Alexander Pope, notoriouslyhattacked t
vices they saw as inherentwomen of the time SwiftOs OA Beautiful Young Nympth Going to BedO and
PopeOshe Rape of the Loalerve as examples of male satirists mocking womenQs vanity, with the latter
further adding vices of ignorance, frivolity, affectation, and superficiality.
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aspects of social normsstill, scholars largely ignored these womatitil recent decades
and comprehensive studies of satioatinueto mostlyfocus onclassical examples of
male satirists.
Despite the genreOs continued popularity and its tradition of drawing attention to
specific social injusticeshe study of satiréost much of its power and urgency during
the earlymiddle part of the twentietbentuy due to fornalismOs limited focus and
movemaet away from the socipolitical situatiors informingthe creation of literary
texts. Formalistmid-century criticsvho discussed satire, includibgrthrop Frye and
Alvin Kernan,oftenlimited the transformate power of satireypignoring the social
situation and contexh favor of looking at the text tandof-itself as a wadk of art.
Kernan insistsn his 1959 OA Theory of Sabthat
we need to approach satireEas an art; that is, not a direct repiwe pbetOs
feelings and the literal incidents which aroused those feelings, but a construct of
symbolsbsituations, scenes, characters, languget together to express some
particular vision of the world. (251)
In other words, it is natbout the a@aal truthtelling ability of the satirist but his ability to
make the readdeelhis truthfulness through various stylistic techniquiéernan refers
to David Worcester@st of Satire(1940), which describes the satirist as Oa master of

irony, caricatue, disabling imagery, the unexpected thrust of wit, anticlimase$que,
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and invectiveO (252)Theseare the stylistics included in satire that are worthy of study,
and, according to Worcester, Ono woman has ever made a mark in satireO (13).

While the characteristis Worcester and Kernan lisertainlyring true for
womenOs satiréespite WorcesterOs accusatitiner characteristics Kernan upholds as
standard forygs about any work of satire do nfit so neatly into a feminigtaradigm.

For onethe women satirists | analyzmderstand the transformative power of language,
and they remain hopeful that their representations of societynzauragehangethey

see the connections betwessgif and other, authorial purpose and the-weald meaning

as construed by the readétven in the context of the dystopian novel, Atwood suggests
the pasibility of change and rebirth, urgitger readers ofhe HandmaidOs Tdtesee

the scary realiés presented in the novel as exaggeratdmpsesent social actualitief\s

| will describethroughout this projecthe wordplay and irony are clearly present in the
text, but there is no doubt that those rhetorical strategies serve a purpose beyond
themselves.

Counterto this more optimistic use of satjiéernanexplainsthe satiistOs
pessimistic endeavo®The satiristisees little hope for reform unless violent methods
are used to bring mankind to its senses,O and he Otypically believes thahthpagtésn
of reason left irthe world,O a negative effaftOthe sheer idiocy of mankindO in a
modern age (262). Women satiriss/e no hoice but to believe that justice shall
prevail if only readers are given the opportunity to question assum@rahbecome
aware of the ironic mix of silly absurdities and irrational oppressions. What do women

writershave to lose? They rtainly cannot rely on smusglfsatisfaction at their witty
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wordplay. Insteadhey portray a society that is not one ofé@@slidiocyO but of people
blind to the injustice imbedded in thewn traditions and institutionsWomen satirists
see this problematic, anxietiddenOmodern ageO as a timefdpsatiric transgression
exposing readers to the limitations within the status qudeawhg the canon open for
new literary traditios. And, ultimately, it takes a village to take down the old order.
FromWoolfOsittempts abuilding a community of womenuisiders to GibbasO
intertextuality celebrating other forms of writing beyondsmdine modernism and the
avantgarde, from AtwoodOs protagonist imagining her fellow woreaaher to CarterOs
reconstructions of fairytales that perpetuate-amstman typologies such as thetetn and
the helpless maidedwomenOs satire acknowledges the importance of not only a woman
centered text but a text that builds bridges between self and other, author and reader,
woman and woman.
Unlike women satirists who present communities of womean#xt change,
Kernan supports an imagef the lone indivilual satirist up against societal degeneration,
Oconvinced that the fate of the watlpends solely on him,0 givinis®to the heroic
postures he frequently assumesO (268 (@epicted as maleatirist
is not so complex. He sees the world as a battleground between a definite, clearly
understood good, which he represents, and an equallyatieavil. No
ambiguities, no doubts about himself, no sense of mystery trouble him, and he
retainsaways his monolithic certainty(Kernan 264)
But what about women writers who acknowledge the complicated relationship they have

with being a part of a literary traditi they are trying to subvertih contrast to KernanOs
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stagnant traditionalist take on satire, women satirists play with the ambiguities and
multiple truths and realities within society while focusing on the necessity of community
efforts to make necessary changes. The protagonistsntenOs fiction such as Margaret
AtwoodOs Offred ifthe HandmaidOs Talee conflicted about their own complicity
within the systems that oppress woméihose female characters aglestionsnore
oftenthantheysupply easy answers. KernanOardestirction between good/evil,
right/iwrong in satire dissolves when women, pen in hand, take to satirizing hierarchies
and womenOs struggles within patriarchal institutions.

Similar to KernanOs traditionalist take on satgthropFrye famously describes
it as clear and distinct, arguing thedny is made less ambiguous in satireresal
standards must be clear for satire to work (Frye 234). Like all traditional studies of satire,
womenOs satirical moves are ignored in FryeOs study. While Frye as<@A# thanhor
demands agreement that certtiings, such as a pictureafvife beating her husband in
a comic strip, are conventionally funnyO (235), women satirists call into question the
humor of said conventional image. They understand that, for tggeito work as a
piece of humor, the viewer must accept (and find funny) gendered understandings of
violence. When Regina Barreca defends women against accusations of lacking a sense of
humor, she makes the valid point that perhaps those modesafesbOhumorO just
arenOt that funny. Despite Fdgeattempt to situate humottie land of universals,
Barreca affirms the subjectivity of comedy: OAImost every detail of our lives affects the
way we create and respond to humor; age, race, ethnic backgamgnclass are all

significant factors in the production and reception of humorO (Barreca 12). Just as humor
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is multitudinous and subjective, womenQs satire upholds ambiguities in language and
meaning. | argue that it is this ambiguity and multipligitywentiethcentury womenOs
satire that accounts for so few studies dedicttede topic; with such an expsive

history of categorizing satire as strictly this or that, womenOs satire risks falling between
the cracks of absolutism.

Written a year befar FryeO®The Mythos of WinterEliottOs Qe Satirist and
SocietyO (19563truggles with these traditional understandings of satire, wavering back
and forth between consengn and radicalismHe writes:

the satirist claims, with much justificatioio, be a true conseative. UsuallyEhe

operates within the established framework of society, accepting its norms,

appealing to reason (or to what his society accepts as rational) as the standard

against which to judge the folly heese (Elliot 213)

He continues to describe satire as maintaining the status quo: O[The satirist] is the
preserver of traditioBthe true tradition from which there has been grievous falling
awayOZ13). However, even Elliatmust qualify his stance, admitting that Ono matter
how conservative the rationale of the satirist may be, it is inevitable that the pressure of
his art will in some ways run athwart societyOs efforts to maintain its equilibriumO (214).
The satirist is both inside and outside of society; therefore, h@dabiguous powerO

that, if used correctly, can extend his attack on the particular into an attack on the larger
structures of which the particular is a pafhis ambiguity within satire is what gives it

its OrevolutionaryO spirit (215).



Connery and Conbtake this new revolutionary stance even furtligspite
what traditionalisformalistswould see as a sign of aesthetic failure, Connery and
Combe see a positive trendtiwentiethcentury satire toward opeandedness and
irresolution. They support éhformlessness of satire, which, thereby, allows satire to
Oinhabit the forms of other genresEand makes satire resistant to simplistangeof a
formalist approachO in thah®incongruity created by safi$eparagic appropriation of
other forms can create friction between form and content that runs counter to the
prescriptions of formalismO (5James English agrees, stating that the Oreal storyO of
satire during the twentietentury

is not to be found in its ast obvious or generically perfect instances but in its

transgeneric, practically viral itinerary through the very bloodstream of the

canon, including the work of the usual suspectsEbut also that of less easily
classified writersEand many of the most coalling novelists of theew

millennium. (857)

For English, and Would agree, the twentietbentury and the rise of tlexperimental
novel laid the groundwork for writers to claim freedom of not only content bu
OhybriditiesO of genre form. More impatly, due to the shakap of literary decency
during the turn of the century with the rise of modernis@adiric disposition within the
novelarose and found more space in which to operate (English 8&f).
expansionism, industrialization, promisgfghe benefits of Omodernization® and

Oprogress,O and whapBen referred to as the humor found witaimechanized



modernity, satire reemerged once again as a favorite of disenchanted writers

Cunningham attributes this resurgence of satire in@ie@ntury, especially the

dystopian quality of this newer, fresher brand of satire, to the complicated history of the

century. Confronted with multiple wars and the mechanization of which Ergigh

Bergson discussnodernist writers depictatie anxiety and cynism of modernity

through satirical ridicule. Uncovering the power satire has to tadeathvgenres,

Cunningham claims that byefusing # generic constraints,O satire Owill get in

everywhere,dinvading and infecting every brand eféntiethcentury fiction: fictons

comical and farcicalBbut also fictions essayistic, elegiac, Gothic erotic, domestic,

historical, topographical, documentary, socaid socialistealist, magic realistO (402).
Lisa Collettefurtherexplains this conneicin between dark humor, social satire,

and the modern British novel: Othough mechanical repetition and inelasticity may still be

a source of humor, the focus of the comedy is now the rigid and mechanical ordering of

societyO (20). Importantly, Colletteniaking a point about the emerging cynicism

toward social construcend the dark absurdity of their continuatid®he continues,

challenging traditinal views of satireOs conseisat: Othe utility of laughter is no longer

in correcting errant behavioubin offering human beings a pleasurable defense against

forces that would reduce them to interchangeable mechanitsimparvast machineO

(20-1). Anxiety grew from the awareness of the mechanized behaviaeatitttive

#1In his essay OLaughter,O Bergson describes laughter as a response to the recognition of the repetitive
mechanization displayed by humans and its incongruity withythardism of life. Laughter serves the
purpose, then, of assuaging the anxiety and feeling of alienation caused by the modern individualOs
realization that he or she is confined within a system of constraint beyond his or her control.
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performed roles within sockgtcomplicating simplistic understandings of history,

identity, and other categorizatioas intrinsically permanent or natural. As Judith Butle
describes in her seminal wo@ender Troublesociety normalizes the repetition of social
performance, but i this repetition and the exaggeration of the performancedhat
uncoverthe cracks and fissures in the absolutism of a catéjorutlerOs case, the
category of gender (250ut of theawarenesef the mechanization of social roleame

the perfect environment for satirists to challenge expected tiofeagh ironic play and
exaggerationthus creating an atmosphere of resistance and subversion. And according
to Collette, the Ohumorous refusal to adapt to societal expectations is a tettfatique
women writers have long employed in resisting and subverting a dominant order that has
left them at the marginsEQ@2).

Speaking of margins, we cannot ignore that women have been placed in the
mamins of literary history, too. Using generic convens with a satiric edge, women
writers of the twentietitentury were able to confront the dominant literary order, and the
inclusiveness of new understandings of satire allow us to read for how women
appropriate various genres in their quest to reinventiterary tradition.As | will argue
this ability of satire t#emain broad andppropriate othdrterary forms is exactly what
makes satire the perfect medium fiwentiethcenturywomen writers to express their
dissatisfaction with the statgsio ofthe literary tradition as they take conventional forms
and manipulate them to show the instability of generic OtruthsO and priviagiez
WoolfO®rlandoandBetween the Actatirizes biographies and histories, genres

traditionally dominated by memreating a mock history of a highly ambiguous hero(ine)
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Stella Gibbons simultaneously celebrates and mocks middlebrow fiction of the 1930s, but
saves her most ad®c mockery for what she seesthe sexism, elitism, and absurduy
Modernism and thavantgarde. Margaret Atwood and Angela Carter take masculine
traditions of dystopia and the fairytale by the horns, breaking generic conventions and
transforming thoseanres into womagentered textdBy satirically referencing other

genres, women mers reinvent conventions, proving the malleabitifyand often

fallibility of maintaining)distinct categories and traditions.

Continuing with this movaway fromstagnant studies of satiratricia Spacks
analyzes théransformativenature of satire and the satiristOs desire for change or, at the
very least, awareness. Using the theatre as her example, Spacks explains how satiric
fiction can enact change: OThe audience deprived of emotional fulfillment or
catharsisEgains energy arithpulse to change the society there depicted, to recognize
the causes of its discontent, to take action against themO (363). She adds the communal
element of this process when she continues to state that Oits purposes are to some extent
extraliterary, that its intent is to achieve on and through its readers some effect beyond
immediate emotional impact, beyond insight, beyond the personalO (363). Spacks calls
this Othe satiric emotionO in that the satirist Ousually seems tofatiéa@st to hop®
that change is possible,O and, in the view of the satirist, this Oleads to social change; he
insists that bad men make bad societies. He shows us ourselves and our world; he
demands that we improve both. And he creates a kind of emotion which moves us

toward the desire to changeO (363).
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For Spacks, the strongest satire is that which is left incomplete and ambiguous,
where Othe reader istlafsecure, unanchoredO:
The satirist does not give [the reader] any view of the universe which leads to
exalted trag or resigned comic acceptance. He depicts a universe full of
unresolved problems. In the best satire he is likely to create level upon level of
uneasiness; as our insight increases, we see ever more sharply our own
involvement in tangles which it is pvesponsibility to unravel. In the most
powerful satire, too, uneasiness plays constantly against complacency: we identify
the victims as others and feel our superiority, only to find ourselves trapped a
moment later, impaled by the scorn we have comalfidytleveled against the rest
of the world. (364)
Unfortunately, Spacks is still stuck imaasculinist framework of the satiric tradition
offering many examples of male writers who follow her description of strong satiric
writing, including EvelyriWWaugh, Amis, Kingsley, George Orwell, and Kurt Vonnegut.
She fails to recognize the women writers who were in the process of making this
ambiguous form of satire a central element of their feminist writlraglieve this
blindness to womenOs satirepisdifically caused by therimary satiric target of many
women writers: that ahe literary forms themselves. Critics continue to focus on the
depictions of society, and, certainly, the allowancambiguity is important withithis
criticism of sociahorms But women satirists complicate this focus by demonstrating
the interconnections between genre normativity and social normativity.
Most work in suppdrof womenQs satire hagen the form otudies in humor
and laughter Feminist theorists havefrained from supporting satire because they see it

as part of the viant, oppressive male tradition, aifdye consider Kernan@ad

CunninghamOs arguments about satire anddleeis orviolence and invectivehis
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conclusion hasome validity Conrery and Combeefer tothelack of scholarship on
feminist satire, stating th&feminist critics have most often referred to the power of
womenOs @horMrather than sati®implying that satire is indeed gendered; the work
of examining this distinctio and of the many issues that underlie this difference has only
just begunO (12). Regardless of whether a criticOs focus is on humor, avcaiée do
have a history of using humor to serversapurposes.This connection is important
because recestudies have explained the potential for satire to be Oa site of resistance to
cultural and political hegemony,O as wellissd toOunify marginalized or colonized
people (Connerand Combel). These are the same justifications feminist critics have
given in support of womenOs humor in the past couple of dedssi&dleen Gillooly
argues humor and wordplay were tactics used by women writers to masetious
aimsof their works. She explains:
In cultures that mark aggressiveness as masculintarefore as threatening in a
woman, women, like other marginalized groups, often preferred wit,
understatement, irony, and sdEprecation to derision and open aggression, thus
minimizing the riskof challenging the status quessell12)
Satire has gnerally been a highly public form of protest, and women have been
traditionally relegated to the confines of the private sphere. Th‘if]s;emury women
writers, using their Oavailable meansO of persuasianitugl climate unfriendly to the
Omouthyvoman,®turn understatement into lethal sharpness but, by emphasizing the

absurd features of gender hierarchy and womenOs exclusion, shield the blows of reality to



their heroinesessell6). In these cases of womenOs writintiguity and absurdity
are cushioned by the acceptable form of the comical.

Not all theorists of satire agree with thisdenstanding of ambiguity as an
intrinsic part of 28§ centurysatire, even when dealing with works that are notoriously
postmodern and, thereby, often ptsisturalist. Like the traditional critics of satire
described earlieZoja PavlovskisPetit argues for clear distinctions between genres and
literary elements such as irony and satire. She claims that irony works through ambiguity
while satire Omust l@ain and clearEto make its point{®10). Furthermore,
PavlovskisPetit takes the traditional approach that satire Odemands conformity to a
standard of behavior and a conviction that life will be improved if people do what is right
Pand there is no dotthat right and wrong can, and should be, clearly definedO (512).
Satire, according to Pavlovskietit, is a genre of Odictatorial authority,O and, similar to
KernanOs view, the satirist Omakes a basic dissociation between his own superior
character antdehavior and those ofhersO (512). Yet again, however, the difference
between menOs and womenOs satireaysdofwriting is ignored. Since onigale
writers are refeed to, where does that leave the female satirist?

MelindaRabbOs approachsatirecontradicts that of PavlovkBetit ands more
appropriate here when considering womenOs writing and satire. She supports a more
ambiguous, dialogic approach to the study of satire:

But who can know the full import of a satiristOs complex irBnig®ny is a

secretkeeping mode of discourse; it signified something beyond the literal, but it

does not explicitly reveal or confirm that other meaning. In fact, oftdtiple
meanings are activated by irony, in the same way that secret histonaseact
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multiple versions of the same event or person. Because of its dependence on

irony, satire is always withholding information, always teasing its readers with

hidden possibilities, always suggesting a design or plot beyond, beneath, or

behind appearaes. (581)

For Rabb, twentietbentury satire, especially when studied through the dén
posstructuralism supports the playfulness and, in her words, OsecrecyO of the satiric
attack. Interestingly, despite satire typically being defined within @uhas tradition,

Rabb reverses this understanding by associating satire with Ogossipy and feminine
qualitiesO that Ocreate a sense of communityO and give a Osense of shared experience in
the special intimacy and camaraderie enabled by satiric discoGB®O This

feminization of satire allows for further exploration into hisventieth centurgatire
especially in the novel form, became such an important genre for women writers looking
for a way to reinvent traditional literary modelBurthermore, Rabimplies satireOs

reliance on irony as a literary device, challenging those who wish for strict boundaries
between the two terms. Women satirists and other marginalized groups depend on
ironyOsloublingsso that they can say that which cannot be saidising irony and

wordplay, they allow for the ambiguityherent in the terms, giving them the freedom to
play with ideas, prove thefallibility, and break the laws of the established order.

What these studians satirehave in common is the sense lo¢ impossibility of
formulating a distingtfinalizeddefinition of satireDand this just might be the most
significant contribution to the study and understanding of how satire works within a
feminist framework. In recent additions to the study of satire, Dustin Griffin and George

Testcall out the exclusionary methods ofditgonal formalist approaches to defining
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satre and calfor a more inclusive and situational understanding of émeeg Griffin
emphasizes the muigienre appeal of satire for those who wish to challenge established
literary norms. About the complexignd near impossibility of typecasting satire as a
genre, Griffin claims that Othe difficulty of comprehending satire within a single
theoretical frameO is most pronounced in that Oit can through parodyainybigeary
form: epic, pastoral, travel bop&ong, elegy, and so on. When satire takes over another
literary structure, it tends not just to borrow itEbut tobsert itO (3).Like irony, parody
is a key device used by women satirisbespite Audre LordeOs famous statement, OThe
masterOs toolslinnever dismantle the masterOs house,O many women writers have used
not only the masterOs language but the masterOs own literary whatetge and
overthrowthe perceived superiority of canonized texts as well asaheentionghey
uphold. Womensatiriss take advantage e#htire and the traditioim order tomanipulate
and subert the very genres they employtheir works, and the experimentalism of the
modernist/postmodernist twentietlentury laid the foundations for women to play with
language and established forms.

In addition, once critics moved away from the strict adherenoslycstudying
form, they were able to consider the culture, experiences, and personal philosophies of
the writer, thus further complicating the satiric attadkst over theastforty years or so,
critics have bee@resituat[ing] satire in historyO and Olocat[ing] its origins in the
interplay between the creative imagination of the satirist and his personal circumstances,
and to focus on the character of ta¢iristOs appetd his readerO (Griffin 29). What

came to be is aafirethatis not, in fact, alear and unambiguous attack; all factors
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contributingto a work of satireespecially prose satirmake for a more obscure and
doubleedged presentation.
For George Test, it is this pliabilignd ambiguityof satre that keeps the genre
alive:
E since the forms and expressions of satire change from period to period, from
society to society, there is no tradition of Osatire,O only of various types, some of
which have had their day and then passed out of existenceE Satire is therefore
not autonomous, not the sum of its style, manner, or metaphors, or the language of
its individual selections(258)
Instead, satirés a collaboration of sorts between autloiture, and the texts that have
come before This understanding corresponds with Amy DevittOs theory of genre
formation anchow a community appropriates andmpulates existing traditions.
DevittOs work pertaining to genre theory suppbese new nderstandings of how satire
can effectively use (and abuse) texkéer argument that, like specialized studies of
satire, studies of genre have shifted from a formalist approach to-bassst approach is
significantbecause she illustratesw genre theory should be defined not by static rules
but Oaccording to the people who participate in genres and make the forms meaningfulO
(3). According to Devitt, the use, as well as tneation,of genre is contextual,
Ointeractive and reciproc4R), and is(re)constructedy tensions between the
appropriation and rejectiasf genre conventions, and likewis®lividual uses and that of
the communityln comparison to this more fluid and flexible way of looking at genre as a
whole, women satiristsiay now be understood as using satire, as well as subgenres

within satire, so as to simultaneously refer to commonly known genre conventions (what
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Devitt refers to as Ocreative boundariesO) while bending those conventions in order to call
into question thatability of classification as a whole, thereby also building a community
of women writers of both indidual and shared experience.

As theorists such as Devitt, Bakhtin, and Kristeva point out, all texts are
intertextual, andvomen satirists makihis relationship between self and other, text and
other texts, and context and form more transparent in their wookdrary to the belief
of formalists,satire like all genresis created and recreated by the writers (and groups of
writers) who use jtand those writarae products of their times. Traditialist and
formalist takes on satire ignotiee social, political, and cultural conditions surrounding
the artistbthe very conditions that trigger the artistOs expression through linguistic play.
It is this humorous playfulness, the use of puns, metaphor, and irony, not to mention the
importance of allusionand parodywhich become the weapons of thatiricartist. It is
in the tradition of Menippean satire, the novel, and the carnivalesqueliagd by
Mikhail Bakhtin that women writers ohé twentiettcentury have flourished in their wry,
tonguein-cheek attacks on the hegemonypafriarchy andhe literary canonin line
with other posttructuralists such as Kristeva, Derridad the diffeence feminists
HZlene Cixous and Luckigaray, BakhtinOiaterestlies in the linguistic play, ambiguity,
and multiplicity associated wittine rise of the novel and the subgenres often embedded
within this young genre. BakhtinOs dialogipraach to language goes hand in hand with
his interest in the inherepobssibilitiesfor radicalism found withitMenippean satire and

the novel form as a whole.



Different fromtheearlier classicalerse satire, Menippean satire mowsyond
personal a#ticks to assail ideologies. Named after the Greek Cynic philosseatiest,
Menippus, Menippean satire is a more complex narrative prose form that adopts various
other genres such as fantasye@bry, comedy, crude naturatis and so on, most often in
order to simultaneously parody those genres while ridiculing breaddée societal ills
and normative attitudes. Althoughitics haveraditionallyfocused on theonservative
bend of satire, aits reinforcement of traditional social hierarchies, esghbt truths, and
social divisions, Menippean satire, as a narrative form of satire, tells a story so as to
parody Oboth the official voice of established beliefs and the discourse of its opponents
(Palmeri 6) And in doing soijt Onterrogates anglaims to systematic undganding of
the worldORalmeri6). Instead of the desire to maintain tradition and mock that which
does not fit, Menippean satitsEless tied to a conservative cultural project [than
traditional verse satire] and potentiallyra subversive@®#élmeri6). In Menippean
Satire Reconsidere#{oward Weinbrot describes it as Oa genre for serious people who
see serious trouble and want to do something about itO (xi). In its expansiveness and
openendedness, it is Oa kind of satirattuses at least two different languages, genres,
tones, or cultural or hisrical periods to combat a falsnd threatening orthodoxyO
(Weinbrot 6). It is this inclusiveness, as well as Menippean satireOs connection to the
novelba genre already embrag of women wiiers by the nineteenttenturybthat
gave way for modern women satirists to invade the literary scene, readyentahe
very genres they us&kobinMookerjee claims thaVlenippean satire Ostripsvay public

perception to exp@san unlerlying reality, recognizabland gratifying to the readerO and
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Omakes no claim of telling truths, but reveals a different order of truth by chipping away
at the ground of literature: the conventions and beliefs with which its practitioners beginO
(18, 25. This certainly pertains to womenOs satire as well, and women writers take great
pleasure irusing menOs texts while striking a few blows at their supremacy; however,
instead of remaining objective or distancedhiair presentatiosof othersO textaomen
writersmerge their own voices witlhe voices of others in order to simultaneously call

into question the dominance of some voices over others while rejoicing at having the
opportunity tojoin the community of writeras authorial subjects.

The termMenippeanwvas popularized by Northrop Frye in his studies on satire,
but the term acquired a wider, more revolutionary applicatitimtive publication of
BakhtinD$roblems oDostoevsky@oetics While Frye found the term Ocumbersome
and in modern times rather misleadirf@Phe Four Forms of Prose FictionQ 86)
preferringthe termanatomy Bakhtin seeshis OcumbersomeO quadisyan opportunity
for exploration and expansion of his ideas ataibgism, carnival, and the novelfrom
the beginning of his discussion of Menippean satire, Bakhtin explicitly connects it to the
sericcomic andcarnivalesquédolklore. In opposition to the monological depiction of
culture, high status, and heroic starof the epic that upholds social norms and traditions,
prose satire in the form of the novel Opossesses a mightyeiiféng and transforming
power, an indestructible vitalityO in that it transgresses the syBtebigms of
DosteovskeyOs Poetl€¥). According to Bakhtin, Menippean satire, as a seriocomic
form, Opresent[s] a challenge, open or covert, to literary and intellectual orthodoxyO

(107). This objection to established truths is reflected in both the content and the form;
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Menippean satire terrogates the intersections between established forms while playing
with the boundaries between those forms by including multitudinous, diverse voices.
This play has roots in carnivatith Menippean satire O[becoming] one of the main
carriers and chanfeefor the carnival sense of the world, and remains so to the present
dayO (113)
With the carnival in mind, Bakhtin lists the various characteristics he associates
with Menippean satire,dginning with its focus on comedatfect. In his description of
the comic element whin Menippean satire, Bakhtin descritike diversity and
flexibility of the genre. Comedy, diversity and flexibility lend themselves to other
characteristics such as its freedom from historical arigtiedimitations, as well as
literary convations such as plot. Bakhtin asserts
The most important characteristic of the menippea as a genre is the fact that its
bold and unrestrained use of the fantastic and adventure is internally motivated,
justified by and devoted to a purely ideational and philosophical end: the creation
of extraordinarysituationsfor the provoking and testing of a philosophical idea, a
discourse, &uthE. (114)
Bakhtin sees the usefulness of the fantastic in serving not bytla philosophytesting
truths instead of promoting one truth as an absolute. Interestingly, while Bakhtin was
formulating his theory ahe height of modernism,uh of this challenging of truths and
convention mirrors the characteristics set fosthhe postmodernistsluring he latter
half of the twentietltentury. With his focus on play, fantasytertextuality and the

inclusion of low culture in the novel form, Bakhtin may easily lenses an important



player inpostmoderrieminist theory, antiis theoretical work on genre anticipates the
writing of women novelistsuch as Margaret Atwood andhdela Carter

Furthermore, like the postmoderns, Bakhtin describes the experimentalism of
Menippean satire as including the psychological states ahidr@cters, whether in
depictions of madess, multiple personalities, dream®all indicators of the complexity
of the human mind and multiplicity of the self. Although techity Omodernist,O critics
such as Pamela Caughie argue that Virginia Wooli@sls may also be viewed through
the lens of postmodernism, and all of these Menippean characteristics apply to her works
as well. With multiple selves alsoomemultiple meanings, which accounts for the
dialogic nature of Menippean satire. Bakhtirédsitisheteroglossiaor the smash up of
multiple competing discourses which creates diverse meanings and communicative acts
of openrrendedness. According to Bakhtirgteroglossias found most notably in the
novel because of its ability to contain mamyedlse voices within a lengthy text. These
diverse voices might include the authorOs, various charactersO, the narratorOs (or
narratorsO), inner monologues, outer dialogues, and $mothe women writers in this
study, the voices of past authors dsoan important consideration, especially in regard
to how women writers of thisventieth centunappropriate and parody the works of male
authors.

As Bakhtin stateswithin Menippean satire man Oloses his finalized quality and
ceases to mean only onertlj he ceases to coincide with himselfO (117). Through
dream sequences and other tricks of the mind, characters in novels have the ability to

represent many things at once, thus pushing readers to see characters in many new ways,
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and Othis destruction thfe wholeness and finalized quality of a man is facilitated by the
appearance, in the menippea, of a dialogic relationship to oneOs own selfOHi$17).
focus on multiplicity and the dialogaoincides with the feminist theory of Luce Irigaray.
Gail Sctwab goes so far as to make the argument that IrigarayOs text is often
misunderstood and writtesff by American feminists because of this dialogism. Like
BakhtinOs concept of the social origin of language, Schwab explains IrigarayOs
consternation at thebaolutism and supposed objectivits@med to the OhardO sciences:
On these sciences truth is considered solid and graspable, that is apolitiegnaened
and impersonal, and facts are not spoken by anyorafmne but Ospeak for (and by)
themselesO in a crystale neutral medium@chwab 58) Irigaray refutes this
perception of science because, as Schwab puts it, OLanguage cannot be cut loose from
person, time, and place to float freely in some idegleirsonal, nosime and norplaceO
(58). She continues: Ot is important in this context is IrigarayOs insistence on
articulating the contingent, social nature of her own languageO (58). Schwab argues that
this is in line with BakhtinOs own thoughts about language and &tiayboth are
multitudinous and rely on social context and experience.

IrigarayOs own usd, and insistence grontradictions and opeended questions
in her works further allow foenough ambiguity that the dialogue never ends; Irigaray
and her reader are constantly reassessing words and their meanings, playing with double
entendre and metaphors connecting womenOs bodies to writing. Similar to BakhtinOs
guestion in th@everendingtoying with truths and established connections between

words and meanings, Irigaray confronts the phallogocentric need for clear definitions and
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labels. For example: ifihis Sex Which isdti One she analyzes the inherent problems
with the question&¥e you a woman?®@he explaing)So the question Ofczia
woman?0 perhaps means that there is something Oother.O But this question can probably
be raised only Oon the manQOs sideO and, if all discourse is masculine, it can be raised only
in the form of a hihor suspicionO (121). She continues:
Of course, if | had answered: OMy dear sir, how can you have such suspicions? It
is perfectly clear that | am a woman.O | should have fallen back into the discourse
of a certain OtruthO and its power. And if éwkiming that what | am trying to
articulate, in speech or writing, starts from teetaintythat | am a woman, then |
should be caught up once again within OphallocraticO discourse. | might well
attempt to overturn it, but | should remain includechimitit. (121-2)
IrigarayOs only solutida much aligned with Bakhtin@enippea because she cannot
very well Oleap outsideO masculine discourse, she must Osituate [herself] at its bordersO
and Omove continuously from the inside to the outsideO (h2&her words, Irigaray
acknowledges her need to use the masterOs tools, but she will do so only as she
continuously moves away from those tools, too. Like Menippean satire, the style of
IrigarayOs OWomanspeak® Oresists and explodes every firmlyegstaistis figure,
idea or conce®(Irigaray 79)
BakhtinOs description of theehlppea concurs with IrigarayOs attempts at
breaking norms. Scandals, lapses in etiquette, including manners of speech, and other
Oinappropriate speeches and performancesO are all a part of the genre (117). BakhtinOs

reasoning is that this sort of abn@lnand disruptive behavior and speébkrate

humans from predetermined behaviors that are generally established in genres such as the
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epic. This same idea of disruptionay be found in twentietbentury texts that use
experimental language and form, luming intertextuality, parody, self
consciousnegreference and the grotesque. Virginia Wealtes advantage of the
Menippea in her fantastical nov@tlando, mixing high culture with low, and shocking

her reader with OrlandoOs sex charethermoreBakhtin illustrates other postmodern
techniques such as that of Osharp contrastsO and Ooxymoronic combinations;O Othe
Menippea loves to play with abrupt transitions and shifts, ups and owns, rises and falls,
unexpected comings together of distant andriied things, mZsalliances of all sortsO
(118). WoolfOs tour de force has teader romping through ElizabethBnglandwith
Orlandoone minute, only to have the e thrust into the seventeemintury for no
apparent reason, not to mention severatatters in the novel switch sex unexpectedly,
thereby implying the constructedness and arbitrariness of oneOs sex and gender. Only
personal experiencesnnected to socieseem to dictate the sexual identity of WoolfOs
characters.

Along with IrigarayOsomanspealand its close alliance with BakhtinOs
understanding afialogism andtarnival in Menippean satire, HAk CixousOs theory of
womenOs writind(¥ criture fininine shares similarities with the twd.ike Irigaray,

Cixous refuses strict definitions or categorizations pertaining to womenOs ways of
writing. In OLaugh of the Medusa,O she declares:

It is important tadefinea feminine practice of writing, and this is an importance

that will remain, forthis practice will never be theorized, enclosed, encéded

which doesnOt mean that it doesnOt Bxisit will always surpass the discourse
that regulates the heliocentric system: it does and will take place in areas other
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than those subordinated to jgisiophicaltheoretical domination. It will be

conceived of only by subjects who are breakers of automatisms, by peripheral

figures that no authority can ever subjug&s83)
However, @spite the inability to be pegged down or encaged, Cixous doesletéaof
her understanding d®Zcriture finine She writes:

Her libido is cosmic, just as her unconscious is worldwide: her writing also can

only go on and on, without ever inscribing or distinguishing contours, daring

these dizzying passagesather, fleeting and passionate dwellings within him,

within the hims and hers whom she inhabits just long enough to watch them, as

close as possible to the unconscious from the moment they ai©&sesO 88)
Thus, feminine writing is a passionateéflowing, Ometaphorical wanderingO kind of
writing that lacks restrictive boundarieShe further adds qualities such as uneasiness
and questioning, a privileging obice, and wordplay. She affirntsat women must
Odisplace this Owithin@nOs discourse], explode it, overturn it, grab it, make it hers,
take it in,O insisting thélt is not a question of appropriating their instruments, their
concepts, their places for oneself or of wishing oneself in their position of masteryE. Not
taking possession to internalize or manipulate but to shoot through and smash the wallsO
(95-6).

There is an emphasis in all of CixousO works that, through feminine writing,
women will be able to upend binaries and create a space of mutuality. Although Cixous
stands firm in her contention that women cannot simply appropriate masculine forms but

must smash them to piecéss important to remember that Cixous herself often adopts

masculine traditions and forms in order to subvert them. Her use of Medilssttate
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the negative depictions of wan and menOs misreadings of woisaa clear example of
this. Cixous urges her reader to look at Medusa in a new light, to see hér as no
frightening but as laughing. It is this kind of reconfiguration of old i@ and myths
that women writers, especially satirists, use to disrupt both gandéterary norms.

Other characteristics of Menippean satire worth mentioning in relation to the
women satirists in the following chapters are the inclusion of utopraay&topian)
elements, the parodying of multiple genres and established forms within a single work
(this is most apparent in Stella Gibbo@s@ Comfort Farmbut all of the novels parody
traditional and/or popular genres of the tima)gdconcerns witlcurrent issues (thus
leading to the feelings of immediacy in the satire) and allusions to current events and
popufr culture. Furthermore, like the carnival from which Menippean satire sprung, it is
an equalizing force, bringing together people of varaisses and outlooks lzerse, as
Bakhtin mentions, the Bhippea was formed Oin marketplaces, on the streets and
highroads, in taverns, in bathhouses, on the decks of shipsE. Thus the genre of the
menippea is perhaps the most adequate expression of taetehiatics of the epochO
(119). Like the culture from whence it came, Menippean satire Osimultaneously
possesses great external plasticity and a remarkable capacity to absorb into itself kindred
small genres, and to penetrate as a component elemeattier large genres,O-tike
while unifying Othe sacred with the profaneO thréiteglary carnival Bakhtin119, 123).

Similar to feminist demands of equality and liberty, the carnival in literature
expresses the freedoms experiehdering carnival as Othe laws, prohibitions, and

restrictions that determine the structure and order of ordinaryElife are suspendedO (122).
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Included in these suspensions are hierarchical structures, forms of terror, reverence, piety,
and etiquette. Theaenivalesquembraces profanation, blasphe(bgth of which are
clearly found in AtwoodOhe HandmaidOs Tads an act of defiangcarnivalistic
obscenities linked with the reproductive power of the earth and the aty,0
Qearnivalistic parodies orasred texts and sayingsEO (123). And all of these are done in
order to unify the public through, paradoxically, the simultaneity of dualisms thatlensett
binaries of either/orFor example: the parody within carnival is both mocking and
celebratory. AsBakhtin maintainsOParody here was not, of course, a naked rejection of
the parodied objectO (127). This understanding of parody can be seen in works such as
GibbonO€old Comfort Farmwhile Gibbons pokes fun at the popular rural middlebrow
novels of he 1930s, she does so in good humor. She also references Jane Austen with
much adoration, even when caricaturing the typical Austen heroine.

Continuing with the carnival, it is important to note thedentricity is favored
over the easily understood atté generally accepted as Olife [is] drawn out of its usual
rutO Baktin 126). Ultimately, carnival is for the people, by the pedpke timewhen
people can switch places and play with naeersals, allowing for marginalized groups
to participate in wgs they cannot in ordinary life. Heroes are debgsaapers are made
kings,and the people are united; community is celebrated while hegemony is broken
down. The Ogreat function of carnivalization in the history of literature,O including its
use in Merppean satire, is that it Oconstantly assisted in the destruction of all barriers
between genres, between satficlosed systems of thought, between various styles, etc.; it

destroyed any attempt on the part of genres and styles to isolate themselvesearrigno
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another; it brought closer what was distant and united what had been sundered” (135).
Bakhtin continues his discussion of carnival in Rabelais and His World:
[The carnivalesque] is past millennia’s way of sensing the world as one great
communal performance. This sense of the world, liberating one from fear,
bringing one person maximally close to another (everything is drawn into the
zone of free familiar contact), with its joy at change and its joyful relativity, is
opposed to that one-sided and gloomy official seriousness which is dogmatic and

hostile to evolution and change, which seeks to absolutize a given condition of
existence or a given social order. (160)

But, as Terry Eagleton asserts:

Carnival is so vivaciously celebrated that the necessary political criticism is

almost too obvious to make. Carnival, after all, is a licensecdaffair in every sense,

a permissible rupture of hegemony, a contained popular blow-off as disturbing

and relatively ineffectual as a revolutionary work of art. (148)
While this is true to an extent, it is important to acknowledge carnival’s effectiveness
despite Eagleton’s claim. Although licensed, carnival is a playful rebellion that equalizes
the participants in a society that usually restricts this rebelliousness. Therefore, this
communal act of transgression could not occur without some kind of licensing in the ‘real
world,” and yet the use of carnival in the novel (a licensed but complicated form) allows
the continuation of the transgressiveness of carnivalistic-parodic imagery.

For Kristeva, Bakhtin’s theory is subversive because of the playfulness of the
carnivalesque as a metaphor for the freedom and diversity found in the novel:
“Carnivalesque discourse breaks through the laws of a language censored by grammar

and semantics and, at the same time, is a social and political protest” (36). Bakhtin’s



theory of dialogism shows that Oany text is constructed as a mosaic of quotations; any
text is the absorption and transformation of andiiéristeva 37). Kristebagrees with
Bakhtinthat the modern novel of the twentieth century, with its incorporation of the
carnivalesque and the polyphonic, and also full of contradiction, imitation and parody, is
the only genre that allows for such a profound ambivalence in language. Just as Bakhti
argues, Kristeva reasserts that dialogism in the novel works because of the novelOs ability
to have multiple narrators, characters and points of view. In Menippean satire, OThe
word has no fear of incriminating itself. It becomes free from presupgdssdes;O
without distinguishing between vir¢ and viceO (Kristeva 53). It is Hrabivalence of
dialogismthatmakes it so that language and meaning cannot be tied down or forced into
a patriarchal paradigmf either/or which is why experimental ficttoand satire have
become the most significant forms for womenters of the twentieticentury.

This discussion of dialogism leatlack to womenOs use of these techniues
their own writing and what characteristics we can attribute to womenOs waytnof wri
and satire.Several of the traditional views of satire have categorized satire within a
violent framework of invective, judgment, and the crushing of that which does not fit
within the viewpoint of the satiric author. Women satirists, on the otret, loften rely
on humor, irony and parody as theirpary literary weapons because they allow satirists
to slyly counter thatatus quo. Laughter, unlike violence, promotes dialogue instead of
killing it. For women satirists, it is through this playélialogism that change may occur.
In addition, women put their own mark on theedippea in that they do not only

represent a mix of low culture and high culture. Instead, women writers often focus on
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the seemingly trivial and commonplace, sometimes, aadh the case of Angela Carter,
elevating the trivial through the use of the fantastical. Historically, women have been
relegated to the private sphéa space deemed unimportant in masculine culture.
Women writers have created their own traditiomsifhg their Oavailable means,O @l
way to reach beyond the present is tamagine those common spaces and experiences
that could affect the future

In the podtructuralist sense of play, muissancewomen satirists depend on
manipulations of language, usingordplay and shocking metaphors in order tougis
readersO expectations whkenfroned with their satiric imagerwhile at the same time
thoroughly enjoying themselves and their freedom of.pkyr Bakhtin, carnivahs a
form of parodyjs a space for rebirtbthe destruction of seemingly stable, traditional
structures. | argue that women writers of satire relthese notions of parody and
carnivalwithin Menippean satire to disrupt the traditional structure of gémeping the
text operended in its dialogismParticularly during the twentiettentury when
intertextuality wasall the rage, women satirists reference both literary and popular texts,
blending high and low culture to subvert categorizattbas place oa above another. In
the following chapters, | angdle how women writers use satirical methtmlshallenge
the established literary canon that has traditionally kept women at the margins. These
women writers show howthrough a proliferation of intertexality, genreand truthsare
complicatedand communities are created.

With a focus on Virginia WoolfOs fantastic mditgraphy Orlandg, the

following chapter begins the analysiscessary for a deeper underdtag of how
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women satirists engaglee techniques ssociated with Menippean satire. By taking the
biographic form and twisting it into an outlandishly fictional piece full of exaggeration,
tonguein-cheek irony, and outlandish fancy, Woolf ridicules those who believe that
biographies must béadtO and OtruthO about the OGreapiMéstéry. Ultimately, as a
work of satire Orlando deconstructs the myth of the lone male hero and brings to light
theabsurdity ofgender binaries and the social constructions that support inequality
through theause of dialogism and parody, including couastions of genre as stable and

closed system.



CHAPTER I

POLYPHONIC PARODIESPLAYING WITH GENDER AND GENREN VIRGINIA
WOOLFO®RLANDO

It is all an illusion (which is nothing against it, for illusions #re most valuable
and necessary of all things, and she whoctaate one is among the worldOs
greatest benefactors), but asihotorious that illsions are shattered by conflict
with reality,so no real happiness, no real wit, no real profundity are tolerated
where the illusion prevails.

b Virginia Woolf, Orlando

In his essayOEpic and Novel,O Bakhtin regards the novel, and thezadigeiof
other genres, as the consumnrasmifestatiorof the dialogic in literatureHe suggests
thatthe novel formOs diversity of voiees, well as the novelOs lengéxploration ®
these multitudinous voiceallows for neveiending interpretation and meaningaking.
These diverse voices not only include the usual suspects of multiple characters and
narrator(s), but also the various voices of the author, the readef gnedpast through
intertextual referece When varias literary forms are novelized, Bakhtin states:

they become more free and flexible, their languagews itself by incorporating

extraliterary heteroglossia and the Onovelistic layersO of literary langexpge,

become dialogized, pernted with laughter, irony, humor, elements of self

parody and finalli{ this is the most important thihgthe novel inserts into these

other genres an indeterminacy, a certain semantic openendedness, a living contact

with unfinished, stilevolving contemporarreality (the openended present).
(Dialogic Imagination?7)



What dialogism and novelization contribute to traditional literatutieasplayful

breaking of myth and absolutismVith the inclusiveness that Bakhtin is suggestiecg
hierarchies, closedff boundaries, and static identities andhsuare shown to be an
illusion. Images of thehero, OGreat&mO of history, anbeisolated geniusrtistare
myths carried down ikVestern tradition, and it is tltkalogicnovel that has the power to
disrupt this very traditiomand its myths

Furthermore, in contrast with the epic form, the novel, in its dialogism and
hybridity of literary stylescomplicates hierarchies found imditionalliterary forms.

That which was held high in the epic is Obrought landdOcontemporizedO when toyed
with in the novel, taken down from its pedestal and placed on equal footing with the
ordinary(21). This demythificatiorand contemporizatiocontributeto the satiric
underpinnings in the Bhippean form And thefocus on layering, opeandedness,

irony, and the playfulness iehent in these characteristicennects the ideas of dialogism
and satire in thewventiethcentury novel.

Virginia Woolf, now oftenregarded as one of the ma#fluential andimportant
novelists of thewentiethcentury, certainly exemplifies BakhtinOs understanding of
dialogism, play, and abimguity within the novel formespecially in relation to Menippean
satire, and the mock biograph@rlandag, is one of her most playfully satirical works in
the Menippean sensdespitepast charges of Bloomsbury snobbery and apoliticism,
recent studies have uncovered how WoolfOs experimentaibiees are more than
simply a displayof themodernistaesthetics fashionable of her tim&lex Zwerdling, for

example, successfulshowshow Woolf was anything but apolitical, zeroing in on her
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relationship to the Oreal worldO outside of the mind. He emphasizesrest inthe
links between society artdeindividual: OEin almost everything she wrote, Woolf
demonstrated her concern with the ways in which private and public life are linkedO (5)
And as seconavave feministfamouslydeclared, the personialpolitical; Woolf deftly
examines the intersections between the private mind of the individual, the private sphere
of the domestic, and the public issues of society, nation, and culiloelfOs style
particularly hersatiricuse of parodyn her more playful workske Orlanda, is
inextricably linked to her feminispthefocus on the individual within a community and
the political implications therein.
According to Bakhtin, parody the most concrete form of the dialogic, stating
that, in parody:
The intentions of theepresenting discourse are at odds with the intentions of the
represented discourse; they fight against them, they depict a real world of objects
not by using the represented language as a productive point of view, but rather by
using it as an exposZ tostk®y the represented languadeiajogic Imagination
364)
Parodying past works and ideas are dialogic in thatiot simply a criticism of the
original but a display of intertextualisra dialogue between textsatacknowledgeshe
influence of thepast while opening it up for new meags and interpretations. Language
and meaningnaking move beyond thenified orindividual and into thenultitudinous
and the social, whereneOs consciousness is not static but open to dhandge
dependenbnsodal context. And, as Linda Hutcheon explains, regardless of criticsO

attempts to argue for a clear distinction between parody and satire, it is more useful to
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accept that the two genres are most often used together (43). Parody, as dialogue, has the

ability to mock established norms in numerous ways because it Ohas a stronger bitextual

determination than does simple quotation or even allusionO in that Oit partakes of both the

code of a particular text parodied, and also of the parodic generic code ial g@ne

stressing the difference between the two, or Otextual differentiationO (Hutcheon 42).

Furthermore, irony and parody often go hamdhand inthe Menippean satirical novel as

critical irony also problematizes that which is presenteal @give® As Bakhtin notes,

Othe object is broken apart, laid bare (itOs hierarchical ornamentation is removed): the

naked object is ridiculous; its OemptyO clothingEis also ridiculous. What takes place is a

comical operation of dismembermenBia(ogic Imagination23-4). Menippean satire

depends otechniques such gmrodyand ironyas a measmof implying multiple

ambiguousmeanings and providing a revision to thatethis generally acceptedn the

hands of women writeyparody becomes the primary tool usedAmmen satirist$o

exploit these givens that have been established in a literary tradition dominated by men.
Like othertwentiethcenturywomen writers oBatire, parody becanwoolfOs

weapon of choicén fighting the oppressive boundaries plhby patriarchy; i becamea

way to critique and reshapleet existing tradition whilallowing her as a womaraccess

to that tradition, all the whilacknowledging its influence on her own writing/oolfOs

sly use of parody and othplayful satiric technigas such as irony, caricature, role

reversal, and tongsi@-cheek humor maintain a sense of ambiguity important to WoolfOs

beliefs inthe multiplicity, openendednesandcomplexity of life. To espouse



didacticism would be to lump herself into that vergneaominating patriarchal literary
tradition in which she critiqued.

Thenovelon which | focus for this chaptedrlando,is especially notable as
long workof dialogic, parodic satire that takes itesmedyvery seriously. The novel
exploresestablished literary traditions and constioas of history, playing with the idea
that absolutes and the belief in the unified self are only illusions serving patriarchal
institutions that keep hierarchiéand women)n their place. Orlandonot only s#érizes
patriarchy and societal norms but, more specifically, the ways in which patriarchy and
normativity construct (and constrict) genre. Throughounthes| Woolf disrupts
audienceOs expectations and mocks literary hierarchies and a canon tistdriced i
excluded women and that which was seen as trivial (readn®fe0). She challenges the
OGreat MnO of history and literature, focusing her attention on that which is often
ignoredBbwomen, minor characters, the mundane in social situatiodshardomestic
sphere.

The purpose of WoolfOs parodyOriandois to demonstrate the ambiguities and
dynamismpresent irconstructions, whether those constructions are categories of gender
or those associated with various narrative conventions such@y hisography and
fiction Bconventions Woolf associated with war, oppression, dominance and fascism
What is ultimately satirized is not that which &igzed in traditional satiresuch as
specific higorical or literary peoplebut how these are t@h composed and constructed
the point that theiconstructedness becomes invisible and, therefuth. O WoolfOs

goal is to make these visible to her reaaenot absolute OtruthsO but social ideologies
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contingent on time and placé&s Pamela&Caughie explains, by using elements found in
satire such as exaggeration and parody, WoolfOs works Oaffirm art as dramatizing the
pageant of life, not as representing some stable reality distinct from the narrative and
dramatic structures that enclose(8@). As! will show, these constructionsat demand
strict binariesare often createh a way that further subjugates women into the margins
of both society and the literary tradition. Bging suctsatirical techniques as parody
and those affiliatevith it such as irony, pastiche, caricature, and role reversal, Woolf
illustratesthat these artificial constructs aret onlyoppressiveunrealistic and arbitrary
but downright ridiculous.And these comedic, satirical techniques are, in fact, serious
business.
Woolf did not begirOrlandowith a sense of seriousness in purpose. In fact, she
describedothOrlandoandBetween the Acis holidays, amusements,bseaksrom
her more serious, overtly modernigiiting. On March 1%, 1927, Woolf writes in her
diary of her brainstorming a new no¥the novel that would becon@rlando. She
describes her desire to write Oa Defoe narrative for fun,O with satire being Othe main note
Psatire and wildness@ WriterOs Diarg04). Nothing was safe, including herself, as
she declares, OMy own lyric vein is to be satirized. EverythoukedO for a fun, light
escapade after these serious poetic experimental books whose form is always so
closely considered. | want to kick up my heels ba®ffE. | think this will be
great fun to write; and it will rest my head before starting the very serious,

mystical poetical workwhat would becom&he Wavdswhich | want to come
next. (104)



Woolf later refers t®rlandoas Oa most amusing booky® she outlines her plans for
including all of her friend#n the novel especially her lover, Vita Sackvill@est (112).
Meart to OpacifyO hergesheOabandonedO herself to Othe pure delight of this farce,O this
Ojoke,O intending to find the balandsvben truth and fantasy, betweed genre forms
and new (115).
However, ly the time she had completed the novel, Woolf had begun to doubt her
OwriterOs holiday,O expressing her concern that, although it started astejbke, it
becane Orather too lorfgr my liking. It may fall between stools, be too long for a joke,
and too frivolous for @erious bookO (122). Shmeally labelsOrlandoOa freak,O despite
her husbandOs approval of &#8r& qualities. Woolf write:
L[eonard] take©rlandomore seriously than | had expected. Thinks it in some
ways better than tHeighthouse about more interesting things, and with more
attachment to life and larger. The truth is | expect | began it as a joke and went on
with it seriously. Hence it lack®me unity. He says it is very original. Anyhow
IOm glad to be quttis time of writing Oa novelnd hope aver to be accused of
it again. (1255)
The ending of the novel does push it into a morss, stream of consciousnestgle of
writing typical of her other distinctly modernist work®ompletely different from the
biographerOs attempts at objectigityhe beginning of the book, but the overall feel of
the novel is very much in line with the traditional nov&he plot, although fanttsal, is

straightforward and linear, the statements and thoughts are clearly attributed to specific

characters, and the romantic themes and tropes are quite conventional in some ways.



What isinterestingabout WoolfOs assessmenDdandoas anovel isthat she
clearly expresses her assumptions aboundivel as a genre in geneyals well as the
assumptions the public will make of & enore obviously in line with nineteenth and
early twentieth entury understandings of the typiegdisodic plot and dtinct speaking
voices of thenovel. Orlandq, like the traditional novel, has a plot similar to that of the
picaresque novel with its distinct episodes and focus on the adventures Gigansé
hero. The language and transitions are clear, the caezactderstandable anelatable
to other novels, and Woolfé@sders follow the growth dfie youngOrlandointo
adulthoodn the same way one would typically reaBilungsromanor KYnstlerroman
if one focuses on OrlandoOs growth as a wradrof these characteristics of WoolfOs
OfrivolousO book are thase had foght so hard against.

In an essay composed in the same year as her early brainstorn@rtafudo,

OThe Art of Fiction,O Woolf urges both critics and novelists to embraceaysvof

writing fiction that refuse to follow the prescribed conventions often demonstrated in the
novel, toOcut adrift from the eternal t&ble and the plausible and preposterous

formulas which are supposed to represent the whole of our human ad@e(itR&s.

Tongue in cheek, she continues with a warning: OBut then the story might wobble; the
plot might crumble; ruin might seize upon the characters. The novel, in shdit, mig
become a work of artO (12%or Woolf, it is the exploding of genre comi®ns and
readerly expectations that create a Owork of &wegd morerustrating, although
humorously sobecaus®rlandoincluded Oa biographyO on the title page, the novel was

wrongfully lumped with the actual biographiesijou guessed Bthe Oeat MenO of
|



history on the biography shelf. What this meant for Woolf at the timensagaller
readership and, therefore, less prbitba high price to pay foretiun of calling it a
biography,O Woolf write@ WriterOs Diargt30). Perhaps it was these misreadibgs
the publicthat furthered her second guessing of her playful OwriterOs holiday,O leading
her to believe that she Odid not try to exploreO but instead Olearned how to write a direct
sentenceO and Ohow to keep the readitibayO while embracing the OimpulseO to have
OfunO and OfantasyO while Ogiv[ing] things their caricature value@gfjadjless of
her feelings about this odd book of heslando,like WoolfOs other works concerned
with reality and exploratiorand much of this exploration happens through the
exaggerations she produces for satiric effect.

Despite these reservations abGulando and the novel, Woolf began to think
about the newness and openness of the novel form. In her 1929 essay OPhases of
Fiction,O she writes that perhaps prose fictigtie instrument best fitted to the
complexity and difficulty of modern life. And prose...is still so youthful that we scarcely
know what powers it may hold concealed within it,O and therefore Oit idgtssilthe
novel in time to come may differ as widely from the novel of Tolstoy and Jane Austen as
the poetry of Browning and Byron differs from the poetry of Lydgate and SpenserO (145).
We can hear the obvious parallels between Woolf's view of the anddBakhtin's. In
its looseness and newness, the novel is still pliable and complex enough to grow as a
genre as various writers use @abuseO it, and make it their own. WoolfOs final novel

Between the Actwvill also showhow sheembraced the ideaf the generatie powers of



the novel ag form even more so than witBrlandg, in thatshe deliberately embeds her
novel with other genres, both high and low, such as poetry, drama and nursery rhymes.
But first, lets focus our attention on the paroditie of WoolfOs magical
Obiography@lando. As a parodic, satirical novedrlandois, ultimately, a criticism of
the traditional biography as an upholder of histories of OGreat MehOdfdsned
Oobijectived and OtrueO and an exploration of weashaipen the conventions of
biography do not hold. The daughter of the quintessential OEminent VictorianO Sir Leslie
Stephen, the young Virginia Stephesas intimately aware of both the expected gender
distinctions between her two parents and the respected OofficialityO of Hes fathster
work on the lives of OGreaeMOThe Dictionary of National BiographyWhile her
father did give hefull rein of his vast library, Virginiavas still affected by the
oppressive atmosphere surrounding her father. Subjugated to the trivialities of the
drawing room and Otea tableO training, as Woolf has desciib&hitSketch of the
PasiOshe began noticing thethils in the mundane, all the while growing critical of the
possibilities oféred to her brothers and not to herselfl her sister.
Acknowledging the fourteen year age difference between her parents, as well as
her motherOs participation in the-Raphalite circle,Woolf also grew aware of how
social norms change with the times, writing that OTwo different ages confronted each
other in the drawing room at Hyde Park Gate: the Victorian age; and the Edwardian ageO
(Moments of Bein@26). Just as Virginias father was the quintessential Victorian
patriarch, her mother was the ideal Oangel in the house.O According to Woolf, her

motherOs role in the home was to placatéattezr and keep everyone happy. She
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famously portrays this relationshipTio The Lghthouseand these memories of the
oppression she felt living in a home full of division and gendered expectations were a
stifling presence until the completion of the novel. Upon thinking of her fatherOs death
and how her life would have gone differgniiad he lived longer, she records in her diary
on the day that would have been hi& @&thday: OHis life would have entirely ended
mine. What would have happened? No writing, no bdgikspnceivableO (135).

Orlandoserves as a challenge to both glemder and genre constructions upheld
by her father The OGreat (dead) MenO of history, the descriptions of supposed objective
fact that simplify the complexities of an individualOs life, the Omanlyd endeavors of the
herosubjectball of thesemasculinegualities of biography and history ateown aside
for fantastical descriptions of a minor characterOs subjective experiencesnd hig
unconventional lifestyle @®hed becomes @&0sind thinksstead of does. In her essays
specifically dedicated ther theories obiography OThe New BiographyO (1927) and
OThe Art of BigraphyO (1939)Voolf presents a new way of thinking about biography
and its prpose, proposing that biographsehould be open to discussing the lives of the
obscure antess concered with attempting to construct narratives of objective reality.
Although biographers work with Ofacts,O she argues, they should not be restricted to those
facts; instead, biographers should combine these facts with imagination, or truths with
personaliy:

if we think of truth as something of granitke solidity and of personality as

something of rainboviike intangibility and reflect that the aim of biography is to
weld these two into one seamless whole, we shall admit that the problem is a stiff
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oneand that we need not wonder if biographers have for the most part failed to

solve it (OThe New BiographyO)93
In Orlandg, the biographer explains this relationship between fact and imagination,
writing that ONature, who has péalyso many queer trickgon us, making us so
unequally of clay and diamonds, of rainbow and granite, and stuffed them into a case,
often of the most incongruoustature, who delights muddle and mysteryO (58). It is
memory, or imagination, Othe seamstressO that Oruns heimeaadlout, up and down,
hither and thither,O who connects these Odisconnected frag®eiaisd» 68). Anna
Snaith contendthat the rethinking of biography as a problematic and ambiguous genre i
crucial to Woolf's feminism, saying thatl€ redressig of patriarchal dominance was
intimately linked to generic, stylistic, and conceptual revisihe felt thatEa written
account of life may have a somewhat looser and more complex relationship to the life it
is representingO (129). Snaith continues Witolf's idea of a new form of biography
when she alludes to the importance of blending what is perceived as 'truth' with the
personal: OFiction may play a part in tiegiresentationO and@/@olf strains against the
restrictions of the genre, longing toxwccuracy with imaginationO (129)hen
composingOrlando, Woolf wrote a letter explaining how she intended to Orevolutionise
biography in a nightQ étterslll 429). Although perhaps not in a nighke fantasy
biography hybrid oDrlandoperforms exatty whatthe authohad intendedhrough its
playful parodies of th@IldObiography, blending of genres, and its central theme of

androgyny.



Before the narrative has evieagun WoolfOs hilarious preface parodies
typical scholarly style of a biographerOs preface that-demps and harps on about the
many useful tidbg of knowledge gained from this illustrious person and that, those
generally enlisted to add credibility tioe work The irony of this humoramock
preface will further come to light once the reader has found that the biography does not
actuallyneedany of these seemingly useful fac&om Mr. C. P. Sanger, Owithout
whose knowledge of the law of real property this book could never havevbigienO to
Mr. Arthur WaleyOs knowledge of Chinesal Lord Berners, Owhose knowledge of
Elizabethan music has proved invaluable,O the predtites out name after nantmyt as
Woolf humorously concludeghe list threatens to grow too long and is atg far too
distinguishedO ¢6). None of this knowledge is ever referenced in OrlandoOs narrative,
and surely, OrlandoOs story could have been told without these unnecessary details
because imagination has filled in the gB@smuch needed imaginatioarssidering the
magical details of OrlandoOs lifas Jane de Gay stresses, the collection of facts
supplied throughout the novel in the form of the preface, index, and footnotes is nothing
but a Omock scholarly apparatusEall of which are shown to bedoatke frameworks
for addressing the complex subjacatter of a character who lives for 350 years and
changes sexes party throughO (132). She concludes that this joke preface
demonstrates Oironic disdain for the weight of traditionO (132). Centdthlyhe style
and content of the typical preface and the clichZ of signing off with the abbreviation
OV.W.,0 Woolf has already made her reader aware of the ridiculousnesswélhese

knownconventions.
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Questions oferacity further ese when Woolf, togue in cheek, includes
Leonard WoolfOs help with the reseafato which these pages owe whatever degree of
accuracy they may attainO #5n obvious jab at the obsession of OtruthfulnessO and
OfactsO in the old, traditional style of biogragig a jokeat the obviousnaccuracyof
WoolfOs fantasyBut the most humorous jab is saved for WoolfOs critics, represented by
Oa gentleman in AmericaO whom she would thank but has Olost his name and address,O
for he so Ogenerously and gratuitously correctedutheyation, the botany, the
entomology, the geography, and the chronology of previous works of mine and will, |
hope, not spare his services on the present occasionO (6). tAgaigh parody and
verbal irony,Woolf playfully acknowledgeand pokes fun ahe focus on OcorrectnessO
and the OtruthfulnessO of the descriptionsnpedsa traditional biographies, as well as
her criticsO preoccupation with her use of facts instead of the bigger: pietuife and
subjective experience dig¢ central character, Orlando

From the outset of the narrative, all knowledge andfgigen to the reader about
Orlando arecalled into question: OHBEor there could be no doubt of his sex, though the
fashion of the time did something to disguise itEQ). In denying the ambiguity of
OrlandoQOs sex and calling Orlando a OheO instead of by name, the readerOs attention,
ironically, is drawn immediately to OrlandoOs sex, how it factors into the introduction to
his chaacter, and whether or not the stipibf OrlandoOs sex can, in fact, go
unquestioned.The biographer continues in the common vein ofdaang, puffery and
machoismgdescribing thén medias resction of Orland®slicing at the head of a Moor

which swung from the raftef3a head thabad been struck Ofrom the shoulders of a vast
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PaganO in Africa by OrlandoQOs father, Oor perhaps his grandfdthed@ando Ocut the
cord so that the skull bumped on the floor and he had to string it up again, fastening it
with some chivalry almost owf reach so that his enemy grinned at him through shrunk,
black lips triumphantlyO (11). Herepdlf is already making connections between
patriarchal ancestry, imperialism, and violgrtbemes she will further explore in her

long essaylhree GuineasIn addition to these themes, Celia R. Caputi points out that
the reference to a Moor would triggeemoriesn WoolfOs readef the most farous

Moor in literature, Shakespeareidisello. Immediately the readerOs attention is placed
on literary talesimplying that this will be less a story about a real historical person and
more about the story of thenglishliterary tradition.

Ironically, while most biographies include specifics, OrlandoOs biographer waxes
on about his opinions, ignoring the lack oégision as to who exactly cut the head from
the Moor. Ultimately, it doesnOt matter. What matters is the focus on the male tradition
and inheritance of dominance, OchivalryO and heroism. For now, with this focus, the
biographer is thrilled to be tellinthe story of such a noble young man: OHappy the
mother who bears, happier still the biographer who records the life of such a one!O (12).
But there is somethg a little ridiculous and comical about thatiricalimage of our
young herovhacking away ah dead manOsdud. Bakhtin explains this connection
between humor and the demythification of epic conventions, including the high status of
the hero:

It is precisely laughter that destroys the epic, and in general destroys any
hierarchical (distancingna valorized) distance. As a distanced image a subject
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cannot be comical; to be made comical, it must be brought close. Everything that
makes us laugh is close at hand, all comical creativity works in a zone of maximal
proximity. Laughter has the remarkalgower of making an object come up
close, of drawing it into a zone of crude contact where one can finger it familiarly
on all sides, break open its external shell, look into its center, doubt it, take it
apart, dismember it, lay it bare and expose @nere it freely and experiment
with itEFamiliarization of the world through laughter and popular speech is an
extremely important and indispensable step in making possible free, scientifically
knowable and artistically realistic creativity in Europeanlization. (The
Dialogic Imagination23)
And, in the spirit of BakhtinGxbservationsthere is no doubt that our hero, at this point
in his development, is quite laughabsnd familiarized. In Comedy and the Woman
Writer, Judy Little further reveals th@gnificance of making the hero comicaspecially
for a writer like Woolf OWhen Virginia WoolfEmoves subtly against Oestablished
values,O she moves against some of the most deeply established ones. She mocks the
male hero even in hisaditionally sacred archetypal landscapeO (The result is that,
Oby so doing, she mocks the rialaged pattern of the Ohero with a thousand facesOO or
Ohe norm of the monrmythO (7).Woolf has problematized olaughablehero to the
point that he can no longer stand as the symbol for all that is heroic, which also leads the
reader to question the idea of heroism as a whole.
Differing from her modernist peers, particularly James Joyce, Woolf does not
look back to traditioal western myths and form as a way to unify twentgsthtury
literature. As Little affirms, Oln an age whose major male writers found in traditional
western myths some OformO that could hold tweogstbry literature togethe@rlando

mocks, and playwith, that very ideaO (O(En)gendering LaughterO 189). In other words,

Orlandoscoffs atthe very idea that unity or universalgyist or is neededt all
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especially when women have been historically excluded from thalka Ouniversél
Accordingto Little, Othese [traditional western] scripts include the myth of the
OuniversalityO and value of the maleOs quest, and the myth of the ultimate nature of gender
distinctions. Orlanda, by contrast, mocks these gendeds and other such
presumptuousymnbol systems(189). As Bakhtin and Little argue, it is comedy that has
the power to deconstruct gemyths, such as malentric heroism, that valorize gender
distinctions and traditional power structures, thus making that which is held as sacred
vulnerale for attackin a work of satire While this mockery gets a laugh from the
reader, ar poor biographer certainly hais work cut out for hith Orlando is anything
but the heroic typeand the biographer is inexperienagadhe ways of working with such
an amorphous character

In contrast to the traditional depict®af the masculine aristocratic hevb
action OrlandoOs biographer becomes distracted by his subjectOs physical appearance.
Despite having just stated trebiographer ONever needEvex herself, nor he invoke the
help of novelist or poetO for a subject as perfectly suited for the facts of biogsaphy
Orlandobecause OFrom deed to deed, from glory to glory, from office to office he must

go, his scribe followng after, till they reach what ever seat it may be that is the height of

%l tend to agree with Maria DiBattista that OrlandoOs biographer is meant to be a Ohe,0 at least for the first
half of the novel since the biographerOs tone changes closer to the end to reflect the changes in our
protagonist. In théntroduction to the annotated text®flando, DiBattista comments on the biographerOs
Ooften perplexedO attitude toward Orlando and his/her inability to be a typical biographical stbjgct (lii

There are many moments when the biographer insisaspamticular truth or interjects in order to Ohead off
trouble,O particularly moments dealing with OrlandoOs sex change and other gendered transgressions such
as crosalressing (liii). However, it could also be argued that OrlandoOs biographer is ayrmasas

Orlando. Since WoolfOs mock biography is torigesheek, her biographer could be the ironic voice of

the author herself, further contributing to the dialogic nature of the novel.
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their desireO the biographer cannot help but poetically describe Orlando as though he
were the feminine object of a romantic poem. From the Ored cheeksEcovered with
peach downO ©rlandds OexquisiteO teeth andftipshead and eyes, the biographer
waxes poetic about OrlandoOs beauty: Owe must admit that he had eyes like drenched
violets, so large that the water seemed to have brimmed in them and widened them; and a
brow like theswelling of a marble dome pressed between the two bank medallions which
were his templesO (13). Woolf ironically breaks from her parody of the biographic style
to have her biographer fall into the clichZd similes and metaphors of romantic poetry, but
it only heightens the parod{and ironic)effect of the rest of the noveFurthermore,
these types of physical descriptions of the love object in poetiyeaexally reserved for
the female character Therefore, the reader is again called to questitan@oOs sex and
what it means to be distinctly a OheO or a Oshe.O

At times, the biographer acknowledges what a OgoodO biographer ought to do,
and yet cannot help himself from doing the very things in which he criticizes. For
example: a Ogood biographerdld typically ignore the OdisagreeablesO in his subjectOs
character, a jab at biographyOs attempt to appear completely truthful while leaving out the
parts of his subject that lower his heroic status. OrlandoOs biographer, on the other hand,
describesni great detail the many foiblésund in OrlandoOs characfeibles whichwill
come to frustrate the biographer as the narrative gaes on

Sights disturbed him, like that of his mothsights exalted himbthe birds and

the trees; and made him in lowgth deathbthe evening sky, the homing rooks;

and so, mounting up the spiral stairway into his bEaihich was a roomy on@
all these sights, and the garden sounds too, the hammer beating, the wood
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chopping, began that riot and confusion of the passamd emotions whickvery

good biographer detest§l3)
The biographerOs baakdforth manner of dealing with such a strange character as
Orlando coincides with WoolfOs own goal of dismantling the binaries of either/or.
Perhaps we shouldity our p@r biographebecause he is only trying to do his job of
recording the facts, but the fun is in the perplexity the biographer has when confronted by
the ambiguouspoetic, effeminate Orlando.

Interspersed with moments of poetic imagery are attempts bagkton track
with OrlandoQs story. Unfortunately for the biographer, who mystically has the ability to
enter OrlandoOs head, the narrative is overtaken by Orl&yritmDthoughts and
feelings. Descriptions and lists of the glorious things surrour@nando such as the
domes, spires and turrets of towers in London become Olit up and burnt like a heavenly,
many-coloured shield (in OrlandoOs fancy); now all the west seemed a golden window
with troops of angels (in OrlandoOs fancy g§4n(39). With he parenthetical
statements, the biographer is making it quite clear that these are OrlandoOs fancies and
not his own, implying both that he is doing his job of recording the &sctse knows
themand that he has grown frustrated by OrlandoOs preoceupitiqpoetic description
instead of manly actsThe biographer desires action to the point that he creates it where
there is none, working off of OrlandoOs own tendency to feel to the extreme. The reader
is teagd with the promise of action wh&sSudddp [Orlando] was struck in the face by
a blow, soft, yet heavy, on the side of his cheek. So strung with expectation was he, that

he started and put his hand to his sword. The blow was repeated a dozen times on
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forehead and cheekO (4Zhe reader findshat these OblowsO are nothing more than
raindrops falling on Orlando@se.

Another example of hoWrlandoOparody of biography subverts the established
norms of the genre the contrastbetween moments of fatisting and the absence of
facts ortruths. The one time when Orlan®s biographer actually referermefficial
document, OrlandoOs ledgers, ocbatsause there seems to be nothing else to write
about. By this time, the biographer has showrfristration with OrlandoOs life of
inaction, ofhisliving inside his head. Orlando has spent all of his time writing, and the
biographer has spent his timecording Orlando@sundane thoughts and feelings lehi
his subjectriesto write for OLa Gloire,O or OgloryO and Ofame.O After Niek\@tes
a scathing piece of see that is obviously about Orlando, Orlanaées leave from his
writing and finds peace in nature. But still, there is no excitement andréor the
biographer to tell. Time itself has become ambiguous, and the namgats on a
tangent about the difference betwedectiveclock time andsubjectiveinternal time, or
durZe Ba recurring motif in mangpf WoolfOs works.

Parodying her own use of the bracketed phrase Otime pas$edOen
LighthouseWoolf has her naator growweary of the wordy descriptions from OrlandoOs
mind as he walks through nature, with the detail of nature representing the passing of
time, adding that the wordy description of this walk leads to Oa conclusion which, one
cannot help feeling, midgthave been reached more quickly by the simple statement that
OTime passedO (here the exact amount could be indicated in brackets) and nothing

whatever happenedO (72). With this statement, Woolf mocks the ways in which literature
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attempts to fill in the gps of time when nothing of interest is happening in the narrative.
The biographer expounds on his theory of time:
This extraordinary discrepancy between time on the clock and time in the mind is
less known than it should be and deserves fuller invéistigaBut the
biographer, whose interests are, as we have said, highly restrictedomfurse
himself to one simple statement: when a man has reached the age of thirty, as
Orlando now had, time when he is thinking becomes inordinately long; time when
heis doing becomes inordinately short. (72)
This digression about time allows for the fantasy that is OrlandoOsdifetson some bit
of truth, or perhaps a different kind of realism, because who is to say what is most real
when all reality is created through its interpretation in the mind? Memories, thoughts,
feelingsBfor Woolf, all of these contribute to tlsaibjecive reality of the self and oneOs
life. To record the OtruthsO of oneQs life is to play with imagination and internality.
After the digression, the biographer, while wishing Orlando would do something
noteworthy has begun to show some allegiances t@tgator, Virginia Woolf.
Although frustrated with OrlandoOs pondering, the alternative does not engage his
interest, either. Falling back into writing abdlibse things in which ¢htraditional
biography dependsacts and figureshe biographegoesto work listing the inventory of
what Orlando bought:
OTo fifty pairs of Spanish blankets, ditto curtains of crimson and white taffeta;
The valence to them of white satin embroidered with crimson and sithite
OTo seventy yellow satin cleand sixtystools, suitable with their buckram
covers to them all

OTo sixtyseven walnut tree tablesk.
OTo seventeen dozen boxes contaieaah dozen five dozen of Venice
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glassesE.

[and so on]80)
There is a mix of irony and parody prasat this moment in thahow abandoning his
writing after Mr. GreeneOs attack, Orlando has refocused his attention on the domestic
sphere. While not the manliest of preoccupations, this at least allows the biographer to
give his reader some hard facts concerning his subjestves, even the biographer is
left bored by this list: OAlreadyit is an effect lists have upon Bsve are beginning to
yawn. But if we stop, it is only that the catalogue is tedious, not that it is finishedO (80).
Here, the biographer is moreline with WoolfOs philosophy of infusing fact with
imagination and personality; itOs more entertaining, and more helpful, to read the
biographerOs opinions about the facts at this point than it is to read a drgdistless
OtruthsO thatl us nothing bout Orlando as a person.

This parodic moment is also a ditanotherof WoolfOs bogies: the materialist
trend in literature during thet@aVictorian and Edward periodsaterialism that
produced amxtreme form of social realisfacusingon extenality and objectivity. As
Herbert Marder explains, WoolfOs works often show Oa deep distrust of rational
objectivityO (428). Instead, just as she argues in her essays on biography, she felt that
subjectivity and dynamism must infuse literature in order te gistice to the human
spirit in fiction. In heressay OModern FictionO (192¥polf writes, OAdmitting
vagueness which afflicts all criticism of novels, let us hazard the opinion that for us at
this moment the form of fiction most in vogue more ofteisses than secures the thing

we seekO (149). That OthingO in which ssitek, Owhether we call it life pirit, truth
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or reality, ths, the essential thinhas moved off, or on, and reéssto be contained any
longer in such ifitting vestmentsas we provideO (149%he then calls out those
materialist writer®H.G. Wells, Arnold Bennett and John Galsworwho
Ego on perseveringly, conscientiously, constructing our two and thirty chapters
after a design which more and more ceases to rés¢h@vision of our minds.
So much of the enormous labour of proving the solidity, the likeness to life, of the
story is not merely labour thrown away but labor misplaced to the extent of
obscuring and blotting out the light of the conception. The nsgems
constrained, not by his own free will but by some powerful and unscrupulous
tyrant who has him in thrall, to provide a plot, to provide, comedy, tragedy, love
interest, and an air of probability embalming the whole so impeccable that if all
his figure were to come to life they would find themselves dressed down to the
last button of their coats in the fashion of the hour. (149)
Woolf asks, Ols life like this? Must novels be like this?0 (149). For Woolf, the
materialists have it all wrong. Lifs not neat and tidy, and she famously declares,
OExamine for a moment an ordinary mind on an ordinary day. The mind receives a
myriad impressionBtrivial, fantastic, evanescent, or engraved with the sharpness of
steelO (150). Again, we see her mdtié@mbining hard facts (granite astbel) with the
evanescent rainbow of the mind, for Olife is not a series of gig lamps symmetrically
arranged; life is a luminous halo, a sénainsparent envelope surrounding us from the
beginning of consciousnesstte endO (150)
Woolf asks, Ols it not the task of the novelist to convey this varying, this unknown
and uncircumscribed spirit, whatever aberration or complexity it may display, with as

little mixture of the alien and external as possible?0 (150). Kweeais for writers to

Orecord the atoms as they fall upon the minderotder in which they fall,O tor&e the
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pattern, however, disconnected and incoherent in appearance, which each sight or
incident scores upon the consciousness (150). To porealstO is to abandon the
Oproper stuff of fictionO and realize that these outdated conventions have failed to
successfully showhe complexity of realityf154). Woolf critiques the patriarchal master
plot to show how it suppresses, dominates, @eats lifeless characters the tyranny
of detail inmaterialist fiction. What we are left with OrlandoOs narratiege the
multiple realities constructed (and reconstructed) in whatever way ouaplay can
because the master plot simply does not work.
After Orlandohas been jilted by the Russi8asha, the biographer is confronted
with one of OrlandoOs unexplainati@nges when haysteriously falls into aekp
sleep for seven days and awaketh a faulty memory. Because there is no logic or
reasorto this episode, the biographer is left to explain to his reader that Oup to this point
in telling the story of OrlandoOs life, documents, both private and historical, have made it
possible to fulfil the first duty of a biographer, which is to plodhait looking to right
or left, in the indelible footprints of truthO (49). But Orlandué&klongslumber
is dark, mysterious, and undocumented; so that there is no explaining it. Volumes
might be written in interpretations of it; whole religious systémsided upon the
signification of it. Our simple duty is to state the facts as far as they are known,
and so let theeader make of them what he mg39)
This is not the only time when the biographer must fill inghps. Full of irony, the
reader ¢arns that it is Ohighly unfortunate, and much to be regrettedO that at the height of

OrlandoOs career in the noble position of Duke, what the biographer emphasizes as
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OrlandoOs Omost important part in the public life of his country,O much of the iaformati
about his pblic life was lost in a fire.

The biographer, whether tongue in cheek if read as the voice of Woolf or truly
dispirited as the voice of the traditional biographer, expresses his dissatisfaction at the
Olamentably incompleteO knowledge @hea in OrandoOs life when he wasnan of
action and purpose, Oa moment of great significance,O according to the biographer,
implying that he more effeminate or private momeats less important. So, with the
necessity for the narration to continue Has no choice but to Ospeculate, to surmise, and
even to make use of the imaginationO (8%)is focus on truttand facts has now been
made an impossibility fowoolfOs biographer, so now he must relpm@sumptions and
gossip. Earlier, after Orlandodd slept fo a week and awakened witmaw predilection
for solitude, thebiographeispends several pages mentioning the various tidbits of gossip
shared amondpis servants. Once the biographer bemoans the loss of facts in thelfire an
attempts to create patchwork imagef the conferring of the Dukedom, gossip rears its
headagain in two distinct forms. Firstikat of the manly English naval officer, John
Fenner Brigge, who writes in his diary in stereotypically masculine languagethbout
public sene during the conference, withckets soaring in the aand the obvious
Osuperiority of the BritishO while amongst the natives in Constantinog@lk (%8e
second form of gossip is that of the private sphere, withessed by Miss Penelope Hartopp.
She wites a letter to a female friend, excitedly describing the OravishingO picture inside
the homewith images of gold plates, cagldbras, and ornate ediblesing words such

as OexpressionO and Ofeel®)(Ibhey imagine Orlando having met with some bad
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accident, or that he had found religion and was consumed with religious guilt and piety.

Beyond the obvious gendered distinction being made between the public discourse of

men and the private discourse of womde)inda Rabb explains the importance of

gossip in satire: O[w]riters of satire employ unauthorized discourses, such as gossip,

slander, libel, and secret history, that Otell onO peopleO (OSecret MemoirsO 349). Also,

important to the connection between facts and gender, Rabb reveals thatsatire

history of being associated with Ogossipy and feminine qualiti¢sOcteate a sense of

communityJOSecret Life of SatireO 58@ossip and conjecture @rlando contribute

to the sense of collaboration inherent in the construction of narratesientities,

especially considering that identity, for Woolf, is multitudinous and constantly in flux.
WoolfOsdess onfiction, womenOs communitiaad the arbitrariness of sexual

identity come at full force whe@rlando falls into another deep slesamd magically

awakens in the female form. While Qrtlo sleeps, the biographer, all in a tizzy,

interjects, OAnd now again obscurity descends, and would indeed that it were deeper,O

wishing he could sign off his work as OfinisO to Ospare the readey wlwate and say

to him in so many words, Orlando died and was buriedO (99). OrlandoOs change from a

man to a woman cannot be explained away, and maybe even a biographerOs imagination

is insufficient for desribing such a confusing event. But, the beygner proclaims, the

Oaustere Gods who keep watch and ward by the inkpot of the biographerO demands

OTruth!O (99)What follows is one of the novelOs most humodispgays of parody in

the form ofa sort of morality play or mock Jonsonian masquduéa Briggs has

described the episodén the fashion of a masque Oin which the antimasque vices is
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dismissed and a sacred figure evoked,O Truth ultimately banishes the OHorrid SistersO
Our Lady of Purity, Our LadZhastity and Our Lady of Modest{Briggs 201) Each is

a caricature ofeminine virtues, personified the extreme to loar them into

ridiculousness, each gettihgr part to state her cause: Ol am she that men call Modesty.
Virgin | am and ever shall be. Not for me the fruitful fields &mtile vineyard. Increase

is odious to me; and when the apples burgeon or the flocks breed, I run, | run; | let my
mantle fall. My hair covers mgyes. | do not seeO (10D Woolf parodies the masque
form in order to emphasize that the traditionatt@esO of womanlinesgpicted in these
genrednvolve the false concealment of womenOs true selves. Prudery andghame
used to control women by repressing their desires, their bodies, and the reality of their
androgyny.

After failing to keep Orland from waking as a woman and overcome by the
indecency of the situation, the sistailariouslyflee Oto any cosy nook where there are
curtains in plentyO (101 his parody and personification oppressive feminine virtues
is further explored in Wool§GDProfessions for Women,O written in 1931, three years
afterOrlando. In the essay, the timidity and shame of @tdorrid SistersO are lumped
togetherin the symbolic image of the OAngel in the Holt@t spectre that keeps
woman in her place by rendimg her that men Widisapprove if she leaves it by writing
It represents the construct titigmands women be Oimmensely charming,O Ounselfish,0
andto Onever ha[ve] a mind or a wish of [their] own, but prefer to sympathize always

with the minds and wishes of othersO (OProfessionsCR34@etaphorically OkillingO



the angel in the house, by catching her by the throat to protect hexsmién can
continue creatingheir own truths, establigig their own selves their writing.

For Orlando, the OtruthO or OrealityO is that her change in sex has done nothing to
change her identityShe Ohad become a wonithere is no denying it. But in every
other espect, Orlando remained precisely as he had {&6aP This statement points
toward the androgyny that has always been present in Orlando, an androgyny that is
implied throughout the novel when our hero displays stereotypicalifHasseroic
feminine qualities.And as Makiko MinowPinkney points out, Orlando Oonly recognises
his/her new sexual identity throughetimage in the mirror,O but sBenot surprised nor
affected because she does not understand the future implications of whéalbelied
'‘woman' will entailbshe has yet tbecomea woman because of hiexck of lived
experience as on@25). Just as strict genres maintain a sense of stability in tben,
termsmanandwomanand how society treats those ternpneserve distinctions that
appeaessential andet in stone. With OrlandoOs mysterious change of sex and the
biographerOs failed attempts to corral his/her story into the form of a biography, Woolf
has shown how arbitrary these categories truly areth&unore, the ida that Orlando
could be eithenfeither man or woman or both mandwoman deflates the duality its
entirety. Anne Hermann referendédstevaOs ideas on intertextuality to explain the Qin
betweenessO of texts the Ounreadable spa@efidea that also occurs Between the
Acts. She states that Othe difference between the sexes [is] not as a fixed opposition
(manwoman) but as a processdifferentiation(165. OrlandoOs biographer supports

this concept by remarking on the amiity of Orland@®sensuring both sexes equally,
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Oas if she belonged to neither; and indeed, for the time being she seemed to vacillate; she
was man; she was woman; she knew the secrets, shared the weaknesses of eachO
(Orlando117). Thisfurtherdestabilizs the termmanandwoman thereby
deconstructing any binaries of gender
In A Room of OneOs OWipolf advances thisoncept of androgyny, which goes
hand in hand with her beliefs in the value of ambiguity in literature. She writeg¢ladt
minds areandrogynous, OmammanlyO or OwomamanlyO (128). Like her philosophy
of the simultaneous use of OgraniteO and OrainbowO in fiction, it is this ambiguity or
androgyny that leaves the mind Ofully fertilizedO to use Oall its facultiesO (128), thus
stresing gender as a constructioit takes theleconstruction of the sociallyonstructed
binary to allow for the type of androgyny for which Woolf advocatésd just as
Orlando is neither malaor female and is both simultaneousBrJandoas a novel is
neither and botla biography and fantasy taleln WoolfOs novel all categories become
unstable because they are treated ironicaly Pamela Caughie explains:
Orlando, as a writer and as a woman, is both within the common language and
apart from it. Sk need not submit to the tyranny or symbolic systems nor insist
on another opposing system. Hers is not such a simple choice. As the novel
makes evident, sexual identity, historical periods, and literary styles are all
constructs. Each is structureddik language and as su@s no fixed or natural
relation to anything outside itself. We cannot discover the appropriate form or the

true self or the innate differences between the sexes, for there is rsiiblegto
measure them againgi8)



Theonly objectthatdifferertiates one from the other @clothingO or styad the
expectations society places onaihd Woolf has already shown that, through parody, this
difference does not hold.

They say that clothing makes the man, and certainlclotking, more than
anything, that becomes the first indicator of OrlandoOs womanki@odiographer
describes the phenomenon of identityOs link to oneOs clothes and the reaction of society to
these clothes. After having purchased womenOs clothiriiptftapher explains, Olt is a
strange fact, but a true one that up to this moment she had scarcely given her sex a
thoughtO (113). He continues: Oit was not until she felt the coil of skirts about her legs
and the Captain offered, with the greatest podiss, to have an awning spread for her on
deck that she realized, withstart the penalties and the piéges of her positionO (113).
Later, the biographer comically digresses from what could be the typical description of
the English countryside, Os@igf] the opportunity since the landscapeEneeds no
descriptionO (137). lIronically, the biographer has heretofore professed that biography
must include factual detail and less opinion, but he implies that much has already been
written about the English lasdape and, therefore, plows into yet another bout of
philosophizing about OrlandoOs clothe®t what thg look like, in the materialist vein,
butwhythey are possibly the reason for OrlandoOs changing personality. Now becoming
a woman, Orlando falls fa fits of crying, vanity, and fear for her safety. She also feels a
sense of modesty when it comes to her writing. The biographer ponders the theories that
claim that clothes Ochange our view of the world and the worldOs view of usEThus, there

is much b support the view that it is clothes that wear us and not we themEthey mould
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our hearts, our brains, our tongues to their likingO (138). In order to escape the confines
of society, Orlando takésupon herself to crosdress and leaveo-called OrespetileO
society behind.Sandra Gilbert asserts that Orlando is Ono more than a transvestiteO
because she is able to change selves as easily as a transvestite changes clothes.
Ultimately, what this proves is that the 'self', particularly the genderedssedfthing
more than an Oeasily, fluidly, interchangeableO costumieh is exactly WoolfOs point
in Orlando (405).

It is while Orlando is dressed like a lord that he meets the prostitute Nell.
Orlando, having quickly picked back up where her male sexde¥goff, performs the
manly manners of gallantly bowing and sweeping off her hat. Nell, playing the role of
timid girl, fumbles with the latch whil®prattling as women do, to amuse her love,
though Orlando could have sworn, from the tone of her vtheg her thoughts were
elsewhereO (188). Having recently changed into a woman, Orlando is quite aware that
Nell is playing theole society expects of her, so, growing frustrated with theshet,
reveals heownfemale sex. At this moment, Woolf destroys the pervasive myth upheld
in malecentric literature that women are catty to one another and secretly detest being in
one anothespresence. The bimpher supports this reading@®Dis well known,O says
Mr. S. W., Othat when they lack the stimulus of the other sex, women can find nothing to
say to each other. When they are alone, they do not talk; they scratchOO (160). Further
parodying biography with the intent to mock, Woolf has the narrator include ©taetsO
about menOs theories on womenOs communities: Oit is well known (Mr. T. R. has proved

ity Othat women are incapable of any feeling of affection for their own sex and hold each
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other in the greatest aversionO (180 Either doing so as to not hawedeal with such
inconveniences as discussions about womenOs sexuality, or, perhaps, channeling WoolfOs
ironic dismissal of ridiculous gender stereotypes in masculinist scholdrgingfer to
read it as the latter)he biographer concludes:
As that 5 not a question that can engage the attention of a sensible man, let us,
who enjoy the immunity of all biographer and historians from any sex whatever,
pass it over, and merely state that Orlando professed great enjoyment in the
society of her own sex, drleave it to the gentlemen to prove, as they are very
fond of doing that this is impossible. (161)
Once Orlando has shown herself to be a woman, all pretbeseeen herself and Nell
fall away, and they enjoy their conversation without the interferehgender
expectationr fear of men listening inThrough this interaction within the womenOs
community, Orlando is learning to enjoy the freedom of sexuality and continues to play
with andragyny in the form of her clothes. Furthermore, this intgrpletween various
selves upholds the Menippean qualityOofandoas defined by Bakhtin in its violation of
establishedhorms of both genre and gender, through the fantastical elements of
abandoning specificity of time, place and sex, and, in partichkadialogsm inherent in
the text asauthor, narrator and protagonist display varioust$aof the self that challenge
one another, often negotiating with each other as jpaghd changesn order to mock
the institutions that try to stifle the dialogard plasticity of both text and self.
This plasticityand complexityof the self omes under attack particuladyring
the Victorian period of the noved time in which Woolf herself often felt a Orepressive

patriarchal legacyO inhibiting hewnwork (Ellis 109) While much ofOrlandois
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playful in its attacka drastic change in tte@mosphere, tone am@rrative occur during
this time, a timahebiographer describegith dark oppressive imagery. England has
now beerconsumedy heavy clouds, dampgss, and Oblustering galeS@afido 166).
As de Gay so succinctly puts it, Woolf attacks the idea of Othe spirit of theyageO
showing it as ®regulatory ideological fceO (141). While sluoes so in each ped
depicted in the noveVictorian England is especially attacked for pushing a OspiritO that
further divides the sexesd coves reality in thefalse smotheringblanket of
euphemism The biographer describes how
The damp struck within. Men felt the chill in their hearts; the damipeim t
mindsE. Love, birth, and death were all swaddled in a variety of fine phrases.
The sexes drew further and further apart. No open conversation was tolerated.
Evasions and concealments were sedulouslstisead on both sides. (143)
The biographer, now sounding most like Woolf than he has befgoées that
connections may be made between this separation between the sexes, gender norms, the
excessiveness of English imperialism, and the subsequent ogestyteof Victorian
literatwre. Mirroring the heavy prose of the biographerOs changed style, he paints this
picture of Victorian Egland and its absurd prolificacy
And just as the ivy and the evergreen rioted in the damp earth outside, so did the
same fertility show itself within.The life of the average woman was a succession
of childbirths She married at nineteen dmal fifteen or eighteen children by the
time she was thirty; for twins abounded. Thus the British Empire came into
existence; and thufor there is no stoppindamp; it gets into the inkpot as it
gets into the woodwork sentences swelled, adjectives multiplied, lyrics became

epics, and little trifles that had been essays a column long were now
encyclopaedias in ten or twenty voias. (168)
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With thissudderchange in surroundings andiattle, Orlando findserself a victim of
the Ospirit of the ageShe learns that she now has a propensity for blushing and feelings
of shame. She considers her future buying bassinettes and crinolines to hide pregnancies,
andthe biographer repeatedly inserts parenthetical statements describing her
embarrassment as Ohere she blushedO at each thougt$liEn2gins to fear for her
safety for the first time in her life and exhibits acts of timidity and hesitance (179, 180).
She feels her ring finger tingling, reminding her that she must find a man to marry in
order to be respectable in this new agéreould feel herself poisoned through and
through, and was forced at length to consider the most desperate of remedies, which was
to yield completely and submissively to the spirit of the age, and take a husbandO (178).
Worse yet, Odndo finds that, dmiteOthrough all these changes she had
remainedEfundamentally the same,O her writing has become infected with the Ospirit of
the age,O toddere, Woolf parodiethe Oinsipid verseOvihat she sees as the
conventional poetry of the Victorian period. €lfoem Orlando is in the process of
writing is, according to Maria DiBattistaOs annotation in the back of the novel, from
Letitia Elizabeth LandonOs OThe Lines of LifeO in the coll@ttéWenetian Bracelet
and Other Poemgl829). Interestingly, this ighe first time Woolfriticizes a work by a
woman writerin the novel But LandonOs poem represents the stifling ofvtimaan poet
during the periodit is not really LandonOs fault but her acquiescence to the Ospirit of the
age.O Ifihe Poetics of Seibdlity, Jerome McGann constructs an image of Landon as a
figure who fully understood her place in Victorian society, describing her poetic style as

often seen as Osebnscious,O OreservedO or-CsasbredO (146). She understood that
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she Olived in aevld of signs and conventions,O so she Orehearses established forms and
ideas, she echoes and alludes to recognized authors brss(g46)The irony here is
that Woolf doeghe same. Just as Woolf acknowledges her battle with the OAngel in the
Houseln OProfessions for Women,O ateepts that women in any time must navigate
the Ospirit of the age.O For Woolf, though, the difference seems to be in the methodology.
Instead of simply regurgitating that which has come before, or that which is ikg&cstyl
trend of the time, Woolf simultaneously upholds and repudiates her predecegdues
contemporariegmitating, boosting and deflating them all at once. It is part of the magic
built in to WoolfOs ambiguous parodi@ut for Orlando, this Oinsipid verseO simply will
not do. In order to gain control and freedom to write again, she must compromise with
the Ospirit of the ageO and marry an androgyne like herself.

OrlandoOs compromise comes in the form of Marmaduké®prBhelmerdine,
EsquireBa name that is, in and of itself, quite ridiculous. The way in which Qrland
finds Shelmerdine is made everore comical for those experienced in Romantic and
Victorian Gothic clichZs. Having become completely overtaken b@#périt of the ageO
and somé@strangecgasy,O she runs through nature taipd and falls, keaking her
ankle. She murmurs and sighs melodramatic@lyhave foud my mateE It is the
moor. | am natureOs brideE. Here will | lieE.My hands shall weamealding ringE.
The roots shall twine about them. Alf82). This moment of Ostrange ecstasyO pokes
fun of the gothic stylas a wholend specifically parodies Catherine EarnshawOs Omad
effusionsO in Emily Bront‘OG&uthering Heights (DiBattistaOs anraitons inOrlando

299). The absurdity of OrlandoOs ecstatic declasaiesome all the more abswrtien
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Shelmerdine, gallantly riding through on his horse, leaps to the ground to save her. With
no transition or explanation, the biographer jumps from this moment of rescue to “A few
minutes later, they became engaged,” thus making fun of romantic conventions of the
frail woman needing to be rescued, and the romantic literary clichés that continue (183).
Of course at this moment Orlando must become engaged, soon marry, and quickly give
birth, all life changing events glossed over by her biographer. But while the plot and
imagery seem conventional, an important difference exists: both Orlando and
Shelmerdine are androgynous. “You’re a woman, Shel!” cries Orlando; “You’re a man,
Orlando!” responds Shelmerdine. Both have fluid enough sexes, genders and selves that
this relationship between the two is not stifling for Orlando. And because she has
adapted to the ‘spirit of the age,” she can now ignore the “Angel in the House” looking
over her shoulder and move on to more important things like her writing:
At this point she felt that power (remember we are dealing with the most obscure
manifestations of the human spirit) which had been reading over her shoulder, tell
her to stop. Grass, the power seemed to say, going back with a ruler such as
governesses use to the beginning, is all right; the hanging cups of fritillaries —
admirable; the snaky flower — a thought strong from a lady’s pen, perhaps, but
Wordsworth, no doubt, sanctions it; but — girls? Are girls necessary? You have a
husband at the Cape, you say? Ah, well, that’ll do. And so the spirit passed on.
(195-6)
Orlando’s marriage becomes a necessary compromise, and she feels the shackles of
Victorianism fall away.

By the final chapter of the novel, Orlandohas successfully parodied the

traditional genres and writers of the past, including the “Great Men” of biography, but
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just as what happens Between the Actshe narrative must end loigaling with the

present time. As the novel ends, time collapses in on itself as OrlandoOs present reality
becomes intermixed with her memories of the past. Visions of Queen Elizabeth and
memories of feelings and sensory experience invade her mind BisdghapherOs style

mixes with the stream of consciousness made so famous by the author. Contemporary
images of modern shops, lifsspdomnibuses are sandwiched between cries of
OFaithless!O when Orlando remembers the Russian Sasha who had oncerdnekein he
Noblemen and present day everymen ride with one another as Orlando tries to collect
herself as ONothing is any longer one thingO (223). The ambiguity and plasticity of time
and place, as well as the multiple selves created through experienbsught together
because Othe present is neither a violent disruption nor completely forgotten in the pastO
and Orlando Ohad a great variety of selves to call uponO (223, 226). The goal of the
writer is to create unity out of all of these fragmentss tinding the Otrue self.0 The
biographerOs writing becomes more and more stream of consciousness, showing the over
pouring of ecstasy as Orlando embraaksf the multiplicity and ambiguity of life. This
parody and pastiche of WoolfOs own wrisihge brings the novel to a close, one that is,
indeed, full of ambiguity. Is the wild goose what Orlando had been looking for along, or
is it simply a last dig at the attempts to fimald labelOtruthO in a world full of chaasd
ambiguity? Is the novel jat a wild goose chase? While the image of the goose might
never be fully understood, the Owild goose chaseO of understanding the truths in life and

history will continue to be a running theme in WoolfOs later fiction.



In the following chapter, | will caimue my discussion of Woolf as parodist,
focusing on her last noveBetween the ActsAlthoughOrlandois not aliteral three
hundred year carnivahndthe absurdity, gendewapping, costume and transvestesm®
more a figurativeepresentation of the carnivalesqueiterature Between the Acts
removes the fantasticgenderswapping in favor of a more realisggploration ofgenre
and gender norms duringneore literal representation téstive gatherin@pthat d the
Englishcountry pageant. Just @landolooks back to literary traditions to analyze the
multiple realities of lifeBetween the Actgathers the myths supported in literature and
history to call into question hierarchies and institutions that create diviss/efitban a

community.



CHAPTER IV
ODISPERSED ARE WE THE SERIGCOMIC PERFORMANCE ®& MENIPPEAN
CARNIVAL IN BETWEEN THE ACTS

Menippean discourse is both comic and tragic, or rathersdrisusin the same

sense as is the carnivalesque; through the statuswadndis, it is politically and

socially disturbing. It frees speech frdmstoricalconstraints, and this entails a

thorough boldness iphilosophicaland imaginative inventiveness. )

- Julia Kristeva, OWord, Dialogue, and NovelO

As a work of comedic satire,ddise Marshalllescribes/irginia WoolfOs
Between the Actas Oa fulfillment dbrlandobut at WoolfOs most sardonic aagage
comedic stretchO (1559ndeed, many of the themes and concerns explored in WoolfOs
playful fantasy cora to a head in her finabvel. As disussed in chapter two, despite
her contemporariesO charged early criticism claiming that she, along with her
Bloomsbury counterpartfpcusedon aesthetics and trivialities instead of seeious
social anl political issues of her time, recent scholarshipreasued WoolfOs works from
the narrow focus on her experimentaljsmthe image oher aghe isolated artist trapped
within her own mind AndBetween the Acts arguably her most political novel.
Problematic issues of nationalism, masculine violence gparation between the sexes,

the isolation of the individual within the community, ahé artistOs role in either

guestoning or upholding these issuagisound in the novel. More importantBgetveen



the Actsdemonstrates hothese issuelsave contributed to theolitical crisis of the
19300s: the rise of fascism antewwar.
In much the same way &lando, Woolf begarBetween the Actss a piece of
fun for her ownenjoyment, to OamuseO héréeit part of her intent was to Oexplore a
new criticism@hat blended different genres into the novel f¢aWriterOs Diar279,
275). In WoolfOs own words, the novel was meant to be Odialogue: and poetry: and
prose; all quite distinctNo more longlosely written book® andlhof these fragments
of the literary tradition would be Odiscussed in connection with real little incongruous
living humourEQ @75,279). The unity of thesgiversefragments would be
demonstrated throughout the notleloughthe communal metaphor of the country
pageant and its various villagers
But OI0 rejected: OWeO substitutedE. OWeO..the composed of many different
thingsEwe all life, all art, all waifs and stray®a rambling capricious but
somehow unified whol®the pesent state of my mind? And English country and
a scenic old houdeand a terrace where nursemaids via#ind people passiri)
and a perpetual variety and change from intensity to prose, anétauds
notesk. (27380)
At the same timéhat Woolf wasmagining her novelOs playfulnebgpridity and
communal natureshewasconcerned with the dangerous realitésnother vorld war.
In 1938, only three months after having written with excitementitaiber new project,

Woolf wrotein her diaryof a corversation between her husband, Leonard, and herself.

By 1938, Hitler had come to power and invaded not only cogritrié the minds of the



peopleas well and those in England were awaiting the inevitable day in which they
would be dragged into war witheBnany. Woolf writes:

So, at supper, we discussed our generation: and the prospects of war. Hitler has

his million men now under arms. Is it only summer manluvrdy 8r Harold

broadcasting in his man of the world manner hints it may be war. That is th
compete ruin not only of civilisation in Europe, but of our last leyriterOs

Diary 289)

The public infiltrates the private as Woolf continues to write how her nephew, Quentin
Bell, has been conscripted. Feeling helpless, she concludes her digr{@rie ceases
to think about iBthat all. Goes on discussing the new room, new chair, new books.
What else can a gnat on a ldad gras do?,0 arshementions her wisko continue
working onPoyreet Hall what would eventually beconigetween thécts(289-90).

Based on these diary entri@®ne it is easy to see the tension between WoolfOs
desire toOpla) andontinue her craft and the constant reminder of the Oreal worldO
outside of her art. AlthougBetween the Acts full of comedic satirepoking fun at the
absurdities of common life and the peopleOs attachment to the OrolesO passed down to
them through literature and history, there is a heaviness in tone and purpose that invades
WoolfOs playful experimentThe novels a difficult, ambigious text because, while
retaining its playfulness and experimentation, the intent of the novel is one of serious
social and cultural critique. Woolf satirically presents history, both public and private, in
order to challenge the primacy of traditionablerstandings of history and the literary
tradition as absolute and unchangiagd it does so in a much more urgent manner than

that which is found in the fantastid@tlanda  Whether the actual pageant loe t



narrative Obetween the actsO of thetpapovel illustrates the dangerous consequences
of upholding a nationalistic history and literary tradition that are complicit in the current
political crisis taking placen the novel in 1939 England. Much of this portrayal was
discussed in her ess@firee Guineasbut Woolf shiftsfrom the didacticism of the essay

to an ambiguously constited playful hybrid narrative that, thtgh the usefahe
carnivalesque, explorgise intersections betwe@ationalismpatriarchywar, and the
peopleOs currentt of isolation and alienation.

In 1937, vhile Virginia Woolf wasfirst contemplating her new project that would
eventually becomBetween the Actshe vas hard at work on her pacifist manifesto,
Three GuineasThe connections Iween the two works are strongorking as
companion pieces, both writings directly relate to questions of nation, subjectivity, and
war. Set up as a response to a pacifist socié&yt®s asking for advice on how $top
war, Woolf outlines the sociabfces that have contributed to the growth of fascism. She
connects the institutions of patriarchal power and authoritarianism she observes at home
in England to the authoritarian mentality abro&dirthermore, she argues ittse
separation between tsexes and strict gender roles that have added to the iratinati
towards war and violence. From the outset, Woolf finds it difficult to respond as a
woman to a manQs letter asking for advice about a subject in which women have been
historically excluded.This separation between the sexes is clear when she notes the
hesitance in her reply, represented by her characteristic use of ellipststhOse three
dots mark a precipice, a gulf so deeply cut between us that for three years and more |

have been sittig on my side of it wondering whether it is any use to try to speak across
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itO (155). If their gender fragmentation impedes communication as Woolf implies, then
how can she possibly give the sender advice about ending war?

What Woolf does conclude isat) due to social conditionirend experienganen
and womerunderstand love of country differentlfzor men, there is much to be gained
from hypermasculinity and fighting, and Woolf explains why men fight:

For though many instincts are held more or lassommon by both sexes, to fight

has always been the manOs habit, not the womanOs. Law and practice have

developed that difference, whet innate or accidental. Scaty a human being

in the course of history has fallen to a womanOs rifleE. Why figl@bviously

there is for you some glory, some necessity, some satisfaction in fighting which

we have never felt or enjoyedE [Fighting is] an outlet for manly qualities,

without which men would deteriorate. (168)

In addition to venting those Omanlyatjties,Jighting and wahaveserved a a

respectable profession and source of happimesgementind pridefor men Rewards,
titles, and distinctionare offered to those who fight for their country, thus contributing to
the neverending cycle of lerarchy, domination and violencés Orlando comically
demonstrateghe problem with histories and biographies is that they all deaboitte
aspect of war, whetherlie battles, chivalry, violence, or thedeovertaspects of war

such as the gaining of titlesgremoniesimperialistic endeavors, and other
OaccomplishmentsO of historyOs OGreat\Wenif@xplicitly links these historical
accounts to the separation between the sexes:

Such was, such perhaps s#l] the relationship of many brothers and sisters in

private, as individuals. They respect each other and help each other and have

aims in common. Why then, if such can be their private relationshipsEshould
their public relationship, as law and historpye, be so very different? (307)
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She sees the clear difference between how men and women relate to one another in the
private sphere versus what is usually depicted in histories and other narratives. As shown
in Orlando, writers responsible for the accounts of OGreat MenO leave out that which is
private andoersonalm favor of publicized heroics. Al will show, n Between the Acts
this se@ration will become the central probleémboth the pageant and the lives
inhabiting the liminal spas between the acts of the play, causing the characters to feel
isolated and, in the case of the men in the novel, violent or aggressive.

So what can a woman do, and what does OpatriotismO mean to her? Woolf tackles
these quegins inThree Guineas Because Ohistory and biography when questioned
would seem to show that her position in the home of freedom has been different from her
brothersO and, Otherefber interpretation of the wibOpatriotismO may well differ from
his,Gt seems that the only solution is for women to embrace their role as outsiders (162).
For only as outsiders will women be able to maintain their differBrieir different
experiences, their different demands for rights, their different valugsntepretations
all of which help women continue to questibie givens that have led to weand assert
their influence on merosas to help end.itAs Woolf clearly states, OWe can only help
you to defend culture and intellectual liberty by defending our owture and our own
intellectual libertyO (283). And it is clear where she thinks England should prioritize its
goals toward peace: OShould we not help her to crush [fascism] in her own country before
we ask her to help us to crush him abroad? Anatwhght have we, sir, to trumpet our
ideals of freedom and justice to other countries when we can shake out from our most

respectable newspapers any day of the week eggs like these:B0)(2ZBese Oeggs,O as
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Woolf calls them, are opinion pieces suppwtthe subordination of women, particularly

concerning thie place in the public spheradithout equality, there can be no freedom.
What is most rievant to this discussion is Woolfi@wlication that the

Englishmen demanding women take inferior rolesfall of hypocrisy. They call for

freedom, equality, anantirauthoritarianism abroad but refuseextendhose same rights

to all in their owncountry. This is exactly why patriotism, nationalism, and the

traditional displays of pomp and circumstanceraagle so ridiculous ifthree Guineas

Woolf shows that these ideals about oneOs coametnyo longer questioned and are,

instead, accepted gévens. Therefore, it is womanOs responsibility to retain Ofreedom

from unreal loyalties,O as Woolf implores women outsiders to Onever cease ko thin

Pwhat is this OcivilizationO in which we find ourselves? What are these ceremonies and

why shouldwe take part in then@X267, 244). Paradoxically, it is this separation as

OoutsiderO that allows for change and new thought while contributing to the community

as a wholefor Woolf, fragmentatior(the individual)and unity(community)coincide.

What s found inThree Guineass the blueprint for how society worksr shouldwork,

in Between the Actsvhat obstacles need to be overcamehe Oreal wori@and how the

individual can work within the community for changé/hat must happen for change to

take place is for the individuals to be willing to communicate with one another despite

their differences and for everyone to acknowledge that Othe public and the private worlds

are inseparably connected; that the tyrannies and servilities of the one tyratimies

and servilities of the other®hfee Guinea864). Between the Acisses the ambiguously

situated Miss La Trobe and her pageant to unite the public and private worlds, and
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Virginia Woof, as author, uselse carnivabsqueto challenge the social stabilities that
have been put into place in both worlds well as the historical and literary norms that
have become stagnant and oppressiW#hat the reader finds is that nothing is stable,
everything is subject to interpretat and play and this allows foreinterpretation,
multiplicity and change.

In Orlandq, dialogism and carnivalre metaphorically presented through the
fantastical rendering of OrlandoOs skipping through centuries and magically changing
sexes; irBetweerthe Actsthese Bakhtinian ideas asbserved in the realistic, dag-
day experiences of the English villagers and their seeking entertainment in Miss La
TrobeOs country pageahtothingnecessarilyizarre or fanciful occurs iBetween the
Acts andWoolf focuses her attention on the mundane details, conversations andshough
of the characters. he only activity separating the day frany other is the play, and
WoolfOs narrative surroting, and including, the play is chronological and
straightforvard with no flashbacks and less free indirect discourse than her typical style.
The reader clearly knows who says what, and the plot jumps neither here nor there. And
while the play is episodic in natureaitso follows chronologically, clearly delinaag
one historicaperiod from anotherThere is no confusion as what is happening; the
disorientation lies in the ambiguity of the play and the audienceOs perceptions of it.

As a distinct and obvious bit of parody, Miss La TrobeOs play harks bhek to t
parodic carnivals of the ancient Greeks and Romans when performers, as Bakhtin
describes, Oon the one hand travestied national and local myths and on the other

mimicked the characteristically typical OlanguagesO and speech mannerisms of foreign
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doctors,procurershetaerae peasants, slaves and so forth,O thus providing Othe corrective

of laugher and criticism@ialogic Imagination57). As previously mentioned,

Menippean satire is informed by what Bakhtin refers to as Ocarnivalesque, Qs e

this metaphor on the medieval carnival, a celebration during which normal rules and

hierarchies were inverted or suspended and in which representatives of various social

groups intermixed far more freely than in normaldiféBooker 1) This diversity

contributes tahe dialogic in that multiple points of view are shared, both in the differing

voices of the characters amdthe multiple meanings gleaned from the intertextyali

within the satiric form asvery voice is given equal weighEurthermore, in Meippean

satire, this dialogism of intertextuality undercuts and reinterprets the originaésourc

therefore, a charactenight quote another work, only for that work to be either

challenged or used to supply other meanings to what is happening in the novel

According to Robert Young, Bakhtin believed that carnival Oprovides the only historical

moment in which the heteroglossia of the wasldialogizedO (52). He adds:
Dancing in the streets thus partakes of the utopic, nostalgic element in carnival,
pardy of the official discourses by contrast makes up the subversive, politically
effective component. The implication of this is that while on the one hand social
carnival is the realm of freedom from constraint, it is only when it is directed by
being given form in the novel that itdzomes politically effective. (53)

Carnivalbecomes the symbol for transgression and thendéwwmtion of social

boundaries, and this transgressive nature is, indeed, highly political and of serious intent.
In accordance with BakhtinOs ideash@tarnivaksque and intertextualityulia

Kristevawrites of the subversive nature of tBakhtinOs carnivals a metaphor for the
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freedom, play, and diversity found in the novel. She argues that carnivalesquesdisc
Obreaks through grammar and semantics and, at the same time, is a socidlcahd pol
protestO (Kristeva 36). Whatimportant in BakhtinOs understanding of the dialogism
found in the novel form is that it replaces Othe static hewing out ofvigixta model

where literary structure does not simply exist but is generated in relation to another
structureO (Kristeva 35). In other words, dialogism allows for dynamism rather than the
fixed meanings typically assigned to monologic works. Intertexyualeates a

conversation among various works, as well as between the writer, character, past works,
and cultural contexts. Being in dialogue with one another, texts reinvent each other and
the histories in which they are informed. Thus, BakhtinOsytisesubversive because it
allows for freedom, play, diversity and, most important for this discussion, a response to
and reinvention of that which has come before. BakhtinOs carnival becomes the metaphor
for this play and reinventionAccordingto Kristeva, Menippean satiis a carnivalesque

genre in that it is Opliant and variableO and Ocapable of insinuating itself into other
genresO (Kristeva 52). For Woolf, not only is Menippean satire inserted into other genres
but other genres are fused into titevel for a dialogic effect that destabilizes English

history and the literary tradition.

In Between the Actshisintertextuality appears in both the dialogue between the
play as characters quote and misquote works from the literary tradition andidigei€lia
within the play that parodies representatworks from each time period.hrough this
inclusion of multiple voices and parodying both high and low culture, the carnivalesque

nature of the plappreaks down boundaries and hierarchiesjrgethose wvices often
! "4



ignoredin history andheliterary tradition.Just as the dialogic through parody is present
throughoutOrlandoand illustrates a competing relationship between the Orepresenting
discourse,O in BakhtinOs words, and its intentions as used in the form ofPdodic(
Imagination364), so it is in Miss LaribeOplay and the novel aswhole. The canon of
English literature is transformed by La TrobeOs parody, marking literary history with her
OothernessO as woman, foreigner and lesbian. Ironically, although Bakhtin makes the
argument that drama is the most monologic of literary forms, Woolf challenges this
mondogism through Othe multileveled interaction between author, producer, and
audience against the background of such a unified world,® which ultimately Oproduces
dialogic oppositionsO in that these oppositions are dramatized by Ostaging the interaction
between female dramatist, the production of her work, and the audienceOs reception of it
against the unity of a canonized literary historyO (Herrmann 125). Therefore, meaning is
being made in the present moment as the performance of the past is reinvenézdaahd

by creator and audience. The triangulation is complex, with La Trobe carrying out the
work of artist and Woolfian persona/author and the continual changes in meaaking

as the audience and actors interject their own thoughts into the moérpéives of the

novel and play. WoolfOs examination of the intersections between hypermasculinity,
patriarchy and militarism ifhree Guineass transformed into a play that paradoxically
mocks patriarchal standards and leavwasiy other standards coref@lyout. Colonel

Mayhew asks, OWhy leave out the British Army? WHaighwy without the army, eh?0

(Between the ActB07). For Miss La Trobe, an alternate history is needed that does show



that the army can indeed be left out of history wofeof aher voicePthoseof the
common people.

Seemingly celebratory of English history and its literature, in the framework of
carnival Miss La TrobeOs pageant contains a serious political bend as well. Using parody
and a good dose abny andsatiric mockng, theplay covers a condensed version of
English history and literature from the ObigthEngland to the present daandthe
celebratory nature of the pageant is called into quedtirmm the very first words spoken
by the Osmall giDPhyllis Jonesacting out the part of England, the carnivalesque ethos
of the play is presented: OGentles and simples, | address you B#E@@¢n the Acts
53). Those of all classes, gentles and simples, are brought together in La TrobeOs history
as conectal to EnglandOs rich histda connection often missed in tiaditional
histories and literary works depicting English culture. In La TrobeOs version of English
history, a seemingly small, insignificant girl can play Englaradmatter how much she
bumbles through her lines. The reader of the novel is given several layers of dialogue
and meaning as the playOs audience discusses the actions, as well as their understandings,
of both the play and the actors in it. OEngland am |,0 begins Phyllisaishigsthe
carnivalesque tradition the audience responds to one another, OSheOs EnglandEItOs
begun. The prologueO (53). True to WoolfOs multilayered, dialogic presentation of the
play, the reader is offered more meaning behind these phrases when diEfaytgets her
lines and the other actorsO singing is blown away by the wind.

Much of the satire comes in the form of the dialogic relationship between the

presentation of historical characters, La TrobeOs dialogue, the actorsO delivery, and the
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audienceCexpectations and comments. Everyday people play the roles of the OgreatO
men and women of history, and the audience fills in the gaps for the reader of the novel
through the commentary and background information about each actor. For example: the
working class Eliza Clarkwhom the audience recognizesthe shopkeeper Olicensed to
sell tobaccgOplays the role ofrother Ogreatd ElafaEnglish historyQueen Elizabeth

(57). HerbertMarder considers the image of Eliza Clark as Queen Elizavetixample

of one of WoolfOs marsatiric Odeflating images®Between the Ac{@31). By having

a common, everyday person playing the role of the great Queen Elizabeth, Woolf
throughthe artist_a Trobe calls into question the boundaries betweerwte What

counts as Ogreat?0O What lives are important enough to be the subjects of a literary
history? Both representations of humanity (high and low) presented asonstructions,

and, as Marder states, OWhat we have hereEis skillful satire ragmeatinue slice of

village lifeO (432). Instead tife supposed realism attempted in traditional accounts of
English history we are left with an Oirreverent synopsis of English literary and cultural
history, both in the actual pageant and the narratit@den the acts of the playO (Marder
433). Despite La TrobeOs seriousness of purpose, the audience gets a good laugh at
OMerry EnglandO and Eliza who Owas splendidly made up,0 wearingnashisi

pearls, satin, Osixpenny broochesO that Oglared $iesyats and tigersO eyes,O and a
silvery cape that was Oin fact swabs used to scour saucepaBsOHEZaOs proud

speech for England is made ridiculous once the wind interferes, tugginghaeiress

and the boisterous Mrs. Manresa cries, OBrasa!®... TheeOs life in the old dog yet!O



while Othe ruff had become unpinned and Great Eliza had forgotten her lines. But the
audience laughed so loud that it did not matterO (59).

By the end of the Elizabethan playlet, villagers dressed as dukests prie
shepherds, pilgrims and serving men encircle Eliza, dancing around Othe majestic figure
of the Elizabethan age personified by Mrs. Clark, licensed to sell tobacco, on her soap
boxO (64). The narrator, telling us of WilliamOs thoughts, describesrieas Oa
mellay; a medley, an entrancing spectacleO (64), emphasizing the playful celebration of
the audience and the unity La Trobe depicts as associated with Renaissance England.
David McWhirter argueghat Woolf had an affinity for the Renaissancaqzkand its
literature, viewing it as more Ocommunal, democratic ethos premisedEon a loosening,
rather than a hardening, of clas®sd gender distinctions” (252), and the image of the
villagers dressed in the garb of various groups of different classemaitidns supprts
the type of unity for which Woolf was nostalgic during a time of alienation,
fragmentation, and warAlthough made absurd in the carnivalesque sense, this image is
one of community andqualization as the Ogreat queenO is broughttddive level of
the people celebrating her. In the spirit of Bakhtinian carnival, the play is Oa pageant
without footlights and without a division into performers and spectatbegdoevsky
122). The audienceQOs participatifurther breaks down barrigbetweeractors and
viewers,spectacle and gaze.

This irreverencdor English historyand its OgreatO figures does not eicthnt
leveling of queens andllagers Just as OEnglandO forgets her lines, so, too, have the

people conveniently forgotten tihe&omplicity in the present political crisis
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overshadowing thpvial spirit of the pageant;a Trobe hopes to remind the villagers of
their role in the current tugf-war for power As war planes fly overhead and village
talk of Hitler, Othose Germa@andQhe Jew® the reader is offered what Christopher
Ames labels Othe most stinging parody®jifedt of the Victorian period (399). But
while Ames focuses on the comedy and hilarity of the pageant andrihialistic
lampooning of Oofficial seriousness,O that humor is clouded by the seriousness of war and
how patriarchal and oppressive traditions have contributed to the alienation of the people.
Just ashree Guineasocks patriotic notionsf titles, honors, and, asick Greene
humorously declares @rlando,OGlawr!,0O the Victorian playlet crusheslitional
nationalistic syrhols of Victorian England and itgstory of imperialism. Communal
OMerry EnglandO has been replaced with images of OOtherizingd anadominati
The first character presented to the crowd is the Ohuge symbolical figureO of
Budge Othe publicanO who enters as Oa pompous march tune(bé®yedhe
depicton of Budge could come straighiit of the collection opictures included iThree
Guiness:
He wore a long black margaped cloak; waterproof; shiny; of the substance of a
statue in Parliament Square; a helmet which suggested a policeman; a row of
medals crossed his breast; and in his right hand he held extended a special
constableOs batonHe waved his truncheonE. He paused, eminent, dominant,
glaring from his pedestal. (16B1)
In the dialogic play of carnival, the power and superiority of BudgeOs role is undercut by
the humorous knowledge the reader gains from the audienceOs perception of him. The

audience cannot divorce the role from their fellow villager, despite BudgeOsrexcell
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disguise that makes it difficult for the Ocronies who drank with him nightlyO to recognize
him (109). As the narrator records: OOBudge, Budge. ThatOs Mr. Budge,O the audience
whisperedO (109). The audience plays their partsytole, Budge pointhis truncheon
at Lucy Swithin, who reacts appropriately by raising her harstibmssion to his
authority. But the audience remains unaware of the deeper meanings and messages La
Trobe is supplyingVictorian England sketched in La TrobeOs play isallYirginia
Woolf herself criticized with its focus on morality, obeying Othe laws of God and Man,O
maintaining puritysetting up spies inside the domestic sphere through the creation of
good little imperialistsprizing progerity and respectability, ploiting the labor of both
the working class in England and those England has colonized aliBo@die recites his
lines:
EitOs the natives of Peru require protection and correction; we give Oem whatOs
due. But mark you, our rule donOt end there. @Dsstian country, our Empire;
under the White Queen Victoria. Over thqught and religioimk; dress;
manners; marriagtoo, | wield my trunchedh The ruler of an Empire must
keep his eye on the cot; spy too in the kitchen; draxnaagn; library; whee one
or two, me and you, come together. Purity our watchword; prosperity and
respectability. If not, why, let Oem fester iGkipplegate; St. GilesOs;
Whitechapel; the Minories. Let Oem sweat at the mines; cough at the looms;
rightly endure their lot.ThatOs the price of Empire; thatOs the white manOs burden.
And, | can tell you, to direct the traffic orderly, at OYde Park Corner, Piccadilly
Circus, is a wholktime, white manOs job. (111)
Parodying the nationalisinperialist rhetoric of Rudyard Kiimg, Budge parrots the
typical statements and beliefs in support of OMerry EnglandO and its colonizing power,

but through parody and readerly recognition, the OTruthsO in BudgeOs speech begin to fall

flat. While presenteas the OgloryO of England amgétst the reader is called to
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question theppressivelyatrioticand inhumanéanguage of Budge®geectsupporting

the subjugation of people and the watlhg mentality at homwhich, in turn, places Oall
pieties and revered aspects of official cultiie a tenuous position (Ames 40The

audience may view Budge as cuttinfire figure of aman, but the reader of WoolfOs

novel bitterly laughs at theilack of awareness. Using Miss La Trobe and her play as her
mouthpiece, Woolf dashes tpatriarchal and imperialistic arrogance found in traditional
representations of EnglandgtglawrO of Englandiisplied to beanything but

glorious. It is this arrogance and insistence on hierarchies of power that have contributed
to the rise in fascm and the images of war creeping through the dialogue of the novel.
Humorous undercuttingrony is furthered wheBudge ends his speeulith a

description of the Victorian home atite empty sloganeering oBOme, ladies, OQme
gentlenen. Be it never sbumble, tiereOs no place like OOme,O thus connecting the
atrocities in which England has participated abroad to the strict roles within the domestic
sphere (117).

In Rabelais and his WorJBakhtindescribeghe history of carnival andisi
relationship @ the grotesque. He explains hdweite were two popular types obtevals
during the Middle Ageshne being the official festival sponsoreddither the church or
the stateand the other being the folk festivals of the commorplgeoBakhtin
characterizes officidestivak as formalmonolithic, and humorless in theshowing of
respet for existing hierarchies, religious morals and norms. They favored images of
piety and stability, fDe triumph of a truth already establishéw predominant truth that

was put forward as eternal and indisputable,O Osanction[ing] the existing pattern of things
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and reinforc[ing] itO with Ochanges and moments of crisis were relegated to tf@) past O
In opposition to the rigidity and piety fad in the official festivals, where Orank was
especially evidentO and Oeveryone was expected to appear in the full regalia of his
callingO® and Otake the place corresponding to his position,O carnivalistic folk festivals
allowed for humor and Othe suspensiball hierarchical precedenceO (10). While the
official festivalsdemonstrated @onsecratiorf inequality,O O all were considered equal
during carnivalO (10). For this social equality to be demonstrated, high culture was often
undercut by the inclusi of low culture. As Bakhtin insists, Oln grotesque realismEthe
bodily element is deeply positive. It is presented not in a private, egoistic form, severed
from other spheres of life, but as something universal, representing all the peopleO (19).
In other words, grotesque realism and the image of the grotesque body are equalizing,
communal forces. They are Ocontained not in the biological individual, not in the
bourgeois ego, but in the people, a people who are continually growing and renewed,O
and Otls exaggeration has a positive, assertive chafg9).

Although Bakhtin referenceRabelaisian images that are less ironic raiode
directly connected to rebirth and renewahen used ironicallyhe grotesque also has the
power to destabilize that whidas traditionally been presented as stable or above
mockery. As a transgressive element, that which is presented as grotesque challenges the
hierarchies that the official festival upholds, thereby allowing for a kind of OrebirthO of
ideas or reinventioof the old. In Between the Actapwhere is this mocking humor and
carnivalesque subversion more obvitlan in the blasphemous, grotesque image of the

donkey in the Victorian playleThe playlet is filled with comical jabs at patriotism,
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patriarchy, eligionand imperialism, but the one incident that succeeds in offending the
audience oaars while Mr. Hardcastle praysdeavysymbolismis presentn Mr.
HardcastleOs fumblimgth a fossil during his prayer, signifying thetedatedness of his
beliefs, especiallikeeping in mind that the prayer thanks God for enlighteningeople
and giving the gift of pead@an ironicstatement considering that 1939 England is on the
brink of war. The prayer is further undercut in orfelee mostRabelaisiarmoments in
WoolfOgareer: the village idiot, Alberis dressed as the hindquarters of a donkey and
becomes Oactive,O or aroused, during the prayer and amidst cries from the other
characters asking for the strengffro@onvert the @athen!O (116). That which is high
and official (religious prayeiiys brought low by the grotesque image of the aroused
donkey. Furthermore, the audience supplies added humor because the deflating image
plays with their expectations of what is right gdper. Etty Springett snaps, OCheap
and nasty, | call it, O while Mrs. Lynn Jones focuses on thefdgkgiene in the
Victorian hone, Olike a bit of meabne sour, with whiskerg®18).

Ironically, the intent of the plaig to paint the Victorian homas Ooff.O Like in
Three Guinegswoolf demonstrates how the patriarchal hierarchies and surveillance
within the home mirrors the imperialism, violence, and control outside of it.
Furthermore, the same problems inherent in Victorianism are found inetbenpday:
Oand if finally we did ever understand more than Woolf herself her response to the
OVictorianOEthere is still Mrs. Swithin to contend withO (Ellis 170). Ellis is referring to
Mrs. SwithinOs response to IsaOs question of OWere they lik@Batr©Victorians,O

Mrs. Swithin mused, Ol dondt believe,® she said with her odd little smile, Othat there ever
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were such people. Only you and me and William dressed differerflgt@en the Acts

118). Although certain conventions and mode of dcaasige with the times, the English
people appear stuck in a perpetual state of oppression, fragmentation, and unawareness;
they really are not all that different from the Victorians, facing the same oppressions,
fears, imperialistic attitude, and the sanagculous (yet dangerous) separation between

the sexes.

While the example of the donkayight be the most obvious example of the
grotesque body in the novel, much of the grotesquebe&yundbetween the acts of the
play in the absurdities and the breatwh of communication between those character
who make up the audience. Oln the structures of the later novels,O Denise Marshall
explains, Othe sardonic gruesomeness of lifeOs absurdities is sometimes set inside a lyric
quietness, a setting which emphasithe grotesque even more. Increasing dissonance
within the novels supports and maintains a tension of ambiguity which is not resolvedO
(153). In a novel likdBetween the Actsnany of those absurdities and momentshef
grotesque are couched withlretmundane discussions between the characters. At the
very beginning of the novel, the reader is introduced to this absurd mixing of high and
low culture, but as Marshall states, the grotesque is made more apparent because of the
lyrical quietness: Olt waa summerOs night and they were talking, in the big room with
the windows open to the garden, about the cesspBet@den the Ac®). The ironic
humor is in the merging of the pastoral setting of a country house on a summerQs night
with the inapproprige reminder othe filth of bodily functions. While tetable talk

might cover the mundanities of everyday life, this uncivilized reminder of humanityOs
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defilement and the communityOs failure at containing it is a bit too much for Mrs. Haines,
who retorts OWhat a subject to talk about on a night like this!O (3). This image of the
villagers discussing a cesspool sets up the novelOs carnivalesque take on propriety,
humanity, and the emection to the natural world.

In the world depicted iBetween the Act$he grotesquerie usually comes about in
the miscommunications and loss of words, whether the miscommunications between the
audience members outside of the play or the actual words and dialogue outside and inside
the play as nature, technology, other pge@md self interrupt. Words are blown away by
the wind and interrupted by mooing cows, the gramophone skips and warplanes fly
overhead, and, as discussed, flawed human actors forget their lines or bumble through
their parts in the play. Between the auftshe play, the villagers also quote and misquote
past literature. Bart attempts to quote Byron and forgets, while Isa thinks of Shelley but
then orders fish. Both memory and the everyday continuously cause words and sentences
to be lost amongst the mfusion of ordinary life Much of the satirical play of language
in the novel happens between the acts of the pageant, thereby highlighting the
carnivalesque in everyday life. Woolf was interested in the ways people play their
assigned roles and the alaion these oppressive roles create. But what happens when
individual roles, both private and public, are forced together during a community event
concentrated on literary conventions and a celebration of English culture? What Woolf
constructs is a diabic grouping of phrases, literary clichZs, fragments of popular song,
and predictable thoughts and actions that are exaggerated in order to show that the

villagers in the novel are stuck in a cycle of repetitionThree GuineasiNoolf senses a
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patternof patriarchy that seesralmost impossible to breaRit seems as if there were no
progress in the human race, but only repetition,O and this repetition specifically relates to
that of violence, domination and war (249). As Herbert Marder puts itaORi@intz
Hall seems carefully rehearsed, at times almost painfully soO (427). It is only through the
intrusion of the ambiguous Miss La Trobe and her revisioning of literary tradition and
history that any change or newness seems to come to the vilag¥en that is fleeting.
Ironically, although Bakhtin writes that drama is the most monologic genre, it is the
anticipation of and participation in the play that drives the dialogism of the novel.

Much of thegrotesqueess in the novel takéise form of Ohorrendous outburtsO
that Ocombine morbid qualities with carnival spiritO (White TBgse grotesque
moments are used to deflate the very same patriarchal ideals Woolf condemhezkin
Guineasas having caused the alienation of the English peoplsgetberation of the
sexes, and, ultimately war. Images of rape, violence and domination abound in the
thoughts and actions of the characters who take on the roles they have been given as they
express dissatisfaction at the repetittmd monotony at Pointzall. This repetition,
dissatisfaction, and the subsequent loss of communication is most clearly found in the
thoughts of Giles who could only Oshow his irritation, his rage with old fogies who sat
and looked at views over coffee and cream when the wdideropebover therebwas
bristling likeEHe had no command of metaphorO (37). Shortly before his slight outburst
of Onick[ing] his chair into position with a jerk,O the reader is given a brief description of

what all hasiotchanged at Pointz Hall:



1830 was true in 1939. No house had been built; no town had sprung up.
HogbenOs Folly was still eminent; the very flat, fgdcelled land had changed
only in thisBthe tractor had to some extent superseded the plough. The horse had
gone; but the comemainedE.When they were alone, they said nothing. They
looked at the view; they looked at what they knew, to see if what they knew might
perhaps be different today. Most days it was the same. (37)
Nevertheless, just as in most of the statements indtel, Othe narrative voice plays
with language so incessantly that it virtually parodies itselfO (Ames 400). The dialogic
depth of this description lies in the fact that it stems from Se@ciousness and
WoolfOs agenda, and Woislifambiguous as twhether this repetition g/ bad. Her
position on continuity iBetween the Acts is more ambivalent than a simple statement
about monotony because the repetition of the everyday allows for a maintaining of life
that war would otherwise destroy. It retrepétive daily ritual that keeps the
community going. As Gillian Beer states, the dispensing and receiving of tea, Oand the
accompanying phrases (OSugar for you?0), are here the forms that ritual takes, producing
surface and depths alikeO as Othereonity steadies itself through humdrum repetition,
whose significance is in saying things again, more than in what is said. Saying things
again implies that you are still there to say themO (129). Woolf struggles with these ideas
because, while Othe commnity typifies the attitudes that have brought the country to the
brink of war and fascism,O Oneither does the novel suggest any value in the communityOs
possible obliterationO (Beer 130).
Unfortunately, without change or growth in thought, the road towards firmly

cemated. Although Giles and Isa demonstrate separateness and the breakdown of

communication, Isa, like her husband, finds the repetitidrearable. She is frustrated
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that nothing changes following each yearly pageant: OEvery sumnsaydorsummers
now, Isa had heard the same words; about the hammer and the nails; the pageant and the
weather. Every year they said, would it be wet or fine; and everytyeasbone or the
otherO (16). And like her husband, whose outrage is affectbd masculine role he is
playing, Isa0feelings about continuity are affectedth role she plays artér position
within the community. IVirginia Woolf and the Languages of Patriar¢lidane Marcus
argues thaDlsa is a prisoner in her fatfielawOs home. She is Irish and subject, like
Ireland to England, to that old colonial tyrant, Bart OliverE.lsa and the other wives of
England are recolonized, resubjugated by warO (94). Woolf uses the fragmented
characters as representatives of very speadpects of English culture, and all are
connected tohe fascism of the home front.

For Isa, the symbol of fascism at home is what she reads in the paper about
English soldiers raping a girl in the backs. Because, as Marcus asséstsis a
prisonerof English patriarchy, she feels a deepremstion to the girl and sees the
connection between the violence at home, fascism abroad, and the coming of war. Her
memory is repeatedipvaded by what she has read: OThat was real; so real that on the
mahogag door panels she saw the Arch in Whitehall; through the Arch the barrack
room; in the barrack room the bed, and on the bed the girl was screaming and hitting him
about the faceO (15). IsaOs association with the rape is interrupted when Lucy enters
carrying a hammer, but the connection between home, war, and violence is made again
shortly afterwhen Woolf conflates LucyOs hammer and the specifics of the rape.

Although mentioned separately from the explicit description of the news article
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paragraphs beforéhe line OThe girl screamed and hit him about the face with a hammerO
(16) is an obvious reference back to the story of the repethermorecontributing to
the dialogism and intertextuality of the novel, rape is alluded to through tretedpe
imageof the nightingale and swallows. Several lines are quoted from SwinburneOs
Oltylus,0 a poem about the rape of Philomela, whose tongue is cut out to ensure her
silence. Like the tapestry of allusionsBetween the Act®hilomelads own story is told
through her weaving a tapestry of truth. These references to Philomela symbolize 1saOs
own feeling of isolation as she often falls into silence. She creates poems in her head that
no one will hear, and her alienation is heightened by the lack of understéedmeen
herself and her Htempered husband.

In contrasto his wife as a representative of the young, angry inheritor of war,
Giles does at see, orefuses to see, the violence within England and is more concerned
with the vidence aross the channelThis narrowmindednessllows him to fel a
righteous, patriotic indignation and angeward the foreign other. The young
Englishman is enraged because he must change clothes for the pageant. In his mind, such
frivolous activities do not respect theavity of the approaching war: OHad he not read, in
the morning paper, in the train, that sixteen men had been shot, others prisoned, just over
there, across the gulf, in the flat land which divided them from the continent?O (32).
What Giles does not séethe imprisonment happening in his own homeland, where
people like Isa close themselves away from one another so as to not face the inevitable
misunderstandings amongst each othsa. and Giles are painted as complete opposites,

and heir fragmented @rriage is representative of thenglered fragmentation caused by
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patriarchy. While Giles, as a beneficiary of the hierarchy, does not see his complicity in
the creation of war, Isa feels his complicity and her own subjugation.

Playing her role as only stknows howlsa is not completely innoceahd
contributes to patriarchal divisions with hererly-feminized romanticisma romanticism
that often pushes Giles into his various categoriga is all poetry and clichZ with her
emphasis omomanticlove, her collage of random quotations, and predictable-wife
speak: OHe is my husbandE. The father of my childr&38). However, her
statement is tinged with irony and bitterness because she applies it to Giles after he has
returned from what the reademcanly presume is a romantic interlude with the
stereotypically ovesexed Mrs. Manresadnsteadof facing reality |sa welomes a kind
of passivity in herandom appropriation of literatureonventionsaand unfulfilled (and
probably imagined) love for Rert Haines. Giles, on the other hand, is @reitized in
his masculine, rigighrose, veneer of heroismand desire to exhibit his power and might
through active participatiom war. Having to remain seated as part of dlnelience, a
communal role heoes not perform well, Giles becomes frustrated and feels that he is not
himself because he is Omanacled to a rockEand forced passively to behold indescribable
horrorO (42), this, of course, referring to the ex@esenfuture-war that also invades
histhought. Because of GilesO proclivity toward only the afiasc the overly
feminized Isa becomes unsettled by his look of aagdrknocks over a coffee cup, the
symbol of the domestic sphere to which she is relegated. The knocking over of the cup
becones symbolic of the destruction of the home andmmon place by its own people;

both Giles and Isa are compligitthe upset and Oknocking overO of England.
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One difference between husband and wife is that Isa does express feelings of
guilt, a guilt that Gings over all WoolfOs characters (some aware of its causes, some
not)O (Phillips 223). She studies herself in the mBeomirror that is OthrdeldO so
that she can Osee three separate versions of her rather heavy, yet handsoBretageO (
She sems to be trying to come to termstiwvher own multiplicity bukeeps falling back
into her shallow romanticismand perfunctory quoting of literary text3here are
moments when she awalsefrom her characteristic trance, although it is difficult to
discen whether or not she is fully aware of her feelings. When Isa walks into the stable
yard, she looks around her at her natural surroundings and murmurs, OHow | am
burdened with what they drew frothe earth; memories; possessionsE.That was the
burdenElaid on me in the cradleEwhat we must remember: what we wéargetO
(106). Unlike Giles, Isa has an awareness of EnglandOs role in leading up to the current
political crisis. She continuesAways | hear corrupt murmurs, the chink of gold and
metalE.Hear rot the frantic cries of the leaders who in thaiytiseek to lead desert usO
(107). These thoughts speak to an understanding of EnglandOs complicity in leading its
people astray for the acquisition of capital gain, or Ogold and metal.O

Although the gloris of war are left out of the pageant, war is guesent in the
everyday life depicted between the acts of the play, and no one is more greatly affected
than Giles. In a more serious turn of the grotesque, he physically demonstrates his
aggressive, viol® power when he stomps tme symbolic snake unable to swallow the
toad. Having had enough of the community and what he sees as its passivity, he goes in

search for conquest. During his walk down the path, he remembers Othe rules of the
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gameO and kicksObarbaric stone,O a reference to EnglandOs colonization abroad. He
places symbolic value on each kick of the stone as it becomes representative of all that
destabilizes a normative England: OThe first kick was Manresa (lust). The second, Dodge
(perverson). The third, himself (coward). And the fourth and the fifth and all the others
were the sameO (68). Anything that subverts the glories of patriarchys@ueatity,
sexualdeviancen the form of WilliamOs implied homosexualiéynd passivity) besnes
a scapegoabf Giles anger and frustration. Oncedmeounters the snake and toad, the
reader witnesses an absurdly violent im&Ehe snake was unable to swallow; the toad
was unable to die. A spasm made the ribs contract; blood oozed. birthake wrong
way roundDa monstrous inversionO (69). Giles projects his own frustration at inaction,
viewing the snake and toad a perverted form of stalemate, but his violent action comes
off as that of a petulant child: nothing has been gaindueiniolent act.The last thing
Giles wants is indecision, even if that indecision involves whether or not to kill or be
killed. Therefore, he ks it upon himself, like Englantb enter the fight and stomps o
the snake, thus killing bothand he lierally wears his complicity in the form of the blood
on his shoe.

Not to be alone in his absurdity and WoolfOs mocksilgsO father,
Bartholomew is the quintessential traditional nationalist who never ceases his fantasy of
the better imperialist past. Unlike the new, unchecked andgitexf, the inheritor of
tradition, BartOs violence is less ploal and less obvious. Alse English patarch of
the country house, Baig only concerned with his past glories in the coloams

domineeringly torments those he deems inferide becomes angry with Isa for
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interrupting his daydream about his colonial exploits with savages and guns because Oshe
wasPdestroying youth and Indid@cause @mories of India and Oold men in clubs, old
men in rooms off Jermyn StreetO are all Bart has left for any kind of national identity
(13). Even his OforeignO Afghan hound, whom he dominates, reminds him ahhis for
glory, but Woolf does not allow for easy nostalgere. Bart is made ridiculous as he
bawls, OHeel!...heel, you brute!,O and his grandsonOs nursesntchgek, think to
themselves, Olt was impressiveEthe way an old boy of his age could stilhbewnake

a brute like that obey hi@h (9).Kathy Phillips speaks of the comic juxtaposition of Bart
presently commanding nothing bautdrooling Afghan houndan image completely in line
with the seriecomic carnival and the grotesqu&The thin flanks dhe dog diminish the
size of his conquestE.To juxtapose BartOs-seffgratulation with the drool o@es
entertainment value.O What is important here is that, as Phillips stetend
entertainment, humor pushes readers to reevaluate incongrudiss d&ftaen BartOs
memory of carrying a gun in India shows up next to a Oblob of foamO on the dogOs
nostrils, the glory of Empire dissolves into frothO (Phillips xviijoolfOs image of Bart
and his drooling hound subvert the traditional image of thedgretived imperialist that
Bart wishes he still represented.

Bart Oliver is an example of the Oconventional refuser of festivityO often found in
carnivalesque fiction. Marshall describes this grouser character as: Ousually a male who
needs to be coaxento a good humor, who mutters and mumbles to himself, who denies
that he has had a good time, or who spends his time throwing around as many monkey

wrenches as he can lay his hands onO (159). Of course, the other obvious Orefuser of
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festivityO is BartOers Giles. The great irony is that these men Odemand to be beguiled
back into the society they ruleO (159). With Bart, Woolf humorously mocks imperialist
values. He is bitter that EnglandOs time as the OgreatO imperialist nation has come to an
end, anche feels useless now that he can no longer fulfill his role as the powerful
colonizer. Giles is full of anger and selfinsciousness as a war looms and all he can do
is participate in what he sees as the frivolous entertainments of the community. Woolf
alows no Ogreat menO of action in her novel, and those who desire traditional ideas of
action are left bitter and unfulfilled. Instead, Woolf places focus and importance on the
mundane events of everyday life while reinventing culture and history. Gtmitae
argument implied iOrlando, Between the Acifustrates how OrealQ life isnOt what
happens during the acts of plays depicting Ogreat menO or the English literary tradition;
life is what happens Obetween the actsftimmongst the obscure artetcommonplace.
The carnivalesque mockery of BartOs privileging hierarahiggontrol over
otherscontinuesn his ridiculous cruelty toward his grandsajust before Bart yells at
his dog, George had been lagging behind his nurses, entrancédwgravhich:
blazed between thengles of the roots. Mendne after membrane was torn. It
blazed a soft yellow, a lambent light under a film of velvet; it filled the caverns
behind the eyes with light. All that iendarkness became a hall, leafeling,
earth smelling, of yellow light. And the tree was beyond the flower; the grass, the
flower and the tree were entire. Down on his knees grubbing he held the flower
complete. (8)

This image of George and the flower is a beautiful moment tuckechwitbblfOs

various critcisms and mockery. It is an example of one of WoolfOs Omoments of beingO
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she recalls from her childhood in her autobiographical essay OA Sketch of the Past.O
Thinking back to the past, she remembers a moment ofli@noyO and thedfor no
reasonEa sudden violent shockO that she would remember for the rest of her life
(Moments of Beingl). That moment was when she, like George, became fascinated by
a flower:

| was looking athe flower bed by the front door; OThat is the whdleaidl. |

was looking at a plant with a spread of leawssl it seemed suddenly plairat

the flower itself was a part of therdg that a ring enclosed whats the flower;

and that was the real flower; part earth; part flowi@toments of Bein@1)

The intensity of such a moment in the eyes and mind of the child uncover much of what
WoolfOs philosophy is about. These are the moments in life that are important, the
moments when a person sees his or her relationship to the world around onedstself a
connection to the inner workings of the mind. This is a moment of Ogreatness,O not those
actionpacked moments upheld in the stories and histories of EnglandOs past.

Sadly, GeorgeOs thoughts and inner awakening are rudely interrupted by BartOs
cruel attempt to frighten the child by jumping out from behind a tree with a newspaper
folded in theshape of a snout. The simple, cHilce delight he found in the flower is
replaced by fear, and Bart, Orais[ing] himself, his veins swollen, his cheeks flushedO in
anger thinks of the child as little more than a detyyO (9,13). Dismissive of his
grandsonOs feelings, Bart saunters away to read the paper. It is appasestéméhihat
BartOs hardness and lacleofpathy are part of the same social constructionsrthlke

him focus on his glory dayservicing England and Empire. Boys were meant to grow up
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tough,working toward lives of violence and action, not lives of gaentemplatiorof
their natural surroundings. Likerlando George has experienced one of the many rude
awakeningse will experience in a highly segregated, gendered society where men
should be manly and women are the ones who fall into fits of téad yet, Woolf
needs no didacticism to convey her disapproval of this construction. The fact that BartOs
actions and words are presented as ridiculously and needlessly cruel, her lessons come
through the words on the page despite the appearance of ambigui

George is not alone in his separation from Bart. Bart also torments his sister,
Lucy, by mocking her and denouncing her religion as mere superstiti@etiren the
Acts the brother and sister are presented as sitting firmly in their oppositlacasp
within the binary of rationality versus spirituality, as well as fragmentation versus unity.
Lucy is often portrayed as the ridiculous-tilthey figure by the ther characters. Isa
calls hera Odinosaur,O Giles is frustrated at her nasvetZ andezadin Oold fogey,O and
the villagers call her OBattyO and OOId Flimsy.O She could not be any more different
from her brother, Ofor she belonged to the unifiers; he to the separBisgdD (Bart
creates tension and, thus, fragmentation, and Lieytv find connections to and
between everything around her. She feels one with the house, nature, history, and the
other characters. As she takes in the view around her, she seems to be off Oon a circular
tour of the imaginatio®one making. Sheep,ws, grass, trees, ourselM@all are one.
If discordant, producing harmoiif not to us, to a gigantic ear attached to a gigantic
headO (119). This discordant harmony becomes the later cacophony of voices after the

audience has seen themselves asrieags in the mirrors. The unveiling of OOurselves,O
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of the current state of English society, is jarring: OBut thatOs cruel. To snap us as we are,
before weOve had time to assumeEANd only, too, in partsE.ThatOs whatOs so distorting
and upsetting and uttgrunfair,O the audience cries after Miss La TrobeOs performance
(125). But Woolf does not lean toward one or the other, instead arguing for unity and
fragmentation to coexist. Whilaucy and Bariare separated by their ideals, Woolf sets

up theboundarybetween the twas permeable and fluid. She writes, OBut, brother and
sister, flesh and blood was not a barrier, but a mist. Nothing changed their affection; no
argument; no fact; no truth. What she saw he didnOt; what he saw sh® aicd &6 on,

ad infinitumO (18). These two could have the possibility of complementing one another,
of remaining separate entities within the unified whole of commulitlin their current
society they are stuck in a cycle of separateness.

Out of the two siblings, LucyOs carnivalistic performance is that of the player who
desires a unified present and future like how she imagines the past to have been. Her
definition of Englishness is contained within her favorite readhmgQutline of Hisory,
which describes a time Owhen the entire continent, not then, she understood, divided by a
channel, was all oneO-7§. Her ancient example, ancient like how others view Lucy, is
ironic because part of the present threat to England is that itamgerlan isolated
island. As Julia Briggs argudbe invention of the airplane meant that England was now
connected to the continent by technological means, and she directly connects this to
LucyOs reading of EnglandOs history (86). England has ne lotibio accept its

connection to others, but before England can live in unified peace and without feelings of



threat from abroad, England must change its own ideals of conquest and nationhood from
within.

In Between the Actthe atmosphere surroundingethageant is one that reflects
the comedy and absurdity found in the pageant itself. While it might not be the
Rabelaisian carnivalesque that is obvious in its grotesquery, what happens between the
acts of the play further allows for a disruption in tteoke order, and this instability is
reflected in the everyday thoughts and actions of the villagers beyond the actions of the
play. Moreover, because the villagers are both the actors and the audience, the pageant
Oabolishes the distinction between sxectand performerO (Herrmann 16). This
pertains to the literal sense in that the audience members participate in the play,
particularly during the final act, but it is also meant in the &gjue sense as the reader
beginsto see that the audience memsbalso play their OrolesO betwthe acts of the
play. That said, it takes a certain kind of figure catsiderartist type to bring the people
together to face thedgmented roles they play. Thele person to attempt real change
and awareness indtvillagersis the mysterious playwright, Miss La Trob€he idea of
the Outsider as questioner and critic is an important aspect to understanding the
performative role La Trobe plays during the village pageant. She is an outsider on all
accounts. Shesia foreigner, a lesbian, an artist, and a woman. She further complicates
OwomannessO because her androgynous physicality contains stereotypically masculine
traits: OOutwardly she was swarthy, sturdy and thick set, strode about the fields in a
smock frock sometimes with a cigarette in her mouth; often with a whip in her hand; and

used rather strong languaB@erhaps, then, she wasnOt altogether a laBy20) La
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Trobe comes off as domineering in her assertiveness, masculine in her strength, and it
takes this subversive outsider show England the problemsthin that will inevitably
lead to its destruction if change is not made.

NonethelessMiss La Trobe is a complicated, ambigueharacter, and critics
disagree as to what exachgrrole is in tle course of the novel. Being the artist, her
endeavor is to force a kind of unity that is, perhaps, dangerous or misghie&€siay
sees her as a representation of the 1930s political poet, standing Oin the attitude proper to
an Admiral on his quarter de® (1961). She recalls WoolfOs 1940 essay OThe Leaning
Tower,O in which Woolf explains how the atmosphere of the1930s forced the poet to be a
politician. This atmosphere is described in Samuel Hyfles@uden Generatiomhich
explains how, during ime of war and political crisis, the world of the poet could no
longer remain private. Whether writers were reacting to the paditittee time or not,
the reading public were projecting their own fears, anxieties, and beliefs about the times
onto whateer they were reading, too. Other critics have seen a sort of fascism in
WoolfOs characterization of La Trobe as she and her gramophone keep the community
entranced, thus problematizing the concept of unity that so many wish to find in the
novel. Patric Joplin argues that Miss La Trobe represents the aagtgrant because
she tries to bend the audience to her will, but admits that Oin her finer moments, WoolfOs
playwright becomes the author as daticistO when she Ocelebrates the intrusion of
natueOs wild and uncontrollable whims to counter the fixity of social be@avidr
Ostops resisting the freedom of the wind, the rain, the instincts of the grazing animals, she

treats meaning as shared, as mutually generated by author, players, and a@@jence (
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As the stereotypical artist, Miss La Trobe would like to have control over her art and for
the audience to be on board with her aims, but much of the meaning is left to their own
making. She presents literary history in a way that is not didaattess the

didacticism in the play is satirical and meant to be questioned.

Similar to JoplinOs reservations about Miss La Trobe, De Gay insists that the
novel illustrates the dangers of unity, particularly exploring the ethical responsibility of
the arti$ who Oseek[s] to create social cohesion at a time when social order and
conformity were being championed by totalitarian states on both the right and leftO (199).
This concern is expressedTihree Guineasvhen Woolf writes:

Even here, even now yolatter tempts us to shut our ears to these little facts,

these trivial details, to listen not to the bark of the guns and the bray of the

gramophones but to the voices of the poets answering each other, assuring us of a

unity that rubs out divisions astliey were chalk marks only; to discuss with you

the capacity of the human spirit, to overflow boundaries and make unity out of

multiplicity. But that would be a dreamE. (365)

When applying thi€oncern and the concerns of critics who see danger inldiss

TrobeOs methad Between the Actit becomes apparent that WoolfOs novel sataires
conventions, including the traditional Romantic view of the role of the artist and literature
as a means of bringing people together through the personal expendématiefs of the

artist. Instead, just as Caughie supports, a postmodern understanding of the artistOs role
offers a compromise: in the final scene, La Trobe shows she is no fascist by bringing

together the audience but giving them room to createdh&irmeaning. The coercion

and declaration found in politicatopaganddas been replaced with the ambiguous
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image of the mirrors. These mirrors Orevis[e] the romantic todpresmonyEto
propose a new aesthetic which can deal with contradictions agthémtationO (de Gay
199). The mirrors symbolize the ability for the audience to see themselves reflected as
both community and individual in that they reflect multiplidit is not one continuous
mirror but fragments, fragments also showiingt eachmember has been brought
together for the pageant. The same can be said of the literary tradition in which WoolfOs
parodies and satirizes. Each quotation and allusion is shared amongst the villages, and
none hold pmacy over another. Moreoverdause bfaulty memories and
interruptions, none of the quotations are able to stand alone as solid exemplars of a stable
past literary tradition. Each quotation and reference is distorted or reinvented, and all
permanency is tossed aside in favor of a dialogjationship between the literary past
and the present use of the tradition.

Between the Acts a particularly difficult novel, perhaps able to be ranked
alongsice her other highly experimentpbeticalwork, The Waves Although the form
seemsstraightforward and the plot chronological, there is aaneggmdedness and choppy
guality that has plagued critics ever since the novel was first publishexbiting 1942
review ofBetween the Acts. R. Leavis criticizes Virginia WoolfOs last novalling it
Oextraordinarily vacantO and OpointlessO with Othe apparent absence of concern for any
appearance of grasp or pointO (97). Kristeva explains how the modern bourgeoisie had
embraced the realist, monologic novel while declaring tesipypean dialgic novel
OunreadableO (55). The ambivadeand operndedness of the Mgpean dialogic

novel leaves readers who want objective facts and accounts confused, thus creating the
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dilemma that WoolfOs final novel encountered upgultéication. Pamela Caghie
argues that WoolfOs novels benefit from a postmodern reading, and this aligns with the
metafictive qualities open for exploration in her work. Woolf does, indeed, Ointerrogat
the limits of realismQ3reee 3), and she does so in a way shared byratioenen
writers of experimental fiction. Although the argument may be made that both men and
women writers have written experimental fiction and play with language, Regina Barreca
sees experiment and play as Oa consistent pattern in womenOs writiyyjsairaf t
womenOs caadic textsO (18), and | add that this experimentation is also a direct
challenge to the tradition of literary realism and objectivity, an issue | will discuss in
greater detail in chapter five.

However,Between the Actsot only callsnto question the primacy of literary
realign: modernism, too, is challengeg WVoolfOs postmodern refusal to accept any
totalizing or consistent reading of twile or reality, including the adernisttendency to
elevate the artist and art onto a highamgel of authenticity and autonomy. As Pamela
Caughie expounds, WoolfOs fiction challenged Othe assumptions that the artist is a special
and seHsufficient individual, that the artwork is original and autonomous, and that art is
a means of providing order revealing truthO (30). In contrast to modernist readings of
Woolf focused solely on her experimentalism, reading Woolf as satire better allows us to
see her art as questioning the OgivensO of all established forms. Instead of realismOs
attempt to objetively describe reality or modernismOs attempt to accurately reflect the
chaos or banality of real life through experimentalism, Wo@&Dseen the Acis an

attempt at showingowwe generallyeadan age and emulate whaé have interpreted.
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By focusing on théhowsOWoolfOs fiction becora@rocess oriented instead of an
attempt at finding a stable truth in the modernfagemething often associated with
modernist techniquesBy focusing on process and how ideolo@es constructed,
Woolf complicates our tendendty create stable oppositions such as male/female,
past/present, and fact/fictios Caughie puts it:
Seeking out and acknowledging the doubts and difficulties of the creative process
and the instabilitiesf literary traditionEenables differences to emerge and
enables us to question their effects, without establisinother traditionE
Rather, the pointEis to introduce into the concept of tradition the concept of
changepf instability. Thinking of the lterary tradition as homogenous and
authoritative leads the modernist writersEto assert their difference from the past
and to adopt thianguageof liberaton, transcendence, and novelty. (Caughie 45)
Thevery importantole of the woman writer is to breghis sequence so as to effect
actual change instead of replacing one tradition with another.
Virginia Woolf leaves her final novel opeanded, breaking the sequence of final
truths or any stable understanding of her relationship to the literary tratiad
preceded her. The image of carnival continues with yet another play inside a play. The
villagers have left Miss La TrobeOs pageant confused and unsure of her meaning or what
they should or should not have taken from the acts, particularly tahafinentitied Othe
Present Time. Ourselves.O Bombarded by a cacophony of voices, ateme@sgons
and the repeated noise of the gramophone calling out Odispersed are we,O they leave to go
back to their everyday lives while Miss La Trobe drowesdorrows at her perceived

failure in thelocal pub. Yet another sceappears to open &iles and Isa now face

each otheto act out another evening together: the show must go on, and we are left
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unsure as whether or not there will be birth and ren&wal this final act.Her use of

carnival to disrupt easy,aitle readings or understandings. As Denise Marshall states,
OThe Owethade playOEdisintegratesO (170). In feminizing the carnivalesque, Woolf
again breaks conventions by subverting them thaglay, along with what happens

outside of the play, is made to be one big joRet this joke is not simply fun and
games.Everything is made ridiculous, and the only thing that contains any OtruthQ is that
thevery serious idea thathe @significant®noments outside of history &est as

significant as anything or anyone else. All hierarchies and conventions crumble, leaving
behind a heap of confusion, ambiguity, and fragmeitse tragedy lies in the focus on
systems of power that hagentributed to the current state of war, violence, alienation,

and the separation between the sexes; however, theeadedness of the final act leaves
room for change. It is yet another act being written into the tradition, but it, too, can be
reinvened. With repetition comes deviation. For now, the characters are stuck in their
roles within the typical narrative, but because Woolf has made the artistry transparent, we

see that this narrag can still be rewritten
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CHAPTERV
CONFRONTINGGHEER FLAPDOODLE THE EQUALIZING FORCE OF

MIDDLEBROW COMEDIC SATIRE ANDSTELLA GIBBONSG@OLD COMFORT
FARM

The middlebrow is the man, or wan, of middlebred intelligenagho ambles

and saunters now on trsgle of the hedge, now on that,pursuit of no single

object, neither art itself nor life itself, but batfixed indistinguishably, and rather

nastily, with money, fame, powesr presigeE. If any human being, man,

woman, dog, cat or hatfrushed worm dares calle OmiddlebrowO | will take my

pen and stab him, dead . )

- Virginia Woolf, MiddlebrowO

In the spirit of Menippean satire and its association with the carnivaleSiglia,
GibbonsO&old Comfort Farnis, without a doubtthe clearest example abmedic
literary parody within this collewn of twentieth centurywomensatiricalwriters Once
snubbed by critics and academicst fantastically funny, exceedingly popular novel has
stood the test of time witlecent scholarshiublishers, and even film directors calling
attentionto the masterful wit and humésund within the noveban amazing fador a
work that hadbeendismissed by academiostil only a few years agdue to its status as
middlebrow popular fiction Despite a bevy of fans, including scholars and critics, it
took half a century before essays and books with emapedicated to analysis of the
novel began to appear. And there still is not maeatouscritical attentiorpaid toCold

Comfort Farm Thenovel wassimply too populamwith middleclass writers during its

time of publication in 19321t was too ppular and todunny, thus burying the novel
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within thederogatory categoriesf womenOs, popular, and the dreaded Omidd@brow
fiction. With the curent renewed interest in middlebrow fiction and popaldture,
GibborsOs most loved novieins the ranks ofediscovered women@sting of the
interwar period.

| have purposefully, and not without a bit of humfotlowed Virginia WoolfOs
subversive satire with that of Gibbons in order to both juxtapose their works and show
the commonalities between two verfferent women writers Although contemporaes
with common goals, Woolf an@ibbons are often viewed in light of their conflicting
allegiancesand disdain for what the othepresented Woolf, herselfa modernist
Bloomsburiarand exemplar of thigerary avantgarde, has been charged with being
overly difficult and exclusionary in her highbraelitism, expermentalism and
intellectualismb characteristicexplicitly under attack in Gibbons@ovelin the form of
pigheaded Lawrencian postulants such asNbug and ridiculous theatrical
performances that @amore experimental than enjoyabM/oolfOstatement against
middlebrow literature does little to chatige theselaims of elitism albeitthe argument
may be made that Woolf was being defensive as a woman whtehad also been
lumped into a femiized category of fictiomerself* Stella Gibbons, on the other hand,
wrestled with the same ideas Woolf concernindjterary hierarchies, #htradition, and

where women fit withirthis tradition, but she did so in anapologetically humorous

! In a 1932 review for thEvening Standardf WoolfOFhe Second Common Readée English novelist

and critic JB. Priestley criticized her works as meant for an audience of Oterrifically sensitive, cultured,
invalidish ladies with private meansO (OMen, Women and Books: Tell Us More About These Authors!O
Evening StandardOctober 13, 1932: 11)
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and accessible waproudly embracing her modern journalistic pragesmatand matter
of-fact delivery while skewering snobbish intellectualism and whatsh as the

absurdity of thenodernist avanjarde. Bth the comparison and contrastween their
novels makdor an appropriately ironic and humorous examination of womenQOs satirical
strategies and purpose.

In addition to focusing on the middlebrow and how Gibbons adopts its methods in
her parodic novel, this chapter aimsstmw how BakhtinOs understandings of comedy
and parodyare made more complicatén anovertly parodic work that both challenges
and cetbrates English literary culture. While many writers like Woolf incorporate
snippets of other works, imitating various styles and creating a pastiche of the literary
tradition, GibbonsO entire novel isextended parody of nineteersthd twentieth
centuy literary culture playfully mocking the middlebrow yet using a modern
middlebrow attitude to attack the highbro@old Comfort Farmappropriates popular
literary trends such as nineteenth century romance and the gothic, as well as twentieth
century treds of rural fiction and modernism, often blending high literary style with
popular literature and contemporary cultuteis this middlebrow blending of cultures
and the use of what Bakhtin calls Ocarnival laughterO that create an equalizing force in the
novel, and in its use gfarody, competing voiceamnd imitated works are reviség a
modern practicality associated with the middlebrow. Unlike the harsher criticisms set
forth by WoolfOBetween the Act&ibbons simultaneously celebrates literaryurelt
while playfully mocking worrout trends, literary clichZs, and its history of exclusivity,

and does so in an accessible manner, thereby supporting a more intiaisigae
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between readers pbpular fiction and high literature. The parody of highbestn
Cold Comfort Farncreates a dialogic space in which those works deemed OclassicsO are
interrogated and refigured through the lens of middlebrow culture, thus breatinge
homogeneity of a literary tradition thiaashistorically sypportedstrict categories of
literature based on elitist attitudes toward clgssider, and mass culture

Cold Comfort Farnserves as aexample of how women writers, particularly
those of comedic fiction, were often marginalized and relegated to stigmatiegdroad
of popuar fiction and the Omiddlebrovdwever, GibbonsO parodic work complicates
any easy categorization, which is a common trait of satirical fietsoa whole Although
popular and accessible, much of the meaning within the novel cab@nhderstood by
a reader well versed both popular middlebrow and highbrow literature. Gibbons
makes solid use of the sensationalist OflapdoodleO produced by the rural novelist Mary
Webb, but she also mocks high literary styles and plot conventionatinmgithat of D.
H. Lawrence, Thomas Hardy, and Virginia WooKs a work of satireCold Comfort
Farmnot onlyplayfully mocks ovetused genre conventiofisund in themiddlebrow
rural novelsof the time butupholds that which iparodies, savings harshest criticism
for those elitist highbrows who claim art and literature as their owrastoamd dismiss
middlebrowliterature as femininestatusseeking andultimately unimportantin its mass
appeal No matter the height of the brow, so to $pélae novelmakes its attackand
neither popular novels naigh literatureOflapdoodlefbe safe fronmockery
Nonetheless, GibbonsO allegiances are mdireeiwith a womenOs literaradition that

includes writes that could have once betoughtof as OmiddlebrowiOring the
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eighteenth and nineteentbnturiedbut whose works had become literary clasbicshe
1930s includingsuch writersas Jane Austen and the Bratue to their readership
primarily consisting ofvomen.?

Gibbons wagarticularly a fan of Jane Austen, and Fldhe, novelOs protagonist,
actsas aplayful parody ofthe practical Austen heroine: much like Austen®s Emma, Flora
intends to tidyup Cold Comfortmeddling in her relationsOs lives for her own pleasure,
and allactions hinge on thisieddling. Otherwise, without FloraOs boredom and
meddlesome nature, the Starkadders@old Comfort Farmwould remain stagnant.
Fundamentally, Flora is the writéigure of the nove(she tells her friend, Mrs Smiling,
that she hpes to write a novel while at the farmand it is through her perspective that
the constructedness of literary convention is demystified for the reader. As Faye
Hammill notes, Flora effectively Orewrites the plot of [the StarkaddersOs] lives, arranging
each characterOs destiny exactly as a novelist wouldO (156). Gibbons champions the
feminist practicality and ansentimentality in the tradition of Jane Austen, ahd
eviscerateghe sexist, hierarchical traditions that her contemporaries refusedie. |&y
using parody to fuse middlebrow literature with highbrow and only sligixéggerating
highbrowliterary styles ér comic effect Gibbons knocks high culture down a peg or

two, thereby leveling (and democratizing) the literary playing field.

2 While the ternmiddlebrowwas not used until 1925, some classics predating this time may be viewed as
epitomizing the concept due to their popularity, success within the literary marketplace, lack of critical
attention, and generally middleclass femalef¢ominizedl readeshipball characteristics of middlebrow
literature.
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In a response to Rebecca OORourkeOs OSummer ReadingO guide included in the
Feminist ReviepRosalind Coward dismisses the satirical importanc@otd Comfort
Farmin relation to womenOs writing and feminism. She claims that while the novel is
Odelightfud and by a woman writer, it Osurely belongs more properly to the tradition of
right-wing humorists like Nancy Mitford than to a nebulous tradition of OwomenOs
writing® which is supposed to be of interest to feministsO (56). Such has been the charge
againg many women writers whose works are not overtly political or demonstrative of
some obvious tenet of feminism, thereby supporting the view that satire is conservative in
nature and that all light comedy by women is simply a show of pretty wit. Maroula
Joannou supports the idea that much of the writing of the 1930s Oremained solidly
conservative in its structures and feeling, especially writers of popular and middlebrow
fiction such as P.G. Wodehouse and even some women writers such as lvy Gompton
Burnett)(8). However, if we consider the recent scholarship on womenOs comedy and its
political significance, as well as the original OSummer ReadingO article frBentimast
Review it becomes clear #OORourkeOs inclusiorCafld Comfort Farmin a feminist
reading list is more than appropriate. OORourke affirms in her summer reading list that,
as a comedic work of satir€pld Comfort Farnonly playfully mocks Othe rural schoolO
of popular fiction and saves its strongest attacks for Othe idea of liteidré@
obsession with male sexuality as tied to the landscape, which can be found in the novels
of D.H. Lawrence Full of pathetic fallacyhypersexualized nature, and snippets of
psychoanalytic babble, these passages would be obvious enough for @feade

Lawrence, but, just to add to the satiric quality of GibbonsOs parody, she literally marks
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these moments of high literary style with her satiric Baedeker system for, as she states in
her mock dedication, those who Onot unlike [herself|[Ework in thgaruand

meaningless bustle of offices, shops and homes, and who are not always sure whether a
sentence is Literature or whether it is just sheer flapdoo@el® Comfort Farn®).

For instance, one threstar passage that obviously imitates the sort afobl
consciousnessO and male sexuality advocated by Lawrence can be found when Adam
Lambsbreath fetches Flora from the train station. In the style of the melodramatic
inhabitants of Cold Comfort, the narrator describes the scene and its psychological
connetion to AdamOs mood, a style and theme favored by Lawrence:

From the stubborn interwoven strata of his-sahscious, thought seeped up into

his dim conscious; not as an integral part of that counsciousness, but more as an

impalpable emanation, a crepukr addition, from the unsleeping life in the

restless trees and fields surrounding him. The country for miles, under the
blanket of the dark which brought no peace, was in its annual tortured ferment of
spring growth; worm jarred with worm and seed vgéed. Frond leapt on root

and hare on hare. Beetle and fifiishwere nto spared. The treaperm in the

muddy hollow under Nettle Flitch Weir were agitated, and well they might be.

The long screams of the hunting owls tore across the night, scaekebh black.

In the pauses, every ten minutes, they matéold( Comfort Farmi5)

In the comically juxtapositional style present throughout the novel, Gibbons undermines
this parodic highfalutindanguage with her straightforward style and the
acknowedgment of writerly arrangement: Oit seemed chaotic, but it was more

methodically arranged than you might thinkO (45). With this statement, GibbonsOs

parodied Lawrencian depictions of nature and consciousness fall from the pedestal of



high literature andahto a puddle of ridiculousness, showing that much of this
overwrought, pretentious style can, in fact, be laughingly labeled as Osheer flapdoodie.O

Regardless of the traditional view of satire as conservative as | discussed in
chapter one, women writer§ sdtire, particularlycomedicsatire differ greatly from
those within the masculine tradition. While masculine satire traditionally depends on
mocking that which challenges the status quo in order to maintain social statulity
supports a nostalgic view of a better pagimenOs satire challenges the very status quo
in which traditional satire upholds. Emily Toth explains this difference, arguing that
women use Ohumane humor,O only ridiculing what can be changed andgefiaim
the use of the typical scapegoat. Rather, Owomen humoristsEattaskbverBthe
deliberate choices people make: hypocrisies, affectations, mindless folloiaagial
expectationsO (783Regina Barreca adds to this understanding by asgehiat the
Odirecting [of] the comedic vision in all its forB&ony, puns, repartee, irreverence and
sarcasnbtowards those arrogantly occupying positions of powerO is specifically a
Ohallmark of womenOs humdstgmed and Unabashé&?®).

In the intoduction toLast LaughsBarreca cites J.B. PriestleyOs sexist allegation
that the Osort of humour essentially feminine in natureO is Osoft laughter and
smilesEsoon dissolv[ing] into tearsO (4). As a contemporary of both Gibbons and
Woolf, PriestleyOs #ttde toward womenOs comedy shows the significance of a work
such agCold Comfort Farmin a sea of comedies written by men that are typically
discussed as important works of literature, including satirical works by Evelyn Waugh,

and whyCold Comfort Farmshould be included in feminist discussions of womenOs
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satire and comedy. It seems to be less a problem of the comedic writer herself and more
a problem of her work being misread. As Barreca states, Ocomedy written by women is
perceived by many critics #&svial, silly and unworthy of serious attentionO

(OlntroductionO 6), and any focus placed on the domestic or other trivialized interests of
women is in danger of being labeled as OdelightfulO yet unimportant. This is the plight of
any work deemed Omiddiew,O especiallyhenwritten by a woman and comedic in
purpose.

There has been a growing interest in the middlebrow and literary works critics
label as such in the past decade. Nicola Humble outlines this new critical reevaluation,
supporting the idethat it has been ignored due to both its popularity from the 1920s into
the 1950s and its having been Olargely written and consumed by wor2nO (1
According to Faye Hammiill, popular novels by women Oon first publicationEwere
received as significant caitiutions to high culture,O yet Olater their high sales led to
their reclassification as commercial fictionO (3). It is this fear of the commodification of
art that drew criticism from the literary elite, including writers such as Woolf but
certainly notlimited to those highbrow authors. Culture critics ignited the Obattle of the
browsO through their attempts to classify and create hierarchies, dividing that which was
educated and difficult from what was viewed as more accessible to the public. Q.

Leavis characterizes middlebrow writers as Orespected middling novelists of blameless
intentions and indubitable skillsO who leave their readers Owith the agreeable sensation of

having improved themselves without incurring fatigue@7§36 Implied in her tement
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is the literary laziness of the middlebrow reader watiempts to find easily digestiblgts
and pieces of highbrow art hidden withizsdy available texts.

The style of middlebrow fiction typically contrasted greatly from the more
respected higbrow literature of modernism and postmodernism due to its Orestrained,
realist prose style,O preoccupation with womenOs lives, and its association with mass
culture(Hammill 4-5). The term OmiddlebrowO joined the lexicon of twentieth century
literary andculture critics after a 1925 article in the satirieahchmagazine described
this new literary trend: OThe B.B.C. claim to have discovered a new type, the
Omiddlebrow.O It consists of people who are hoping that some day they will get used to
the stuffthey ought to likeO (qgtd in Brown and Grover 4). Just as WoolfOs comments
about the middlebrow are derogatory, the sarcasm is apparent in the articleOs assessment
of the purpose for the middlebrow and its catering to the masses who cannot comprehend
actua highbrow literature but who want to feel erudite and cultured.

Ina Habermanifurther explainavhy the middlebrow was relegated to the margins
of literary culture:

OHighbrowO came to denote intellectualism and high achievement in art, while

Olowbrowslgnifies unsophisticated taste and a preference for formulaic

entertainment that does not greatly challenge the consumerOs intellect. The term

OmiddlebrowO was extrapolated from these two concepts in the late 1920s in the

context of the growth of massltureEand the expansion and diversification of

the market for printed matter. (32)

What is important to note here is the fact that even the Olowbrow,O thelEfdso

Ounsophisticated taste,O was given more respect than that OmiddlingO group, as Woolf
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called the middlebrow, who, to writers such as herself, tried to appear more artistic,
learned, and sophisticated than they actually were. With its association with mass culture
and accessibility, middlebrow culture became the bogey for those fearfa of t
vulgarization of high culture anddt cultureOs exclusive status.

Kate Macdonald and Christoph Singer give a brief historical account of how the
avant garde worked its way to the top tier of literary culture during the early part of the
twentieth centty. Regardless of the tastes of the masses, who deemed the
experimentalism of the first two decades unsavory and quite vulgar in its challenge to
realist art, the avant garde quickly Omoved from marginality to assume mainstream
intellectual validity,O prucing the effect that anything not OhighbrowO® Obecame
excluded from increasingly influential critical approvalO (2). Thus, Oworks of an
advanced and experimental nature were awarded a cultural value far greater than those
which were not avant garde, wleoguthors were assumed to have inadequately middling
literary aspirations or a mediocre quality of readersO (Macdonald and Singer 2).
Although the trend was that of divisiveness, specifically of literary critics creating a
dichotomy between that which wpspular and that labeled avant garde, middiebrow
culture, in its mass appeal and accessibility, created a common area for a diverse
readership. As Macdonald and Singer affirm, Omiddlebrow reading was available to all,
and highly productive authors, suat H G Wells, could deliver novels for readers from
all three areas on the cultural continuumO (3). The popularity of the middlebrow may be
attributed to the inaccessibility of those experimentalists of the avant garde. With

audiences who were Ounablstmmach StravinskyO and who Oremained loyal to
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nineteentkcentury romanticism,O as well as readers who, Ofinding Joyce, Woolf and
Lawrence hard to take, sought the continuance of nineteenth century realism,O the
middlebrow became a way for the mass restiprto enjoy the standard fare with a mix
of what they considered high art (Baxendale and Pauling 49). This sort of ygpidded
approach further contributed to accusations that middlebrow literature was simply
escapism masked in a higher literary style

Moreover, with middlebrow literature being produced and consumed primarily by
women, middlebrow literary culture itself became feminized, even while intermodern
men such as the satirist Evelyn Waugh were also writing popular novels that did not fit so
neatly into any particular category and were read by various audiences (Brown and
Grover 10). This feminization of the middlebrow was not simply a gendered
classification based on the writers and readership but one that assumed an inferior,
degraded statufor the middlebrow within the literary culture wars. Historically, men
have been connected to the elite and exclusionary literature of, for example, modernism
in the twentieth century, while women have been associated with popular literature
connectedd mass culture and consumerism. Because of this feminization of the
middlebrow, it was considered unworthy of scholarly attention and lacking the
seriousness of purpose of highbrow literature. However, new scholarship attempts to
redefine the term OmiagtrowO as Oan effective critical category for the consideration of
interwar literatureO (Hammiill 6).

Instead of dismissing an entire grouping of literature as caedgssible or

Opandering® to mass culture, middlebrow literature should be viewedrag affe
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legitimate alternative to both high moderniamd popular culture, for, as | have stated,

many secalled Omiddiebrow® novels are difficult to categorize and often use a mix of
both. Imitative and performative in nature, the middlebrow allows womniers to

juxtapose different genres and trends in order to call into question the exclusivity and
pretentiousness of the male dominated literary establishment. And, as Judy Suh supports,
a parodic middlebrow work such @sld Comfort Farms in line with feminism because

of this attempt at destabilizing rigid categories, particularly by targeting those who go
against Omiddlebrow values of inatiness and progressO (140).

The moment when Flora introduces Meriatine servant girl who gives birth each
spring,to birth control certainlyllustrateswhat a middlebrow readership would see as a
humorous jab at the absurd depictions of women in litersdsrevell as poking fun at
conservative, outdated views on womegdies and reproductive rightshdsemostly
womenreades would support theniddlebrow progressive valuekampioned by our
protagonistwho refuses to sensationalize the everyday and commonpseréam
bemoans her yeartyonditionand the burden it places upon,HamentingOHavenOt |
enough to bear, wiO three children to find food for, and me mother lookinO after a fourth?
And whoOs to know what will happen to me when the sukebind is out in the hedges again
and | feels so strange on the long summer evebR@sFlora challenges MeriamO
despondency with simple retorthat implies the power of the modern woman who takes
control over her own body and situation

CNothirlg will happen to you, if only you use your intelligence and see that it
doesnOtOE. And carefully, in detail, in coalgsles, Flora explained exactly to
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Meriam how to forestall the disastrous effect of too much sukebind and too many
long summer eveninggpon the female system. (6®)
The middlebrow reader is in on the jok&jiling and nodding her head atellow
modern woman of common sense aoting FloraOs unemotional response to MeriamOs
horror at the idea of Oflying in the face of nature.O As Flora humorously puts it, ONature
is all very well in her placgebut she must not be allowed to make thingsiy® (70).

Just as what happens with the contemporary reference taintiol, cultures
collide with the parodic characterization of Aunt Ada Doom and FloraOs correct
assumption that she is only playing the role prescribed to her through literary
conventions. The women at Cold Comfort are trapped by their environment and
dominated by the roles in which they represent and perform. Although not literally
OtrappedO in the manner of Bertha fiaome Eyrethese women at Cold Comfort have
become prisoner® tthese roles that keep them tied to the farm and nature. Itis up to
Gibbons and her middlebrow audience, one who is presented as havingup®ised
these clichZs, to challenge these conventions and expectations so that the other meanings
and Orealits® embedded wiithithe text can come to light.

The matriarch of the Starkadder family, Aunt Ada Doom, takes on the one
domestic role in which she can retain power, the ODominant Grandmother Theme,O as
Flora calls it (Gibbons 57). Gibbons playfully mockistconvention, using Flora agr
mouthpiece:

E found in all typical novels of agricultural life (and sometimes in novels of
urban life, too). It was, of course, right and proper that Mrs. Starkadder should be
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in possession at Cold Comfort; Flora shduddve suspected her existencar

the beginning. (57)
Aunt Ada DoomOs character also recalls the convention of the Omad woman in the attic,0 a
nineteenth century literary conventidamously discussed in great length by the feminist
literary critics Sancdh Gilbert and Susan Gubar in relation to the angmhster binary
often used to represent women in literature. As Gilbert and Gubar explain, women
writers of the nineteenth century often used themes of entrapment, madness, and anger in
order to projecttteir own disillusionment with womenOs roles within patriarchal
constructs (85). Gibbons uses this tradition of womenOs writing to playfully mock
depictions of womenOs madness and hysteria, a convention that had been appropriated in
the popular rural novslof the 1930s in the form of ti@Dominant Grandmother Theme.O
She uses Flora as the guide to uncovering the truth that Aunt Ada Doom is, in fact,
perfectly sane, aware, and in complete cordf@he goingson at the farm.

Further blending culture§loraOs practical findings merge contemporary
allusions with these conventional literary tropesftef having observed Aunt AdaOs
Ofirm chin, clear eyesO atight little mouthO and narig her Oclose grip upon the
OMilk PrducersO Weekly Bulletin andvwkeepersO Guide,O0 Flora concludes that Oif
Aunt Ada was Mad, then she, Flora, was ofithe Marx BrothersO (171). Here, the
reader is reminded of the contemporary space in which the novel takes place. This is no
Victorian Omad woman in the attic,Otlgieltered from modern popular culture; Aunt
Ada is a woman who knows exactly what is going on in modern farming with her OMilk

ProducerOs Weekly Bulletin and CowkeepersO Guide,O and if the reader was not jarred by
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the bulletinOs inclusion, then the jpdsition of Aunt AdaOs Victorian madness with the
reference to popular culture in the form of the Marx Brothers should have the reader
laughing at the absurd, edated depiction of Aunt AdaOs madnéRsis same kind of
juxtaposition between literary coention and popular culture occurs shortly before when
Flora compares the gathering of Starkadders in the Cold Comfort kitchen to the Chamber
of Horrors at Madame TussaudOs, a humorous way of depicting the ghastly atmosphere
after Flora has returned fromettdawkmonitor ball and attempts to Ocrack the social ice

a bitO (170).

Along with Aunt Ada DoomJudith Starkaddeaepresents a confining, rather
sexistliterary construct. Sheerforms the role of the obsessive mother as found in D.H.
LawrenceCSons ad Lovers She, like LawrenceOs Mrs. Morel, is haunted by her sonOs
relationships with women, an obvious nod to Mrs. MorelOs jealo@®nmand Lovers
The reader is made to assume that it is SethOs own transgressions that have brought on
MeriamOs yeariconfinements, and when Judith and Flora hear MeriamOs cries from the
barn, Judith is brought to melodramatics as she Oseemed bowed under the gnawing
weight of a sorrow that had left her too exhausted for anger; but, as she spokédjkan asp
gleam of cotempt darted into her overlidded eyesO (64). Continuing the melodrama
typical of the Starkadders, the narrator then presents a highly sexualized description of a
photograph of Seth, creating evenajez awkwardness surrounding LawrenceOs
portrayal of sub strange, incestuous longing between mother and son whose Oyoung
manOs limbs, sleek in their dark male pride, seemed to disdain the covering offered them

by the brief shorts and striped jerseyO with Ohis full, muscled throat, which rose, round
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and proudas the male organ of a flower, from the nick of his sweaterO (64). Again,
Gibbons is parodying the hypsexed style of Lawrence, which is immediately undercut
by FloraOs matterf-fact musings in response to SethOs image: OHe is a thought too fat,
but really very handsomeO (64). But the Lawrencian imagery continues after Judith
condemns Seth as the shame of the family:

She stood up, and looked out into the drizzling rain. The cries from the little hut

had stopped. An exhausted silence, brimmed thalenervating weakness which

follows a stupendous effort, mounted from the stagnant air in the yard, like a

miasma. All the surrounding surface of the countryBittee huddled Downs lost

in rain, the wet fields fanged abruptly with flints, the leaflissns thrust

sideways by the eternal pawing of the wind, the lush breeding miles of meadow

through which the lifeless river wandef@deemed to be folding inwards upon

themselves. Their dumbness said: OGive up. There is no answer to the riddle;
only that bodies return exhausted, hour by hour, minute by minute, tothe all
forgiving and allcomprehending pmaeval slime.(®5)

Full of ridiculouspathetic fallacy, Gibbons marksis passage with two stagot quite

the threestar outpouring of otherdwrencian passages, but still a tongueheek

moment of OfineO literature, in case her reader might read it as Osheer flapdoodle,O of

course.

What is important about these momeoitparody and mockerg the emphasis
placed on tha@reverence toward Erary hierarchy, particularly a literary hierarchy
condoning the cult of modernist masculinity and sexism as represeritigghbrow
writers such as D. H. Lawrencé is through comedy, and what Bakhtin refers to as

Ocarnival laughter,O that the equadiZorce in the novel comes to light. Carnival

laughter, the kind found in Menippean satire, is egalitarian, unlike the laughter of
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superiority. In not taking itself too seriously, carnival laughter through parody shakes up
the official language, leavingpom for diverse voices and meanings and the questioning
of the uniformity of thought. Comedy and parody add layers of meaning that can
contradict that which is being referenced. About the importance of carnival laughter,
Bakhtin writes that Othe worislseen anew, no less (and perhaps more) profoundly than
when seen from the serious standpoint.... Certain essential aspects of the world are
accessible only to laughte®apelaiss6). Laughter erupts from the collective body of
society, and womenOs catpeespecially when found in satire and parody, disrupts the
literary pecking order.

Continuing her support cold Comfort Farnmas a significant novel by a woman
writer, OORourke vouches for the novelagre item, a comic novel by a woman,
which isguaranteed to succeed by its refusal to take anything, including itself, seriouslyO
(12). What make€old Comfort Farnsuch a valuable contribution to feminist studies of
womenOs comeayd satire is exactly thatsitefusal to take itself, as a work of
literature, seriously. By doing so, Gibbons suggtssliterature has, in fact, been taken
too seriously ingad of being enjoyed or playedth for the sole purpose of pleasure or
jouissanceit has beemurposetilly made difficult and convoluted in order to gain status
within highbrow culture As she explains in her humoroteguein-cheek dedicatory
letter, GibbonsCexperience as a journalist had taught her to Osay exactly what [she]
meant in short sentenc@sbut, in order to write Literature, she had to Owrite as though
[she] was not quite sure about what [she] meant but was jolly well going to say

something all the same in sentences as long as posioleGComfort Farnt-6).
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Contrary to the battlef-the-brows arguments attempting to maintain hierarchies and
distinctions between lowmiddle, and highbrow art, Gibbons presents a hybrid novel
that parodies all three, and in using parody as her weapon of choice, she ultimately
reveals the importance of mgaining awvomenQs practical, modern middlebadtitude.

It is through parody that the Odoufstecedness,O or dialogism, shines through in
Cold Comfort Farm Like Woolf, Gibbonsmitates literary styles in order to poke holes
in the belief that any one form could be superior to another, but she does so with a more
inclusive, middlebrow approach. Since meaning is created through a collective body of
voices in interaction with onenother, GibbonsOs use of oppositional styles, literary
clichZs, and other recognizable literary patterns simultaneously challenges the original
meanings, supports original meanings, and creates nevbatlgsom different strata
within the literary commanity. As Bakhtin writes, in order for a novel to express
dialogismit Omust represent all the social and ideological voices of its era, that is, all the
eraOs languages that have any claim to being significant; the novel must be a microcosm
of heteroglossO (Dialogic Imagination 111). With parody, the social and ideological
voices include those of the past and those of contemporary ¢asunell as the voice of
the auithor. These multitudinous voices destabilize hierarchies in that voices from various
cultures, including high culture and popular culture, are present within the same text,
changing and adding meaniag these voices are presented.

Cold Comfort Farms an example of how this kind of dialogic novel can work to
break down barriers betweeaiges and culturesin order for these parodies to work and

the humor to be effective, Gibbons must assume that the average, everyday reader has
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had access to the original works being paradidtether those works atiee popular
rural novels or those dfigh literary culture It is this middlebrow readership that
continues to build onto the meanings supplied by both Gibbons and the authors of the
works she parodies. What happens is thainiaginary boundary between oppositional
cultures is made poroas those who read highbrow and middlebrow literature get a
chuckle when recognizing whatever literary mode is under atgkanne Kehde make
this connection between the various voices within a novel and those contextual presences
that further the crémn of multiple meanings when sktates, Othe presence of many
voices in the novel is due not only to their internalization on the part of the author but
also to the cultural factors surrounding the novelOs loAggiceyO(28). This directly
appliesto a novel likeCold Comfort Farmn that, although the literary $tory in which it
refers is fairlyrecentthe culture of the nineteenth and into the early part of the twentieth
century vas one of rapid social change.

These social changes are evidenCold Comfort Farmas popular cultw and
literary culture collide.Flora intervenes when confronted lvthe novelistic clichZ of the
Oprimitive@oman tied to the earth in tferm of the character MerianThe narratq
tonguein-cheek as always, describes her as Oa creature who was as close to the earth as a
bloomy greengageEand this greengage creature never had any bother with her
confinements, but just took them in stride, as it were. Evidevitylam belonged ithe
greengag categoryO (69). Again, it is the narratorOs pragmatigiteobvioudy
echoing the practicality of both the author and her heréiloea, that undercuts this

wornout literary tradition of the femalgype connected to nature and the yaotlVith
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Austenian irony in phrases such as Oas it wereO and Oevittentigj@ative comically
undermines systematic classification and shallow depictions often portrayed in literature,
and Flora corrects this wowut stereotype, insuring that Merianilwmo longer be a
slave to heliterary classification.Here, the culture of the progressive woman of the
1930s with Flora as its representativadefeats the sensationalistic novels preceding her.
Otherseemingly simplifieccharacterizationare madenore complicated through
the use otomicparodywith the inevitable Gibbons underminin@akhtin argues that
the dialogic nature of a novel rests in the relationship between the author and her point of
view, the narrator, and the characters. The narratcharacter herself, is not always the
voice of the author, just as Oeach characterOs speech possesses its own belief system,
since each is the speech of another in anotherOs langDiadegic(Imagination315).
This relationship allows for contradiohs and ironies to pluralize the meanings
embedded within each speech act, and the diverse voices within this dialogic relationship
not only encapsulate different languages and meanings but different worldviews from
different social groups and cultureg.herefore as M. Kéth Booker asserf€the dialogue
in the novel thus dramatizes ideological struggles in the society as a wholeO (3). Through
parody, Gibbons illustrates the struggle betw@ealityOard @ealityd apresented in
fiction, and it is pnmarily through her characterizations where readers become aware of
how shallow tlese types are typically drawn.
For instance, when we first meet Selig narrator portrays him as the
stereotypical ovesexed Lawrencian figure with his sullen attitude, culesr body, and

voice that Ohad a low, throaty, animal quality, a sneering warmth that wound a velvet
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ribbon of sexuality over the outward coarseness of the manO (38). He sits Osprawling in
the lusty pride of casual mamtd,O and Gibbons cannot hlegasdf from further
humorous farce as she finish@svith a good many buttons and tapes undoneO (39).
When Meriam enters the room he Olaughed insolently, triumphantlyE[undoing] yet
another button [of hishért], and lounged awayO (41). Setbets his match i Flora
who, adopting the practical, middlebrow blasZ attitude that contrasts her from her country
relatives, dismisses his attempts at shockinglir his masculine sexualignd sexist
remarks With another jab at LawrenceOs Oblood consciousnegs@daned
constructions, Seth enacts the role of the typical Lawrencian misog@igamen are all
alike Daye fussinO over their4als and bedazinO a manOs eyes, when all they really want
is manOs blood and his heart out of his body and his soubkgriteEO (82). FloraOs
response rejects any power in his statement as she nonchalantly replies, OReally?0 while
Olooking in her workox for her scissorsO (82). Continuing in his attempt to disquiet the
detached Flora, Seth responds in theeshawren@n style and rural dialect, something
GibbonsOs parody allows her reader to see is just as constructed as the character himself:
OAy.O His deep voice had jarring notes which were curiously blended into an
animal harmony like the natural cries of stoateasel. OthatOs all women vant
a manOs life. Then when theyOve got him bound up in thals fahd bedazinO
ways and their softness, and he canOt move because of the longinOdsr them
cries in his manOs bloodB(82)
Flora again answers calmip@dismissively, thinking to herself that she has known this
type before, and, ironically, it is not from the country. Like many moments in the novel,

Gibbons takes this opportunity to point out that the country is not all thatediffeom
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the city. Hora thinks to herself that she has already participated in this kind of discussion
Oat parties in Bloomsbury, as well as in drawoams in Cheltenham,O though Oin
Cheltenham and in Bloomsbury gentlemen did not say in so many words that they ate
women inselfdefence, but there was no doubt that that was what they measg) (82
Once Seth discovers that Flora has had a bit of fun with him, we find out that what Seth
truly loves is not being a rake but going to Othe talkiesO (83). This iSitbems
makes it clear that the division between the country and the city had never really existed,
even before FloraOs d#il ways infiltratethe farm. Novelists have propagated the idea
that the country is either backward or, if held from a nostalgndpointinnocent and
pastoral. Setls@sue with women has nothing to do with his masculib®od
consciousne€or connection to nature; he hates that the women he has taken to the
movies Oworrited me in the middle of a talkie. Ay, theyOre all the samems$tehave
yer blood and yer breath and ivery bit of yer time and yer thoughts. But IOm not like that.
| just like the talkiesO (147).

Another character who at first appears to be nothing hurahliterary sereotype
is Elfine, the Bronttesquesprite who is, in the words of Adam Lambsbreath, Oas wild
and shy as a Pharisee of the woods,O and, as Flora puts ithéaar@ed bt stunt,O
implying with OstuntO that it is simply an act (60). Reminiscent of Catherine from
Wauthering HeightsE:lfine flits here and there and appears to have no understanding of
social protocol; howeveFElora understands the type, thinking how if shesdoet
intervene, Oeven if shecapes from [Cold Comfort], she will only go and keep a tea

room in Brighton andjo all artyandcrafty about the feet and waistO (61)tetén the
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novel Flora, through logic and the application of her urban experiences with various
artistic crowds, realizes that Elfimg indeed, followinghetrendy naturevorship

fashion of thdbohemian set. Just as Flora pokes fun at the way the unconventional are, in
fact, justas conventional as any other group bound up in their own rules, we find that
Elfine has become a follower of the conventions illustrated by Miss Ashfasdbwhed

a teahouse and wore smocks that Flora correctly guesses were Oembroidered with holly
hocksO and who Owore her hair in shells round her ears and a pendant made of hammered
silver with a bit of blue enamel in the middleO and grelsh@35) When Flora takes

Elfine under her wing and declares that she will correct her behavior and style with the
help ofVoguemagazinethe reader realizes that one kind of performance is simply being
replaced with another. And yetven though we know that Flora isreeddler a

colonizer sebut to Otidy up® tBerkadders®, we can see that FloraOs gmakis one of
practicality. It is not that Flora only cares about keeping up appearances IlshetHiéte

the modern new woman, must arm herself with variously create@€iSéfvorder to

survive in diverse societieslora tellsElfine, Ol tell you of these things in order that you
may have some standards, within yourself, with which fgdeecompare the many new

facts and people you will meet if you enter a new life85). For Flora, this is simply a
realistic portragl of modern society and does matcessarily man that Flora agrees with

it. Either way, Gibbongas set up yet another example of how the city and its trends had

% Not above GibbonsOs playful mockétpraOs takeovir directly tied to colonial discourse. She

compares her first meeting the Starkadders with how OColumbus [must have] felt when the poor Indian
fixed his solemn, unwavering gaze upon the great sailorOs faceO and how Ofor the first time a Starkadder
looked upon a civilized beingO (49).
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already affected the farm, that the characters were already playing their literary roles, and
how these roles can quickly change once a dynamic force such as Flora, or any OnovelistO
for that matter, comes into the picture.

By comicallydeconstructinghe reader@spectations about characters like Seth
andElfine, Gibbons not only allows for conventions aedressivaypes to break down
but chalenges the nostalgaepictions ottharactes and setting typically created in
novels The separation between the country and the city is an illusion, caving to the
nostalgia fo a better past or simpler tilmehich does not work for women writers who
have been marginalized. For those women, mropgeygress wdks in their favor. And,
as womae writers of satire, using irony to refrain from falling into nostalgia for the past
allows women to simultaneously insert themasslinto the literary traditiowhile
challenging the conservative views of Ea@s maintainingdw things have always been
done. Satire becomes a powerful tool in the hands of the woman writer, forcing open the
door to literary inclusion yet making certain that her presence within the system does not
perpetuate theld assumptionand practices that have been used to justify her exclusion.

In contrast, GibbonsOs contemporary, Evelyn Waugmaewriter of comedic
satire of a similar styleo that of Gibbongbout whom much has been writtand who
could be labeled as Omiddtak® for hislarkly humorous works of satire, but his work is
often nostalgic for what he saw as EnglandOs greatiptsestingly, and ironically, it
was speculated that the name OStella GibbonsO was a pseudonym for Waugh; according
to critics, it was bvious thatCold Comfort Farnwas too witty to have been written by a

woman (Hammill 172). Both situated within the hazy category of what Kristin Bluemel
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refers to asntermodernisndue to their use of necanonical forms, neither Waugh nor
Gibbons fits he experimentalism of modernism or postmodernism, nor the social realism
that had grown in popularity in the 1930s. These two writers share similarities in their
comedic and satiric interests, as well as their mass appeal, yet only Waugh has thrived
within the literary canon. Part of the reason might be that Waugh better fits with the
elitist attitude, anxiety of modernity, and nostalgia for the past so common within the
highbrow literature of the time, and his version of satire is much more in lin¢hattbf
the traditional sense that satire is meant to be conservative and uphititchihchoral
standards.
Jonathan Greenberg expounds on this doubleness of satire and its ability to be
both conservative anslibversive, and his primary example of s@seonservatism is, in
fact, Waugh. It is WaughOs conservatism, his Ooutspoken traditionalism,O which Oappears
to reinforce his satiric ridicule of all that departs from-atgestandardsO (30). Waugh
himself once stated:
Satire is a matter of periodt flourishes in a stable society and presupposes
homogenous moral standards.... It is aimed at inconsistency and hypocrisy. It
exposes polite cruelty and folly by exaggerating them. It seeks to produce shame.
All this has no place in the Century of t@emmon Man where vice no longer
pays lip service to virtue. (385)
In a time when he felt society and its Ohomogenous moral standardsO had disintegrated,
Waugh believed that true satire had met its end during the twentieth century and
expressed nostakgifor what he saw was a better, more noble past. This conservative

critique of modernity is portrayed in most, if not all, of WaughOs novels. For example, in
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Vile Bodies he mocks what he calls the OBright Young Things,O the younger generation
depictingthe aimlessness and decay of traditional English valueBrideshead

Revisited the @ntral focus is oCharles RyderOs nostalgia for the English country house
andthe nobilityOs greatness prior to theilapse following the Second World War.

Many citics have seen this conservatism and propensity for nostalg¥augh

Christine Berberich explains that for Waugh, Othe country house represented certain
values in society: the moral worth of its inhabitants; wealth of history; admiration of the
arts and all things beautifulO (52). Comparing WaughOs vision of a modern wasteland to
that of T.S. Eliot, Samuel Hynes sees a connection between the two in how Othe
emptiness of modern existence is ironically urst®red by reference to the magnificent
visions of the pastO (59). For Waugh, there is little opportunity for anything positive to
come out of this newer generation of urbanites, and he mourns the stability he believes
was once found in England.

In contrast, recent critics of satire have focusethertransformative qualities of
twentieth century satire, which are more in line with how women writersatise as a
vehicle for change angew understandings. For example, referring to Menippean satire
as Onarrative satire,O Frank Palmeri affirmsitireative satire Oparodies both the official
voice of established beliefs and the discourse of its opponents,O and, therefore, it
Ointerrogates any claims to systematic understanding of the worldO (6). His conclusion is
that narrative satire is Otherefdess tied to a conservative cultural project and
potentially more subversiveO (6). Unlike Waugh, women writers such as Gibbons saw

this breakdown and instability as a time of liberation and experimentation, using satire to
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play with traditional socialrad literary constructions. With a focus on the comic
subversion within womanist writing, Barreca explains that Owhile male writers were
exploring their disturbance at the breakdown of traditional structures, women writers
were expressing exuberance aipsely the same phenomenaO (17). Not only were
women writers able to comically play with worn out clichZs but they challenged the idea
that traditional structures as presented in literature evgtiedxn the first place.
AlthoughWaugh glorifies the amtry and the past, Gibbons perceives instability and the
ObreakdownO of traditional values as more of an illusion created by writers than a reality,
thereby parodying various literary genres to demystify the constructedness of the
conventions and themesund therein.

Gibbons,a woman writer of comedy with middlebrow attitudes, fits within what
Bluemel describes as the hazy area within-twientieth century writing that
Odeconstructs multiple binaries, not just the highbrow/lowbrow oppositionEreshaping
theways we think about relations between elite and common, experimental and popular,
urban and rural, masculine and feminine, abstract and realistic, colonial and colonizedO
(3), and she does so by using comedy to dislocate the literary conventions that beco
mistaken for Otruths.O Barreca accounts for this difference between masculine nostalgia
and womenQOs amtbstalgia:

without subverting the authority of her own writing by breaking down convention

completely, the woman comic writer displays a differ@de of subversive

thematics than her male counterparts. Her writing is characterized by the

breaking of cultural and ideological frames. Her use of comedy is dislocating,
anarchic and, paradoxically, unconventional. (Olntroductici@) 9
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Unfortunately for these Ointermodern® women writers, they Otried to speak to and for
community, in the language of the people, but thereby risked the periodOs dismissive
label of OmiddlebrowOO (Bluemel 12). This community and its people were growing ever
more heterogenous, and GibbonsOs interplay between differing literary cultures, as well
as her illustration of city versus country life, mocks the dichotomies often reinforced in
literature. Waugh, in line with modernist classicism and anxiety, constringecountry
as a symbol of EnglandOs better past and the city as the corrupt reminder of the dangers of
modernity. GibbonsOs constructed binary of country versus city, on the other hand, is
ironic, tonguein-cheek, and ultimately breaks down once tlzglee realizes that the
country had been infiltrated all along. Cold Comfort Farm and the Starkadders who
inhabit it are humorously portrayed as backward, irrational, andaiatl versus the
practicality and freedom of the cignd its inhabitanidut there is constant movement
between the two even foee FloraOs arrival at the farm.

In The Country and the Cityhe culture critiRaymond Williamdbriefly
mentions the interplay of the country and the city as portray€dlsh Comfort Farm
especially irrelation to the mythology of their separation that writers havarazid in
their literary works. According to Williams, the early part of the twentieth century saw
the country, specifically a working country, transforming into a place representing
physial and spiritual regeneration. It had become Othe teeming life of an isolated nature,
or the seasonal rhythm of the fundamental life processes,O contrasting with the
associations of the city as the place of Omechanical order, the artificial routingsO (252

Habermann explains how the image of the country became tied to that of the past, with
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the city affiliated with the future (103Referencing writers such as D. H. Lawrence,
Williams describes what came to be called the regional novel and how mineh of t
symbolism of regeneration was so exaggerated as to become an easy target for parody
and satire; however, he asserts that this kind of targeting also hintsudiab@n
uneasiness, a tension of attraction and repulsion, a brittle wit which is a lemdsidn
by caricatureO (253).
Like the mythologies of the hero attacked in Wool@anda, the connotations
of the country and its perceived distinction from the city upholds cultural norms and
constructions of OEnglishnessO that, while easily mocked, are continuously appealed to by
writers made uncomfortable by the rapid social changes déivatihevitably broken down
the separation between the two spadaterary depictions bestow a nostalgia for the
simpler times of the past before the speed of technology, when nature reigned supreme,
before modernization and the mechanization of cult&egional fiction expresses this
nostalgia for simpler timesAs Williams concludes, novels such@sld Comfort Farm
address the Oloss of a credible common worldO and Othe tension of an increasingly
intricate and interlocking society: not only tblganges of urbanism and industrialism, but
the new social mobility and the ideas and education of an extending cultureO (253). Yet,
unlike Waugh, Gibbons refrains from falling into nostalgic feelings about the country as
some Edenic paradise distinct frahe modern corruptioma moral failings of the city.
Wendy Parkins notes that whiold Comfort FarnOrelies for its humour on a
sharp distinction between the rural and the urban,O it also relies on Othe recognition of

their mutial imbrication, not leaghrough the mobility of its heroine, Flora Poste, who
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moves effortlessly between these locationsO (127). There is a consigrard freing
asBloombsbury intellectuals and FloraOs urban friends show up in Sussex, and Elfine
leaves the farm for Lomh to ready herself for the Hawkonitor ball. As Parkins

argues, the force of the novelOs parody Olies in its awareness that representations of the
OunspoiledO countryside found in regional novels were simply a deliberate exclusion of
new social relatiosand practices that bound the country and the city; an exclusion, that
is, of changes that were already historically entrenched by the 1930s0 (127). The focus
on modern technology and modes of transportatid@old Comfort Farnfurther de
mythologizeshis constructed creation between the two spaces. Gibbons strategically
sets her novel in the Onear future,O thereby allowing for certain exaggerations of how
easyit is for characters to mowguickly between the country and city, but the
exaggerations anmeot far off. Matter of fact, they are close enough for the reader to
completely forget that the setting is in the future. Unlike the depictions in regional
novels, these modern technologies have made it so that the rural setting of the farm can
no longe remain isolated, and Gibbons intendsléflate the nostalgic novels that

construct and sensationalize the divide between the innocent rural past and dangerous
urban present.

These spatial deconstructions of country and city coincide with GibbonsOs
feminist project. It is through this movement between the two that change and progress
are championed over edated, traditional, conservative expressions in literature that
keep characters, especially women, in their place. Change, for women, is notspmethi

to mourn, andCold Comfort Farms noBrideshead RevisitedFlora, as the
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representative of the new, modern woman of the 1930s, has agency in her urbanism and
ability to move as she pleases. Jacqueline Ariail points out that it is most often the
womencharacters who most feel the tendi@tween country and city values; they Ofeel
strongly the Oache of modernismO as they seek fulfillment in the modern aga® (64)
stated earlier, Aunt Ada DoomOs Odominant grandmotherO role is only an act, one given
to her by a tradition that supported this characterization. By maintaining the role, she
allowed herself the only bit of agency offered women in her situation. It does not take
long for Flora to offer Aunt Ada a new role: that of the modern aviatrixithjutapped
in her role as obsessive mother, finally leaves Cold Comfort with Dr. MYdel, a wry
allusion to modernismOs preoccupation with psychoanalysitijlbsite
looked illumined and transfigured and reft out of herself and all the rest of it, and
even when allowances were made for her habit of multiplying every emotion she
felt by twice its own weight, she probablgasfeeling fairly chirpy (Cold
Comfort Farm203)
Melodrama and sensationalism are supplanted by FloraOs pragmatism, and the farm is
Orighted® as most of the Starkadders leave to find their purpose in the modern world.
And yet much of the fun of readir@pld Comfort Farnis the readerOs
recognition of the longtanding tradition of melodrama and sensationalism found in
English literatue, and, as | will explainthe city and its inhabitants are not held in high
esteem, eitherThe irony imbedded ithe novelOs direct parody of the regional and
middlebrow stylds that GibbonsOs imitation upt®ttie original to some degree as it

also evises the expectatis associated with itMenippean satire and parody often work
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through irony as an author says one thing but means another through the use of multiple

voices, texts and meanings. Those new meanings created still refer back tanlaé orig

source. InCold Comfort Farmthat which is parodied is not always -eigiht mocked or

ridiculed with the purpose of changing the tradition; ironically, it has the potential to be

an ambiguous celebration of the parodied work. As Linda Hutcheonhssthis

complex dynamic of parody, it is Oa form of imitation, but imitation characterized by

ironic inversion, not always at the expense of thegiad textO (6). Much of the parody

in GibbonsOs novel is meant to be a playful homage to Englisty|tradition,

particularly a tradition that had historically embraced popular fiction, something

GibbonsOs novel reminds her reader of as high literature and popular literature seem to

blur together HutcheonOs points about twentieth century parodywaiigBakhtinOs

dialogism, particularly in relation to the intertextuality that happens with parody. She

argues that twentieth century parody OtcmgextualizesO previous works as it revises

them, creating a modern or postmodern dialogue with the pag.simultaneously

reinforces and disrupts the literary norms it imitates, requiring the reader to question and

mediate previous understandings and expectations of the genre or style being parodied.
When FloraQs friends visit from the city to help sifigfike from the farm so that

she can go to thidawk-monitorball, Claud shows amusement at his decaying

surroundingsnot from shock or unfamiliarity but because the scene te@lamiliar:

OMy dear, why all this Fatif-the-Houseof-Usher stuff?...mean, this isdo good to be

trueO (153).nlthis moment, the ironic layecan be peeled back like an onion.eWave

a parodic novel parodying the words of the city dweller encountering the parodied
[ "#$



representation of the dilapidated farm while alludimghe dreary literary style of one of
Edgar Allan PoeOs wéihown short stories about a man who visits his friend at a
crumbling, decaying, foreboding house. This reference to OThe Fall of the House of
UsherO is made more significant when considerimigitbe anthropomorphizes the
house, describing the windows as GlégeO Flora also falls prey to tlisearyimagery
once Claud has spoken. She looks up at the farmhouse windows, and the narrator
recounts her thoughts and feelings about the farmhaugst another overtly parodic
passage of pathetic fallacy marked with three stars:
They were dead as the eyes of fishes, reflecting the dim, pallid blue of the fading
west. The crenellated line of the roof thrust blind ledges against a sky into which
theinfusion of the darkness was already beginning to seep. The livid sliver
tongues of the early stars leaped between the shapes of the cipioteiey
backwards and forwards, like idiot children dancing to a forgotten tuneEThe
light was like the waxing andaming of the eye in the head of a dying beast.
(153)
Just as quickly as the reader encounters the melodramatic passage, the narrator slips into
the informal, modern style generally associated with Flora: OThe car moved forward, and
Flora, for one, was imensely bucked to be off,0 and Claud says in his rudifact
way, OWell, Flora, you look extremely niceO (153). This unsentimental, unimpassioned
dialogue juxtaposes sharply with the just described emotional response to the farm, and
the parody of théwo types of speech hotdultiple meanings for a reader who senses this
contrast. Without the didacticism of traditional satire, the reader is still able to see the

playful silliness of GibbonsOs parody. Even if the reader had never read OFall of the

House of Usher,O she is able to add her own meanings and interpretations from whatever
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other literary works she has read prioCwld Comfort Farnbecause these conventions
have been so repeatedly playrd. All in fun and humor, Gibbons mocks the tendency
to fall into these literary clichZs, whether they be found in high or popular fiction, and
Poeis an exampl®f these nebulous literary markers since his fiction may be catedoriz
as both popular and literary as well.

Gibbons pokes fun at middlebrow dii¢s, but she ironically uses her novelOs own
middlebrow approach to show most disdain for the actual highbrows that middlebrow
literature often imitates. lrorggainforms in layers as Gibbons imitates the genres that
imitate other genre®most often thectual sources of Oflapdoodle.O She uncovers that
while the middlebrow rural writers of her time celebrate melodrama and sensationalism
in their novels, these same moments of melodrama and sensationalism stem from
highbrow literary conventis The exarples of D. H. LawrenceQOs style are not the only
imitations of highbrow literature in the novel. Mixing Jane AustenOs use of free indirect
discourse and Virginia WoolfOs stream of consciousness style of writing, heavy use of
ellipses, and more patheticléady that would make Lawrence proud, the reader is
allowed entry into Aunt Ada DoomOs thoughts:

Make some excuse. Shut her out. She had been here a month and you had not

seen her. She thought it strange, did she? She dropped hints that she would like

to see you. You did not want to see her. You feltEyou felt some strange

emotion at the thought of her. You would not see her. Your thoughts wound

slowly round the room like beasts rubbing against the drowsy walls. And outside
the walls the winds rublodike drowsy beasts. Halfay between the inside and

the outside walls, winds and thoughts were both drowsy. How enervating was the
warm wind of the coming springE. (113)
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Aunt Ada continues, jumping from present emotions to past memories, a stream of
consciousness effect often employed by those producers of Osheer flapdoode,d the
experimental modernists. And yet again, Gibbons deflates this high literary style in her
parody when she includes, OYou had run away from the huge, terrifying world outside
these four walls against which your thoughts rubbed themselves like drowsy yaks. Yes,
that was what they were like. Yaks. Exactly like yaksO (114). Aunt AdaOs persistence in
her own literary creatiorher repetition, anthe absurd simileomparing thoghts to
drowsy yaks undercuts any seriousness in the art she has constructed, both highlighting
the silliness of literature being taken sa®@asly as to become pretentioas, well as the
fact that these moments intended to feel spontaneous are, ingdyl construted,
manipulated pieces of texin mocking these modernist styles, Gibbons demonstrates
what Humble argues about middlebrow fiction as a whole: that it Olaid claim to the
highbrow by assuming an easy familiarity with its key texts anaidés while
simultaneously caricaturing intellectuals as-#adfulgent and nasveO (Humble 29), with
this selfindulgence beingnore clearly displayed in the caricatures of urban intellectuals.
With GibbonsOs ability to so accurately parody those piétexts, by manipulating that
which is already manipulated its construction, the wall buitetween the soalled
OauthenticO highbrows and those other OmiddlingO writers continues to crumble.
Gibbons saves her most comic vitriol for ti@an intelletualsandtheridiculous
avant garde artists who, more so than the middigbpretentiously cept classic
literature to bolster their own work. Mr Mybug, painted as the most pathetic of

characters in the novel, is an obvious devotee of Lawrence aschioisl ofdefensive
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masculinity. While higbrow writers and critics enamedl of highbrow culture scorn the
use of high art in middlebrow culture, the irony that Gibbons uncovers is that they, too,
borrow from the works of otheend sensationalist thecsieTo illustrate, during FloraOs
first encountewith Mybugshe learns that he is writing about the life of Branwell Bront',
the alcoholic writer better known as the brotbethe famous Bront' sisters. By the turn
of the century, there were theoriesded about as to whether or not Branwell Bront'
wrote Wuthering Heightsind not his sister, Emily. When Flora hears of Mr MybugO
plans, she thinks to herself:

Ha! A life of Branwell Bront‘El might have known it. There has been

increasing discontent amg the male intellectuals for some time at the thought

that a woman wrote OWuthering HeightsO. | thought one of them would produce

something of tts kind, sooner or later. (77)

Here we are reminded of the hilarious irony that Waugh was thought to be the true writer
of Cold Comfort Farmbecause a woman could not produce such a witty nowel
onward we movavith our silly Mr Mybug.

GibbonsOs shrewd observations of sexism witleificishionable literary scene are
emphasized through the absurd characterization of Mr. Mybug, the wannabe writer and
intellectual, whon we can safely assume is a representative of Bloomsbury culture and a
direct remark concerning the philosophies of nmate&lernist witers such as D. H.
Lawrence.Once the reader is introduced to Mr. Mybug and his misogynistic
intellectualism, it becomes apparent that FloraOs assumptions are all proven correct. He

obsesses with OindelicateO topics, hoping to shock Ftbpaave her to be a prude like
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every other woman, in MybugOs opinion. But having lived in the city, Flora knows this
type dl too well. As Flora recaps:
The trouble with Mr. Mybug was that ordinary objects, which are not usually
associated with sexEdiduggest sex to Mr. Mybug, and he pointed them out and
made comparisons and asked Flora what she thought about it allE[and] mistook
her lack of enthusiasm and tight it was due to inhibitions. (120
Furthermore, hepitomizes the pompous affect gmakuring of the elitist intellectual,
and all the while Gibbons mocks tty@e through FloraOs thoughts.
Knowing his type, Flora asks Mybug what he plans to naimbook because
Oshe knew that intellectuals always made a great fuss about the titlesufaked
(104). In a humorous tangent, she thinks of the misunderstandings incurred by various
titles, with many of the most humdrum titles (OVictorian VistaO) being about shocking
events and scandals, and histories such as OOdour of SanctityO it Cilikes
because everybody thoughtwas an attack on Victorian moralityO when it was actually
Oa rather dull history of Drainage ReformEO (104). Once she learns that Myisitp
use a quotation from ShelleyOs OAdonaisO for his title, Flora opitasnhaf the
disadvantages of almost universal education was the fact that all kinds of persons
acquired a familiarity with oneOs favourite writers. It gave one a curious feeling; it was
like seeing a drunken stranger wrapped in oneOs drgssim® (104). The irony, of
course, is that the QintellectualO of the novel is the op@in® eyes of the middlebrow
Flora,bastardizes literature by pretenisly using it to further histatusbthe exact

allegation critics in support of highlwoart hurl & the middlebrows. Gibbons shows the
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hypocrisy in this elitist division, also demonstrating that, like the division between
country and city, it does not really exist. For her, the only difference between the
highbrows and middlebrows is the pretensiod alitism found within highbrow culture.
As Hammill insists, Stella Gibbons, along with other middlebrow writers, Omock those
who seek distinction through deliberate eccentricity, intellectual posturing, bogus
bohemianism, and social climbin¢8). Andmore often than not, these types may be
found within the trendy setting of the city, regardless of whether they are vaiing

the city or the country.

Earlier, Flora had directly connected the city, specifically London, with these
bohemian elitists,.&h as Mr. Mybug, who play at being unconventional. Although she
wants to change Elfine into a fashionable, cosmopolitan lady, one cannot be too careful
when placing such an impressionable person within the sphere of Othose Bloomsbury
cum-CharlotteStreetlionsO who Oexchanged their husbands and wives every other
weekend the most broathinded fashio® (112). Of course Gibbons, through Flora,
hints at the conventionality of the unconventional, comparing the Bloomsbury bohemians
to

the wild boargainted on the vases in DickensOs $€d@gach wild boar having

his leg elevated in the air at a painful angle to show his perfect freedom and

gaietyOEeach new love exactly resembling the old on: just like trying balloon

after balloon at a bad party andding they all had holes in and wduhot blow

up properly. (112)

Humble observes that FloraOs responsmiesentative of her moderate middlebrow

pragmatism: OAs the epitome of middlebrow sensibilities, FloraOs disdain is carefully
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balanced: she expsses no shock at the antics of the-fneag highbrows, rather a
weary contempt, proded partly by ovefamiliarityO (31). She continues: Qi is a
world that holds no mysteries or glamour for Bshe moves in social circles in which
these Otyp@sare encoumesl all too frequently@1). And it is noonly modernist
literature that is mocked for its pretentiousness and absurdity; Gibbons saves a good dose
of playful ridicule for avant garde films and theater productessell

In another momd that dissolves the separation between the country and city,
Flora notices a connection between Amasfiisous performance and the rapture
expressed in the faces of his congregation: OAs an audience, it compared most favourably
with audiences she hatlidied in London,O particularly duriagneeting of the Cinema
Society,whose members wore their own costumes of Obears and magenta shirts and
original ways of arranging its neckwearO (93). They met for a viewing of a Norwegian
film entitled OYs,0O a Ofil of Japanese lifeEwith Japanese actors, which lasted an hour
and threequarters and contained twelve clages of watedilies lying perfectly still on a
scummy pond and four suicides, all done extremely slowlyO F&a recalls the avant
garde worstp of the audience who Omutter[ed] how lovely were its rhythmic patterns
and what an exciting quality it had and how abstract was its formal decorative shapeO
(93). The reader understands through FloraOs own disdain for the film, as well as the
senselessiss ofit as rendered through her mattéffact account that these artsy films
lack substance and actual entertainment vidlile AmosOs zealot congregants, the
viewers who enjoy films lik©Y sO come off as sheep, destined to think they like that

which they are told is importanor that whichthey believewill give them cultural value
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In these comparisons between high art and popular cultioleo® removes all markers
of importance andnyclaims ofnovelty orauthenticity from this highbrowulture,
effectively lowering itto the equal status of other imagined cultural tidrsdoing so,
GibbonsOs parody and satire blur any boundaries between these cdtegories.

In Parody: Ancient, Modern and Postmodekmargaret A. Rose focuses on the
comical incongruities found in parody, pointing out that parody is Othe comic
refunctioning of performed linguistic or artistic materialO (52). The comedic aspect of
parody is also whatnhances its dialogic and collective nature: GibbonsOs middlebrow
novel creates a community of readexrho share cultural codes and are able to laugh
when those cultural codes are abused. As Hammill in€istd, Comfort Farmis Oa
sophisticated parody, its meaningEpartly produced through its relationship with the
literary culure of its day, and also through intertextual connections with the work of a
range of canonical and popular regional authorsO (154). It is a group form of laughter
celebrated in the novel, and that group is a diverse community of highbrow, middlebrow
andpopular fiction readers.

Challenging those who see parody as the realm of the elite, Hutcheon
acknowledges Othe didactic value of parody in teaching@ptawy the art of the past by
textual incorporation and ironic commentaryO (27). With a noveClike Comfort
Farm, | add that the value is found not only Ietworks of the past, which can
oftentimes contaielitism asfound n highbrow writers such as T.S. Eliot and their focus
on an erudite readershiput in the contemporary popular works of timee as well.

Parody and its intertextuality reinforces and exposes readers to past literary conventions,
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but it also has the power to challenge what counts as high literature and how past and
present literature is used. It challenges how literaturecstgpertain value systems,
toying ard playing with them until those value systems are either revised or crumble,
thereby leading the way for new ideas and new ways of understanding.

The ending ofCold Comfort Farnexemplifieshow these conventions and
readerly expectations iftwhen dealing with a comedic, satiricaid parodic text.
Critics have debated the Ohappily ever afterO ending that appears to reinforce the classic
marriage plot, a plot device also used by Jane Austen. Jacqueline Aridgileseashs
Osatire giv[ing] wayEto nostalgia and roman¢é@). Flora, having accepted CharlesOs
proposal of marriage, is whisked away from the farm in his plane, ending with a
sentimental note and declarations of love and the beauty of the night skvétp
Gibbons is playing the same ironic card Jane Austen playamsfield Park As a work
of comedic parody by a woman writer, the novel Oallows for complexity and depth
without the generally oppressive didacticism so often found in the socialcfatirgers
from Swift to Amis,O and the ending does not Oreproduce the expected hierarchies, or if
[it does] it isEwith a sense of dislocation even about the happiest endingO (Barreca
OlntroductionO 112). There isomething superficial artdte in suchan agreeable
ending, and the reader cannot completely rid herself of the parodic tone that the rest of
the novel supportsBecause of this triteness, the clichZd higpgier after ending is
underminedand we are reminded that Flora has created thig, sioe is the master of

the outcome. By desiring a neat and OtidyO plot, she must wrap up hegrirettd
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Austenian fashion;he remains in control of her story, and Gibbons draws attention to the
convention and itsarmalcy as a metafictive move.

As Rebecca OORourke avouches, this contrived romantic ending is-oat,cop
nor is it a fall into nostalgia and romanticism fevén FloraOs own capitulation to the
romance of marriage has an element obggto itO (14). The quaintness of the ending
is undercut when Flora tells Charles that she loves him, ut@hd not heaner very
wellO and Oturned for a second, and, comforted, smiled into her@ylesCofnfort
Farm 233). This is not the melodramatic language typical at Cold Comfort; it is the
appropriate, leveheaded response between two equals. The only serious or elegiac
quality found in FloraOs leaving the farm is not due to nostalgia for the past or the simple
life of the rural community but a finality to the end of FloraOs narrativelaiitpeage
play and OtidyingO of the Starkadders is now over, so the journey comes to an end, but
there is a feeling of new beginnings as the reader can only assume that the meddlesome
Flora will continue to meddle somewhasise. It might not be the aight ambiguous
ending of a Virginia Woolf novel, buttecause of the satiric and parodic nature of
GibbonsOs novel, we are left with a feeling of incongBuitye of both unease and
finality.

What may be inferred in such an ending is the sense that adrsnatttaste are
included and are of equal importanc@old Comfort Farndemonstrates how
middlebrow literature may be viewed as what Macdonald and Singer refer to as Oan
alternative cultural formationO (6). Moving away from the Opolicing and exclo§ionO

highbrow literature, middlebrow culture allows for Oan alternative formation for the
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understanding and appreciation of literature, art and music, without didacticism, and with
confidence in its appeal to consumersO (6). Middlebrow readers gettypides, tidy
ending where no loose ends are left to frustrate or leave the reader unsatisfied, and those
savoring in the parody of convention are able to further read into such a conventional
conclusion. As a whole, the intermingling of genres, varionsentions, and the voices
of opposing cultures lead to an egalitarianism not found in much of the literature regarded
as important for scholarly interest, and this is what m&kkd Comfort Farma work of
middlebrow satire, such a stdysive text. By prodying highbrow and middlebrow
literature, the dichotomy between the two disintegrates, leaving the reader with the
understanding that they were never mutually exclusive opposites in the first place.

In the following chapter, | wilexaminethe parody @ad revisioning found in two
other popular fiction genres: dystopian fiction and the fairy tilargaret AtwoodOghe
HandmaidOs Taie a critically acclaimed dystopian novel focused on concrete issues
pertaining to feminist politics, but as | will explain, it may also be viewed as a revision of
dystopian novels written by men, particularly George Orwblifeteen EightFour.
AngelaCarterOs short stories found in her collectiom Bloody Chambaere revisions
of the fairy tales written by men as WweUnlike their male predecessors, these women
writers shift from objective narratives from the male point of view in faveaxpforing
feminine subjectivity, and they use genre conventions in order to challenge how these

conventions continue to marginalize women subjects.
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CHAPTER M
MIEW WINE IN OLD BOTTLESOFEMINIST (RE)VISIONS AND THE FIGHT FOR

FEMALE SUBJETIVITY IN ANGELA CARTEROSHE BLOODY CHAMBERND
MARGARET ATWOODOSHE HANDMAIDOS TALE

Most intellectual development depends upon new readings téxdkl | am all

for putting new wine in old bottles, especially if {m@ssure of the new wine

makes the bottles explode. . )

- Angela Carter, ONotes from the Front LineO

As | have shown in the previous chapters,abgumption that satiric writing had
all but disappeared duririge first half of the twentieth century is not only erronédus
misleading in that so few critics and scholars bothered to observe the satiric leanings in
womenOs writinthat often hinged upon the parodying of the established.oR#ghaps
these assuptions were due to the unconventionality and ambiguity ofmihehfavored
genre of Menippean satire whighave the impression that satire, at least in its classical
monologicalform, was dead. But what most scholars of postmodern literature
acknowledge is that the satiric spirit thrived during the second half of the twentieth
century and many of those writers were, in fact, wom#&vha Luis Lafuentesaidin
2001about contemgrary literature stemsom what was already in progredsringthe

later part of the twentietbentury: Owe are witnessing a new and powerful revival of the

satiric spirit in contemporary British fiction, a revival which is accompanied by a

! Yet no one can deny the significance and impact of satirical works by writers such as Aldous Huxley,
George Orwell, and Evelyn Waugh, despite studies of women satirists being few and far between.
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growing recogition from the critics and academicsO (83). One reason for this surge in
satiric writing is the postmodern use of popular fiction and the blending of genre forms.
We have seen how women writetgch as Woolf and Gibbonsed these same
techniquesluringthe first half of the centunput thgg becamea central focus in
discussions aboyttostnodern experimental literaturéAngela Carter and Margaret
Atwood are two prominemomenwriters who are not onlgften referenced as examples
of this postmodern resgence in satirbut who havelsocrossed that boundary betve
popular and high fiction, writing fantastical works of fiction that are judged as literary
enough to warrant critical attention.

While all historical breaks and movements are not as netatted asome
literary scholars and historians would have us believe, it is widely accéptedlith the
end of the second World Warostmodernism took hold of the literary landscapé¢he
movementlu jour for literary scholarship Moreover, with postmodernism and its focus
on selfconsciousness, parody, pastiche and pdeiye a revivain the satiric revisionsof
classic literature¢hat go beyondhat of the modernistgxplicit questionings ofocial and
political issues faced byarginalized groupsf peopleand the material situation of the
human subject came to the forefrazdexisting with issuesf form and experimentalism
Experimental form, particularly thosassociated witimetafictionsuch agparodyand

selfreflexivity, take center stage in these postmodern works in ordertker blur the

2 While Brian McHale uses the postmodeteconstruction of the stability of a term suclpastmodernism

to argue that it is a contrived notion and, therefore, indefinable, he gives some characteristics of
postmodernism as a continuation and exaggeration of the narrative experimentatiom fmaaeinism

including the use of unreliable narrators, intertextuality, the blurring of identities, language play, and less of
a focus on the plot with more focus placed on how the events are told.
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boundaries between popular works of fiction and high literatbtegthermore,
postmodern writers reference popular culture so as to place emphasis on the historical,
political, ard social concerns of their timd=or women writers, particularly those with
direct feminist intentike Carter and Atwoodmetafiction may havenidre radical
implications than male postmodernist texts, in having more urgency and edge, more
relevance to lied experience: for when women write of being trapped in an alien
tradition, they write from a sense of living in a culture not their ownO (Greene 19). Itis
this fragmented, constructed experience that women writers tend to draw from when
constructing tkir metafictional narratives.

In a more exaggerateohd outright feministmannerthan that of thir modernist
predecessor&ngela Carter and Margaret Atwood presgatiric parodiesf fairy tales
and dystopian fictiothat confront nobnly masculine literary conventions these
popular fictiongenreshut the social absurdities and oppressive power systiins
prevalent in contemporary socidhat threaten womenQOs subjectivity and autondinst
as Woolf and Gibbons share a precarioleti@ship with the genres they imitate,
CarterOs and AtwoodOs parodies complicate any easy allegiance with the genres they
revise. Using the fairy tale conventions as revised in Angela CarterOs most popular
collection of fairy talesThe Bloody Chambespecifically the two remaginedstories
told by a first person narratdhe title story OThe Bloody ChamberO and OThe TigerOs
Bride,0 and Margaret AtwoodOs popular feminist dystopian HrewélandmaidOs Tale
will examine how these two writers use thexy generic conventions they suppléxhe

fairy tale and dystopi®in order to challenge the oppositions between reality and fantasy,
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self and otherand the supposedly objective stance often taken by the typical narrator of
both genres.

Before goingnto an in depth analysis of Carter and Atwood, it is necessary to
establish connections between postmodernism and genres associated with fantasy and
how these concepts relate to issues of subjectiAbstmoderriantastical fictionwhich
covers variougenres such dairy talg science fictiorand dystopian literature, has
become synonymous with newaginings of everyday caerns, reflecting the material
concern®f society just as much as social realism aftensatirizing the sane kinds of
socialinjustices. However, unlike that of traditional social realismnynof the
postmodern features of these newer works of fantasy rely on the metafictional methods
defined by Rtricia Waugh as Ofictional writing which setfnsciously and
systematically dnas attention to its status as an artefact in order to pose questions about
the relationship between fiction and realiti@i@afiction2). Instead of implying that the
narrative is an objective, factual account of reality, metafiction demystifies thevereat
act of writing and telling, making obvious the compositional process of the #tery.

Kevin Smith explainsmetafictional texts Osalbnsciously draw attention to the artifice
that is required in writing and reading any literary text. The storyislie metafictive

trope, it draws attention to and highlights the process of narration and the complexity of
the boundaries between speech and writ{863J).

Connecting this idea of metafictional technique to its social significance, Waugh
asserts thaO[iJn providing a critique of their own methods of construction, such writings

not only examine the fundamental structures of narrative fiction, they also explore the
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possible fictionality of the world outside the literary ficibnext(2). Thatis to say,
there is a direatonnection between the experimentation and deconstructtbe of
seeminglystable reality in literature to oneOs ability to see the constructedsess of
called €éealityOoutside of the texba OrealityO that generally upholdsicetypologies
and characterizations as fixed and staslevell Because language is used to construct a
Ofictional illusionQ in literary realisrmcametafiction confronts this illusiorit, becomes
clear that O[t]he simple notion that language pagsigéiects a coherent, meaningful and
OobjectiveO world is no longer tenatégigh3). With metafiction, théiterary
convenions set up for this kind of demystificatitd@come the object of parodyaugh
66). Therefore, women satirists who usetafictive techniquedeconstruct theinary of
realismversus fantasy and the conventions associated with the two by reyasires
that fit underneath the umbrella of Ofan@such as the fairy tale and dystdpia
explore and satirize the harshlreas andactualsocial constructions embeddedine
two fantastical genres.
Bakhtin has broached the topic of fantasydissolving the boundaries between it
and realism through his discussion of the folkloric tradjtinsisting that
the fantastic irfolklore isrealisticfantastigE. Such a fantastic relies on the real
life possibilities of human developmentE. Thus folkloric realism proves to be an
inexhaustible source of realism for all writtéedature, including the novel.
(Dialogic Imagination150-1)
Traditionally, what$ Oreal,® OfactO or Otruthé@hamdaced in opposition to that which

is considered OfictionO or Oart.KlagaliaCornier Michael explains, OThe basis of these
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oppositions lies in the notion that a stable objective reakists outside of

representationO (37). She detites the ways in which the two most signifiddetary
movement®f the nineteenth and early twentieth centuni@ge constructed notions of
reality: ORealist aesthetics assumes that this objectivy rzadibe represented directly,
while high modernist aesthetics insists that reality is always skewed by perspective or
point of view so that every individual perceives her ordws version of realityO (37).
Postmodernism, on the other hand, goes bebottd modernism and realism by
contending that reality exists but @lMaysmediated byculturally constructed
representationO (37). In other words, any attempt at representing reality, whether in an
objectiverealist or subjectivictional framework, is a constructicof Oreality,O thereby
making GralityO alway®stable, malleable, arapen for change. If this sounds like
something we have heard before, it is no coincidence: these same postmodern methods
have been displayed in wemOs moderniskperimental novels, especiatlyose by

Virginia Woolf. Just as she uncovered the gendestractions irOrlandoand the
nationalistic and historicalonstructionsn Between the Actpostmodern writers depict
OtruthsO as constantly revised, language as malleable and constantly changing, and,
therefore, meaning as plural, shifting, ahtextspecific.

As Micheal states, Olnterpretation becomes a continuous process: with each
fluctuation in meaning, interpretations are subverted and must be reworkedO (39). Such
is the case for CarterOs storieBtia Bloody Chambemd AtwoodOBhe HandmaidOs
Tale Each author attempts a new meaning from the old amdengrets previous

interpretations through parodic intertextuality, thereby subveestaplished
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understandings, which, in turn, leadshecontinualreworking of the narrative. The
consguences that theselifferent ways of narrating challenge the traditional forms as
stable and sole representatives of their genres. For Carter, the fact that most readers will
be familiar wit the classic fairy tales in which she parodidy adds mordayers to the
meanings that had alady been established whdephasizing the majalifferences in

the revisions. For exampldtiaugh the title of OThe Bloody ChamberO does not
explicitly reference Charles Peridiis OBluebeard,O it becomes appamesmthe

Marquis forbids hisiewbride to enter the chamber. At this point in the narrathes,

reacer should be able to guestat will inevitably happen because of his or he¥mory

of the original tale. The reader must then think back to thimiieg of CarterOs version

and investigatevhy Carter changes the voice, perspectivd,tamporal moment, as well

as reversing the gender roltsthe end of the story when the narratorOs mother saves her
life instead of théorothers in PerraultOs story.

For Atwood, The HandmaidOs Taiffers different, opposing narratives within the
main narrative of therotagonistnarrator, Offred;he story is fragmented and loosely
held together by pieces of conflicting memoresi(re)interpretations, similar to that
found n OThe Bloody ChambérOffredOs selfonscious narraig styledemystifies her
composing procesfurtherchallengingthe OrealitiesO constructed in other noSéls
admits to embeléhing her story here and there, tangentially mentioning abeut
narrative,OlOve tried to put some of the good things in as well. Flowers, for instance,
because where would vike without themO (Atwood 267). The reader has followed the

clear symbolisms of flowers throughout the novel, whethakingconventional
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associations abouwthite flowers representing purity or the common trope of flowers
standing forrebirth and fertility. Offred adds another layer by making clear her own
intentional inclusion of flowergjialogically adihg to themultiple meaningsalready
inferred by the readers@ituralunderstandings and experiences.

Fantasy in all of its forms scrutinizes the Oreal,O the objective. Rosemary Jackson
disagrees with the popular notion that fantasy is mere escapism, mainthatiref its
core, fantasys the Odirect descendentChefNlenippean satiric tradition anas such,
highlightsthe materialthings in life that the speaker or writer westto changg?2).
Insteadof offering an escape from realitye fantastic always deals with a specific
cultural context that takes into account the world outside of the literary iniagina
Therefore, with its marriage dittion and realitythe fantastic has the powerdobvert
cultural, social and politicalorms that marginalize and regulate peoflbisideahas
already been established in BakhtinOs aisaby the folkloric traditiodan oral tradition
thatis often viewed as the precursor to the written fairy tale. Just as the satiric elements
within carnivaltransgress boundaridantasyasan offshoot of the carnivalesque,
undermines social rules and norms that attempt to soldigrnmensanctioned
Otruth$) truthpushed on the community orderto maintain the status quo.

In contrast to traditional or classical literary forms that naamthese kinds of
truths and orders and represent themselves as definitive and authoritative, Othe fantastic
servesEnot in the positivembodimenof the truth but in the search after the truth, its
provocation and most importantly, its testingOstoesky94). BakhtinOs understanding

of thefantastic and its relation to éippean satire underscores its refusal of closure and
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support ofthe limitless possilities in testing old Otruths,® and when these OtruthsO are
repeatedly tested, they become mlikgh, diversified, and further open to new
interpretations.So while literary realism imitates reality in order to convey a sense of
omniscience, permanence, and objectivity, fantasy imitates reality to create just enough
familiarity to set the social anblitical scene while conjointly defamiliarizing that which
we take as familiar and Orealafkson adds that fantagyonfounds elementsf both the
marvelous and the mieticO and that fantastical works of literature Oassert that what they
are tellingis realbrelying upon all the conventions of realistic fiction to ddosmd they
proceed to break that assumption of realism by introduchaifis manifestly unreal

(34). More importantly, these works Opull the reader from the apparent familiarity and
security of the known and everyday world into something more strange, into a world
whoseimprobabilitiesare closer to the realm normally associated with the marvelous,O
thereby calling into question the reality of anything seen or recorded andiliastthe
narrative 84). It is thisbreaking dowrof the binaryreal/unrealthe destailization of
narrative, and thehallenge to literary realism and the Orules of artistic representationO
thatmake fantastical fiction such a useful, subversive tooMamnen satirists.

As | have explained, realism attempts to reflect reality in an objective, unified
manner, while womenOs comedy and satire, on the other hand, replaces unity with
multiplicity, demonstrating that multiplicitgnd diversitythrough experimatal styles
and forms.What this accomplisheas revised narratives written from a subjective point
of view is a demystificatin of the narrative process as the constructedness behind

seemingly impersonal and objectivarratives is made obvious througlbgctive
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narration and experimental styliniegina Barreca proclaims the importance in such

multiplicity, voiceand experimentatiom womenOs text©The realization that rules can

be suspended, that absolutes are only powerful when allotted powarawhéied,

linear progression is given over to the recognition of multiplicity and diveraibelse

becomes possibleO (8y. WomenOs writing, in its deconstructive (and reconstructive)

wordplay and resistance to reductive resolution, challengesepagation between

realism and experimentalism. Referencing Theodor AdoMotsa Moralia, Barreca

declares
[T]he presentation of Orealism(? is less meaningful if the concept of the real is open
to question. Once OobjectivityO is seen as simplyotieddtroversial aspect of
things, their unquestioned impression, the fasade made up of classified data,O as
Adorno argues, then the concept of realism loses its own authority and
subjectivitybplaybis given new significance. (18)

One of the mossignificant breaks with the fairy tale tradition in gela CarterOs fairy

tales and Margaret AtwoodOs feminist dystopia is this refusal to maintain the hierarchy of

objectivity over subjectivity.Both writers show a preference for focusorgfemale

subjectivity, especially considering the first person narratid@airierOles such as in

OThe Bloody Bamber® and OThe Tigéfide,O as well as in Atwoodle

HandmaidOs TaléTraditionally, both the written fairy tale and dystopian ditare have

used an omniscient third person narrator to give a sense of objectivity to reitiferc

universality of the moral and lend credibility to the story esdeller The impersonality

and universality of the typical fairy tale begins with thpessted opening of OThere once

wasO or OOnce upon a time,O giving the narrative an air of veracity and wisdom in its
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objective, third person tellingTypically, the exact region and time period in which the
tale takes place is unknown and accepted addbsical reference to a distant time and
place, left ambiguous, but, ironically, making the text more constrictive because of the
assumption of univeas truth of moral and meanirrggardless of situation or context

Similar to the fairy talethis third gerson objectivityin dystopian fictioneven in
the case of a limited third person narrator, produces the effect that the protagonist could
be an everyman, or a character to which the reader can relate. An example of this effect
can be seen in the consttion of Winston Smith in Orwell3984 Through the
narratorOs focalization on the actions and thoughts of Winston, the reader feels he or she
understands the universal mechanismsvridi under authoritarian rule. Although
WinstonOs personal experienare the subject of the narrative, the reader feels that these
experiences, told linearly and somewhat matfeiact, could represent those of most
middle-class people livinginder the rule of Big Brother. Ironically, there seems to be
something quita@authoritarian in these arduthoritarian texts, as though it is safe to
assume that the protagonist, his mission, and the argument within the novel could stand in
as the universal for anyone elseOs experience. This is where postmodern women writers
comein to satirize and refute this universalization of the human condition, drawing
attention to subjectivity, difference, and flexibility inherent in the act and process of
telling a story. As Raffaella Baccolini and Tom Moylan attest, it is this new form of
Ocritical dystopiaO that Oresist[s] genre purity in favor of an impure or hybrid text that

renovates dystopian sf by making it formally and politically oppositionalO (7). Much of
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this renovation lies in how the narrative is constructed as a subjeelivesfiexive
reconstuction of the traditional form.

Angela CarterOs revised fairy tales play off of this postmodern tendency toward
hybridity, intertextuality, subjectivity, seteflexivity, and a general preoccupation with
role reversaland themanipulation of gendarorms. Fairy tales are a powerful genre for
the use of destabilizing normative binaries because of the unlimited possibilities offered
through the fantastic, making the genre fiqpeexploration and reinvention. d#ever,
despite mming from the freedoms found in the oral tradition of folklore, fairy tales as
part of their own written literary canon have been complicit in maintaining gender norms
and stereotypes such as the passive heroine, the heteronormative Ohappy ending,0 and
simplisticoppositions such as goodi& monster/angel, and virgin/whogall
characteristics meant to acculturate young girls and women into the patriarchal system
where women are th@other@ manin hisdominant, assertive, and heroic position.
Instead of the dialogic carnivalesque oral tradition championed by Bakhtin where role
reversals, lack of closure, and aasitablishment symbols proliferated amongst the lower
classes, the fairy tale became absorbed (and reabsorbed) into official cultupeilatedi
by eighteenth and nineteenth century writers, editors, anthologists, and publishers and
used as a moralizing tool for the uppersd andourgeoisie.

Folktales, in their original oral form, did not show the disparity of power as is
demonstrated ithose that became part of the written traditiofisoh Lurie argues
againstfeminist critics who have denounced fairy tales as a male chauvinist form. She

asserts that this belief originates from the inclusion of particular stories ¢hadtar
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consideed representative of the folktale canon and stresseth#sa stories were aben
and edited by men who often present the ferolabgacters as passiveurie remindsus
of the subvesive potential in these tales:
Fairy talesEportrayed a society in wth women were as competent and active as
men, at every age and in every classE. [A]for every clever youngest stimere
was a youngest daughter equally resourceful. The contrast continued in maturity,
when women were often more powerful than men. Relgl for the hero or
heroine came most often from a fairy godmother or wise woman, and real trouble
from a witch or wicked stepmother. (18)
In Little Red Riding Hood Uncloake@atherine Orenstein challengbss understanding
of fairy tales, arguing th@[cbmplete submission to these trials is the heroineOs ticket to
happily-everafterbfor if the heroine is loved for her beauty, sheeswardedfor her
passivityO (142). But, as even Orenstein acknowledges, these published tales bear little
resemblaoe to the oral tales from which they came (84). As Amie Doughty states, the
editors andanthologistpurposefully left out tales with strong female characters and
Opresented tales with female characters who had qualities that fit the ideal of womanhood
of the time. As they were published and republished, they presented more and more
passive heroines uhthey became thiales that are familiar today66j. Roemer and
Bacchilega concur, making an even clearer connection between the construction of
literary fairy tales and their historical moment, adding that Ofairy tales that have been

altered from theioral versions come to reflect, to whatever degree, the ideological

perspectives of their editors and reframersO (16).
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Jack Zipes explains that fairy tales, in their original folkloric form, were once
dialogic in their telling, depending on the audiencamassumed OYouO during the
narrative process. Furthermore, Othe audience was to be spontaneous in its reception of
stories and exchange of remarks. The more folktales could be subjected to the rules of
conversation, the more they were ornamented acejpged within the dominant
discours® and Oin each new stage of civilization in each new historical epoch, the
symbols and configurations of the tales were endowed with new meaning, transformed,
or eliminated in relation to the needs and conflicts optimple within the social orderO
(3, 6). What was once an oral tradition reflecting the-ttagay work and experiences of
the peasant women who imagined thesetéddls and told them to their children and the
children whom they watched over, these taleseappropriated and reviséd
communicate other social and cultural values specific to the time and place of the reviser.
With the rise ofprint culture, tales were gathered and recorded for those who could afford
to purchasghe collections and, hawgrthenOembodied an aristocratic ideology of
appropriate behavior for children in France during the eighteenth century Adéhey
Oshifted to conveying a bourgeadiew during the industrialized nineteemintury in
Germany and EnglandO (Makinen 17).

Merja MakinenOs study of the fairy taldeminist Popular Fictioriargets the
ways in which the fairy tale became an oppressive form, exploring how fairy tales
indoctrinate children Oso that they will conform to dominant social standards which are
not necssarily established in their behalfO (34). Charles Perrault is the key figure for

how we understand the classical fairy tales as transmitters of moral codespenvimee
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hundred years later, and it is PerraultOs OBluebeardO that serves as theautéjifel
CarterOs OThe Bloody Chamber.O PerraultOs version first appeared in his 1697 collection
Contes du temps pass¥ Stories to Pass the Timés Makinen explains, OPerrault
introduces the form of the fairy tale as we have come to recognizetdtking oral tales
from the French peasantry, and adding a rhymed moralistic (and hence overtly
ideological) OexplanationO to each taleO P&®)aultOs tales established and made
standardhe fairy tale formulaf the passivesilent,obedient and beatul woman
rescued by the brave hero. In addition, as described in Marina WarnerQOs extensive
historical overview and analysis foundfrom the Beast to the Blondese tales often
included ObadO or absent mothers as a common archetype, while exitrstep or
@ooddgod mothers become surrogates, replacing the absent biological nibiieer.
characters are rarely presented as complex, and there is littldaoambiguity (xxii).
Yet Wamer resistslenouncing the fairy tale as a repressive genre, acknowledging
thatfairy tales arise out of the material circumstances of the time. She writes:
The matter of fairy tale reflectsElived experience, with a slant towards the
tribulations of women, and espelly young women of marriageable age; the
telling of the storiesEgains credibility as a witness record of lives lived, of
characters known, and shapes expectations in a certain direction. (xxiii)
While this may be the case in some ways, it is haodmapletely support the idea that
the stories as recorded by Charles Perrault give room for womenOs perspectives or that
they support womenOs causes. Although the wifedivie end of OBluebeard,O her

good fortuneelies on her brothers coming to lescue, reinforcing the chZ of the
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passive heroinsaved by the active man. And regardless of Wérsieeading that
Perrault depictedlis disapproval of the arranged marriages of his time that placed women
in these submissive roles (265), the reades gething of the wifeOs voice and is
informed of the moral at the end that warnsvofnenOs disobedience and curiosity.
Perrault attaches this pithy moral: OLadies, you should never pry,/ YouOll repent it by and
by!/ OTis the silliest of sins;/ Troubledrrice begins./ There are, surBlynoreOs the woe
P/ Lots of things you need not knowEO (Perrault 43)timately, like EveOs
disobedience in her desire for knowledgehe Garden of Edeit is the womarwhose
guilt isthe primary focus of the storythe reader accepts the singular meaning of the
concluding moral.

This ambiguity and disagreemem¢tween scholars who either support thetemi
fairy tale as liberatory and encompassing feminist possibibtiesew the fairy tale as a
genre that reinforca®strictive morality anthegative stereotypes of women is what
makes the fairy talesuch a fascinating genre fi@minist postmodern appropriation.
Feminist writerssuch as Angela Carteave confonted heissue of sexism in fairy tales
by parodying and revising certain stories that have, through the literary tradition and print
culture, reinforced stereotypes of the weak and passive female protagonist. Much of this
passivity has come from her lkaof voice and subjectivity because, traditionally, a
perceived omnigent narrator tells her storyin the stories OThe Bloody ChamberO and
OThe TigerOs Bridéy@yela Carter subverts this traditional way of telling folk tales by

putting the heroineOs storyhier own wice as a first person narrator, allowing her to
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speak ad reflect back on the momettiat led to her maturation ase moves away from
fairy tale stereotype to experiencetnale subject.

In PerraultOs original tale on which OThe Bloody Chambased,O Bluebeard is
presented as a mysterious figure who, from unknown origin, has amassed a great deal of
wealthbenough wealth tha young girl, blinded by his gentlemanly airs, is able to
overlookthe blue leard that has frightened awather potatial brides and marries him
without much of an understanding of his Otrue® character. As the nauatie §nd
succinctly progresses, skipping a month of apparently unimportant activity, Bluebeard
informs his bride that he must leave her aloné@castle to addressfewbusiness
affairs. Hegives her a set of keys and tells BBehas access to everything in the castle
except for one closet for which he forbids her entry. Considering the plethora of warning
narratives within the fairy taleadition, the reader immediately suspsettte outcome of
the story: wifedisobeys husband, enters forbidden room, and is found out by husband
upon his return The evidence of her crime permanently stains the key when she
discovers the bodies of his pasadevives and drops the key in a pool of blood.
Climactically, Bluebeard finds thdoodstain vows to kill his wife, but is killed when his
wifeOs brothers come to her rescliee narrative is short and-tbe-point, linearly and
objectively told by an mniscient narrator who is more concerned with getting the facts
of the story to the reader than offering an in depth exploration of the characters. Each
remains an empty shell, a fairy tale type that is only meant to lead toward the final moral:

OCuriosit, in spite of its appeal, often leads to deep regret. To the displeasure of many a

| "HS



maiden, its enjoyment is short lived. Once satisfied, it ceasesstpand always costs
dearly.O

In his seminal work on the psychoanalytic underpinnings of fairy falesUses
of EnchantmentBruno Bettelheimnterprets the tale and its moral as a lesson of female
obedience and faithfulness, and Oas a test of trustworthiness, the female must not inquire
into the secrets of the maleO because to be unfaithful to hentiGsbarders is to be
unfaithful tohim as a ma300). Within BettelneimOs reading are psychoanalytic
interpretations of womanQOs sdxuaturation with the key associated with the phallus
andthe blood on the key her loss of virginity, leading Bettelhirtihe conclusion that
Oit makes sense that the blood cannot be washed awayatitailgs an irreversible
event,O with the primary lesson learned béingmen, donOt give inytour sexual
curiosityO (301).

Despite this defloration and the OedattlakingeventsO that have occurréud
main characters, Bluebeard and his unnamiée, remain the same people they were
before the climactic events in the stoBe{telneim303). They aretatic and flat, and the
reader gains very little from the story exceptthe requisite lessons gleaned from the
plot and attached moraldn OThe Bloody Chamber,O Angela Carter will take this basic
plot and moral structurerad make it her own,deping only the bare bonss as to make
it recognizablego her readewhile exaggeratingvhat Bettelheim perceives as the theme
of sexual maturation in the storgarter turns what Bettelheim sees agifmmary lesson
of the storyon its head to show the importance of sexual curiosity as a means toward

self-enlightenment and agenc
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Unlike its pre@cessor, the reader is made awewm thevery beginning of OThe
Bloody ChambeDdthatthe story is a memorgarrativetold by the main character as we
travel back in time to when our heroine leaves her childhood home to live witlewer
husband Instead of the vaguetroduction and focus on Bluebeard as the main character
in PerraultOs OBluebeardO with OThereneasianan who,O or the typical fairy tale
trope ©nce upon éime,Qthe narrator starts with declaratin of her owneship of the
tale,and, in a more realist tradition than the original OBluebeard,O we learn her exact
circumstances and locatiamvivid, emotional detail

| remember how, that night, | lay awake in the waBihin a tender, delicious

ecstasy of exciteent, my burning cheek pressed against the impeccable linen of

the pillow and the pounding of my heart mimicking that of the great pistons
ceaselessly thrusting the train that bore me through the night, away from Paris,
away from girlhood, away from the v, enclosed quietude of my motherOs

apartment, into the unguessable country of marriage. (7)

The reader has gotten her first glimpse of an unexpedtaaysier the fairy tale, a
modern setting of trains witle background of Paris from which the naéor leaves.

This is also where she begins to construct her story as one of matwtimé&oting our
attention tcher moving away from OgirlhoodO and into the Ounguessable country of
marriageO that symbolizes her ascent into womanhood, all the whiletiagher first
moment of awakening as shienks back to her youthfulness amaivetZ a narrative

technigueaepeated throughout the storfs the narratodives deeper and deer into her

past memories, shEmphasizes her virginalnocence yet buddgsexuality:
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My satin nightdress had just been shaken from its wrappings; it had slipped over
my young girlOs pointed breasts and shoulders, supple as a garment of heavy
water, and now teasingly caressed me, egregious, insinuating, nudging between
my thighs as | shiftd restlessly in my narrow berth. (8)
Clearly in control of how her narratitakes shape, she goes further back to remember
the MarquisO courtship, how he liked to surprise her while she played the piano, always
expecting her to act the paf the startled little bird, thus connecting these past actions to
her repeated insistence of her youth and innocence.
Nevertheless, this insistence of n@ivetZ her continuamentioning of how
much older the Marquis was than sheghow she wa®seventeeand knew nothing of
the worldO beckons the reatteguestion the narratorOs real feelings about her own
complicity in allowing a dangerous marriage. We have already read that her mother felt
uncertain about the pairing and had twice askedrifdaughter was sure she loved the
man she was marrying; the narratorOs reply, OIOm sure | want to masyduestd the
beginningsof a confession of complicity. Looking back, she knows she did not love the
Marquis but wagnamoreavith the idea of beoming a woman, of experiencing the
gaining of knowledge through a sexual awakenimge vivid imagery and references to
marital bedsher acknowledgement that something about his expression and countenance
seemed off, and the thrill she got at being diffed complicate any egsnarker of
virginal innocence.
In a parenthetical aside, the narrator swears that she Ohad never been vain until
[she] met him,O but the reader wonders whether she should be believesh@ Rpas

already admitted to Omimic[inglirprise, so that he would not be disappointedO each
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time he sneaks up on her at the piano, and she recalls watching his gaze on her Owith the
assessing eye of a connoisseur inspecting horseflesh, or even of a housewife in the
market, inspecting cuts ohd slabO (11). When she catches her reflection in a mirror,

Ofor the first time in [her] innocent and confined life, [she] sensed in [herself] a

potentiality for corruption that took [her] breath awayO (11). Throughout the narrative,

the memoriepile on and the reader continues to question the reliability of the
protagonistOs story.

However while navigating between contradictions of innocence and complicity,
we must remember that the narrator is now more mature and experieo&aty back at
the momat when shavas forced into womanhood. Once she has disobeyed the Marquis
and finds the bodies of his previous wives, she says that she Ohad sold [herself] to this
fateO (29). The act of selling is left ambiguous: was it in her act of disobedientieeor in
act of marryng a man whom she hardly knesespite the warning signs she insists were
there as shimoks back at their courtship?

The only moment of fairy tale magic occurs with the unwashable stain of blood,
both on the key that gives her away arelglermanent imprint on her forehead once the
Marquis @noint® her for his next sacrifice. By the end, she recalls her rescue by her
courageous mother, an important reversal of the typical faieyraits of the absent
mother and male hero, cementing thond between mother and daughter. She Ocan only
bless thédwhat shall | call itthematernal telepathyhat sent [her] mother runningeO
(40). And she has entered a new, more modest life by marrying the blind piano tuner.

She ends her story: ONo paint nor powder, no matter how thick or white, can mask that
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red mark on my forehead; | am glad he cannottdeaat for fear of his revulsion, since |
know he sees me clearly with his heRut, because it spares my shameO (41). She
understands that she is forever marked by her experience and feels shame in her
complicity in the marriage market that almosstcloer her life.

And yet, the readas hesitant to mark her with blame as the Marquis has done.
Kathleen Manley, in her study of the narrator as a Owoman in process,O ins@terihat
at the end of her talehe is €bmeone who isxploring her subjegosition and
beginning to tell her own storyO (83). The process of becomingeatsista continual
process that does not end simply because the narrative ends; this is not the closed ending
of the traditional fairy tale but the start of a neeadingreflection on how she perceives
each older self as it is replaced with each nepeggnce in helife, events that are not
created in isolation since the creation of a self must be a dialogic act involving self and
other. Whether or not the narrator wiasly innocent or complicit ideside the point
when considering her continued growth into a subject in control of her owrBxtory
story that reflects her current, malleable understanding of her self as she looks back to her
earlier preconceptions.

In his study of postwar satiréan Gregson connects what he caldauxaivetD
of the fairy tale form to a broader technique of caricature in postwar fiction. He argues
that caricature has beme the defining characteristi¢ twentieth century literature,
particularly the postmodern tendency of deconstructing traditional western, masculine
cultural values, replacing them with Oa cultural polyphony in whicltse#fciously

gendered and racial perspectives have claimed their right to assert themselvegO (5).
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adds that, through satirically portraying humans as objects and animals, literary texts
make the statement that certain cultural constructs do, in fact, dehumanize and objectify
societal victims. We see this in how the Marquis attempts to composartiagoras

object instead of subjecCarterOs fairy tale, as a work that is more magical realism than
completely folkloric, Osardonically deploys childishly crude imagesErepeatedly
satirizding] the oppression of innocent victims by tyrannical figuu® are

meretriciousand cynicalO (Gregson 6). This caricature of her innocence implies the
actual innocence of women who, despite being complicit in their situation, are placed in
very realmaterial social circumtances that offr girls such as the natoa of OThe

Bloody Chamber@ery little choiceDan issue that will again show itself in CarterOs OThe
TigerOs Bride,O a remake of the classic fairy tale OBeauty and the BeastO that accentuates
the commaoditizatiorpresent in the original tale when OBe@uéflects on her position as

her fatherGsargaining chipluring a game of cards.

In OThe Bloody Chamber,O when the narrator is first undressed by her new
husband, she hints at her own objectification as a product of exchange: OAnd so my
purchaseunwrapped his bargainO (19jhe complexity in the narratorOs character, as
she presents herself, supports her as a more dynamic, round charadter tiypical
fairy tale heroinewhile she is certainly a OproductO in two senses, as a product purchased
by her husband and a product of her cultural environment, she has also been in control of
her fate from the beginning. She willingly gave herself to the Marquis in marriage, and
theoutcomehas been one of experience and growth in character verssiadiséound

in the classical fairy taleDespite her feelings of guilt, shame and complicity, the painful
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experience she narrates is what, ultimately, allows her subjectivity and agency when
considering theonstraintof thetypical fairy tale formula. As Bonnici argues in OFemale
Desire in Angela CarterOs Fairy Stories,O the focus Carter places on her heroinesO
sexuality subverts patriarchal expectations of women because they learn from their sexual
desiresgreating a space for subversive writing Oincilthe silent protagonists are given
a voice and the carnivalization of the original situation is engenderedO (9). In OThe
Bloody Chamber,O the narratgp@sful story gives her the chance to narrate her self,
giving voice to those who are generally (ayaherically) voicelesin the traditional fairy
tale.

Part of the naatorOs fight for subjectivity and agency over her own naris/e
in her purposeful use of symbolic imagery throughout leey 8a symbolizatiorthat
continuously insists on herawth from object to subject positiohe MarquisOs double
aim for the protagonist is erof both objectification anithitiation: while attempting to
keep her as object, he sadistically takes pleasure in corrupting her sexual innocence. In
his view of ter, she is both corruptidlOgirlO and collectible Owo@earother trophy to
add to his growing OartO collection that includes pornographic images, both pictorial and
corporeal in the brutalized bodies of his previous wiv@se of the narrator@edding
gifts is a painting of Saint Cecilia, anht knowing the story of Saint CeciliaOs virginity
and eventual martyrdom by beheaditige narrator remembers thinking that the celestial
image and the Oprim charm of this saintO was something to evagire(14). This is
exactly the rolehe Marquis intends to reprise, joining his little saint with the other

objects he has created in his bloody chamber of mutilated wives. When the narrator
[ "#$



enters the chamber to find these bodies, she refers sitimtion as entering the Ofated
sisterhood,O thereby multiplying her selfhood in that moment in the various grotesque
images of theortured women

Theimage of the narrator standing in the chamber, looking at her other selves in
their variousdisfiguredforms, paralleler earlier experience in the MarquisOs bedroom
when shas first disrobed and views her reflection in multiple mirrors surrounding the
marital bed. She sees herself nowvasous versions of a selbr multiple selves, but as
the sametagnant image repeated[tlhe young bride, who had become that multitude of
girls | saw in themirrorsidentical in their chic navy blue tailonadeseO (14). Itis not
until she experiences the brutal realities in the bloody chamber and sees hdmself in t
disparate women of differing origins and consequenwasier self becomes multiple.
Therefore, the violence of the chamber and her husbandOs attempted murder of her are
part of the painful process of becomibgn image reminiscent of La TrobeOawtteat
selfactualizing her audience in the fragmented mirroBdatween the Acts.

In OThe Bloody Chamber,O these events that take place in thercianbestle
as a whole figure as rite of passagesexual initiation, and rebirth, the bloody chamber
symbolizingthe womb, and the MarquisOs castle, or Maay Kaiser deschies as a
Ophallic tower,O standiimgas a symbol ofmasculhe sexuality. But this image of the
castle towerefers back tadhe womb imagery of the chamtzes wellwhenthe narrator
describes itis situated on the Oamniotic salinity of the oceéai®ef 32 Carer 12). She
recountsher surroundings ame wouldan Impressionistic painting, Oa landscape of

misty pastels with a look about it of being continuously on tietf meltingO (13). A
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place of Ofaery solitudeO and exihe castle, Owith turrets of misty blue, its courtyard, its
spiked gate, his castle that lay on the very bosom of the sea with seabirds mewing about
its attics, the casements opening on togileen and purple, evanescent departures of the
ocean, cut off by the tide from land for haldayEQis a liminal spae meant for self
actualizationjt is Oat home neither on land nor on the water, a mysterious, amphibious
place, contravening the mateitglof both eartrand the wavesO (13)hi$ hazy space of
in-betweennesis where the narrator moves from object to subject of her own story.

CristinaBacchilegadiscusses the necessity of the liminal space and violent rebirth
of the protaginst. Shaffers the concept of OddeilsubjectivityO in relation the
multiple meanings imbedded in the ways of readirgnarratorOs subjectiviggpecially
when considering the intertextual reference to PerralBifsb®ard. O\s Bacchilega
explains, there arvo cerral motifs in theBluebeardale:the Ofrbidden ChamberO and
the OBloody Key.O Dependingubich the reader favors as the central motif, the
meaninglundamentally changes:

if the OForbidden ChamberO rather than the OBloody KeyO is treatete&sth

central motif, then OBluebeardO is no longer primarily about the consequences of

failing a testbwill the heroine be able to control her curios#But about a

process ofnitiation whichrequiresentering the forbiden chamber. (Bacchilega

107)
Countering BettelheimOs preoccupation with the bloody key as a marker of lost virginity
and guilt, CarterOs motgeentitle her revisioist taleOThe Bloody ChamberO shifts the
focus to that forbidden space of dangerous knowle8gechilegaalsochallenges the

traditional reading of OBluebeardO as a story about the dangers of sexual curiosity and
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betrayal,implying that CarterOs alteration of the narrateeonstructsuch a reading
She claims instead th@d[t]he heroineOs knowledge of heband, of herself, and of
sexual politics@s at the heart of the story, and that O[t]he test is whether she can acquire
this knowledge and then use it cleverly erfotmtriumph over deathO (107).

Similarly, Cheryl Renfroe adds this discussion dhitiation and survival,
asserting

since the heroineOs exploration of the chamber is overtly desired by both the

husband and the girl falifferentreasons and with the hopedfferentoutcomes,

the tale becomes at once a depiction of the oppressive seiiadion of a young

girl at the hands of a powerful older man as well as a tale eiinstdtion and

survival undertaken willingly by a member of a community of women. (90)
The community of women in the story revolves around the close relationsivipelnet
mother and daughter. The motherOs own personal stories, as remembered by the narrator
now in the present, show the mother to be a social transgressor who Ooutfaced a junkful
of Chinese pirates, nursed a village through a visitation of the plague staneating
tiger with her own hand and all before she was as old as 10 (Carter 7). A streng, self
determined woman, she also married for love and not wealth and raised her daughter on
her own afteher husband died. Although the narrator choasdiferernt path from her
mother, her mother@®ries ae remembered as an example of the inner strestggh
inherited She must make her own choices and experience the dangers in life in order to
selfactualize.

Manleyjustifies the narratorOs lackl@érning from her motherOs stories of

female stength and independence, insistthgt, while the narrator has material from
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which to draw, O[b]efore she can make use of this material, she must start a journey
toward establishing herself as a subject; jinisney involves consciously seeing herself
as others (and particularly thMarquis) see herO (85).e@ardless of her onmotherOs
intuition and hesitance in allowing her daughter to marry the Marquis, the narratorOs
motherultimatelyleaves the decisioim the daughtenecause she understands that, in
order to grow as a female subject, she must face those OothersO within masculine society
Renfroe is right to read thiss the motherOs acknowledgnuétiter daughterOs need to
Oattain adult status througkposure to the adult knowige the union will bringO (90).
While both victinized and complicit in her situatio@the narratorOs attention to material
conditions undeniably promotes an unflinching and-isefflicating understanding of
heterosexual sagmasochism within a socially exploitative societyO (Bacchilega 123).
Despite the reservations both mother and daughter have about the union, they understand
womenQOsociceconomic motivations and neednimneuver and assert themselves within
the system thtaobjectifies and subjugates them.

In contrast to Bacchilega, Manley and RenfroeOs celebratory re&ditrgsa
Duncker criticizes Cart@s revised fairy tales f@establishing the saproblems
ingrainedin the traditional tales. She contends thh®infernal trap inherent in the
fairy tale, which fits the form to its purpose, to be the carrier of ideology, proves too
complex and pervasive to avoid. Carter is rewriting the tales within the strait jacket of
their original struairesO®). But Duncker is ignoring the satirical, parodic, and ironic
structure of the tales, including their ideological value: they are far more ambiguous than

Duncker gives them credibr because the narrator is unreliable and stilheprocess of
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becoming. Whileltere appears to be a sense of finality to some of the stories and a
reinforcement of subject and other, as postmodern revisions of théalaiCarterOs
storieschallenge the dualisms supported in the traditional fairystaleture. They
deconstruct &y readings afight versus wrong anithe relationship between oppressor

and victm, showing that the system is at fault for upholding tlogg®sitional

relationships. With their moral ambiguity and emphasis on the transformative powers of
telling oneOstory, CarterOs fairy talesiséslosure, keeping the creatiohsubjectivity
endless and infinitely changing.

CarterOs parodievision of the classic fairy tale OBeauty and the BeastO serves as
another example of her preoccupation with reconstructing the traditional fairy taleOs
stories of sexual initiation, feminine salcrifice, and the rule of the fatharpatriarchal
socety, again shifting focus from the image of the pastemine who surrenders herself
to the Beast to that ofiutuality andthe material reality of the BeautharacterOs cultural
context. Published in 1756he most popular version of the OBeast(taieBelle et La
Bste,O was written by Madame Jeai\iarie Le Prince de Beaumont and came from a
long line of folklore about mysterious husbands and tesi®ofanOfaithfulness such is
found in ApuleiusOs OCupid and Psyafioe example(Bacchilega 72).In the original
OBeastO tated through the typical omniscient narration of the fairy tale tradittu
reader is first introduced to BeautyOs father, a wealthy merchant who has several children.
The youngest, deemed the most beautiful and givinggfitve, also the Obefteof her
older sisters, refusesany proposals irefivor of staying with her father after he loses his

fortune After the father receives a notice that ohhis ships containing goods has
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safely arrived, he sets off orjaurney b retrieve them, and Beauty request®hng

back only a simple rose. Once Beaufg@®er reaches his destination, he finds that he
has lost hisnercandise and is still poor, findhelter at the BeastOs palace takes a

rose for his daughter upoedving for home.The Beast, angry at this indiscretion, allows
the father to trade his life for that of his daughter. Beauty, eveateheotypicallyself
sacrificial @oodddaughter, leaves her fatherOs home to stay with the Beast, only to find
that ske loves him despite his ugliness. She leaves the home only when she hears her
father is sick with the promise that she will return to the Beast after one week. Her
deceptive sisters plot to keep Beauty away from the Beast longer, hoping thét he w
devaur her out of angehowever, enveloped by feelings of guilt for not having kept her
promise, Beauty arrives to find the Beast dying. She begs him not to die, offers herself to
him in marriage, and he is magically transformed from Beast to handsome prince
because, as we all know, a fairy tale must end with the happy union between beautiful
heroine and handsome hero.

Embedded in thigraditional narrative of OBeauty and the BeastO is the socio
economic and gendered position of Beauty within the patriasgiséém thasituates her
asthe olive branch or bargaining chip between two men. Bacchilega makes the solid
observation that this story mimics the expected roles and familial ties within a historical
framework. Bruno BettelheimOs psychoanalytic appneaats this story less as a
marital transaction and more through the lens of transference: Beauty transfers her
Oedipal attachment from her fatherthe Beast (Bettelheim 309Bacchilega refutes

BettelheinDs psychoanalytic readimggisting that Beaut®is initiated into married life
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within a patriarchal frame: whether she is a willing object, victim, heroine, or all three,
both father and husband benefit from the excha(ig®)O Her primary argument is that
the story supports the patriarchal idealtef humble and chaste woman who, while
having enough agency to choose her own fate, ultimately chooses that which will uphold
the system, maintaining a subjectivity that is Oconstrued as absence and whose symbolic
reward is in giing rebirth to anotherOgy. BacchilegaOs statemiemplies that this kind
of subjectivity in the fairy tale heroine does not create an actual subject with actual
agency: her sealled OchoiceO seems progredniny systemic forces outsidelwrself
and her experiences with others

In OReConstructing Oedipus Through OBeauty and the Beast,00 Sylvia Bryant
agrees with this interpretation, arguing that Beauty is Oboth object of barter and plot
device,O which does not equate being the subject (MtBpugh none of these readings
of OBeauty and the BeastO mention Eve SedgwickOs theory of the Oerotic trangle,O t
stress that these critics place onltletering process with OwomanO standing in as both
bargaining chip and plot dewd@lay on the same idea that, witlie malecenteed
literary tradition, male homosocial bonds rely on the presence of women as exchangeable
property br the purpose of cementing those relationshipsdgwick specifically refers
to what she calls Omale homosocial desire,O arguing that men cwitipete another
and Otraffic@e shared female object of desire as a means for Omaintaining and
transmitting patriarchal powerO (Sedgwick 28hile Beauty©father and the Beast are
notromantic rivalsjn the literal senseheysecure their relationship bssiness partners

through the exchange of BeautyOs badyhe original tale, the marital exchange,
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despite BeautyOs active participation and choice in the situation, is still less between man
and woman and more accurately between the two BeautyOsubserviencand
acquiescencwithin this patriarchakystem of exchange makes Beauty the stereotypical
virtuous, OgoodO daughter.

CarterOs remake, OThe TigerOs Bride,O satirically parodies thstomedll
OBeauty and tHgeastO and its reinforcemeninafmen as bartering tos|instead
grantingOBeautyO the agenctetbher own side of the story arttiereby giving her the
power to express her angerd defiance at being made object of exchange. As is the
case irthe beginning of OThe Bloody Chamber,O the narrator demands the reader
recognize the central part she plays in her story with the possessive OmyO: OMy father lost
me to the Beast at cards,O telling us that she is not simply a plot device but the actual
sulect underiscussion (51). MoreoveBeauty make it clear that her fathes to
blame for any Ola€khis actions have caused, shevas the loser of the garmedthe
loser of hispropertyas he lament€)I have lost my pearl, my pearl beyond pri{&&p
Full of ironic disdainand dark humor, shemphasizes her situation of being made a
commodity, ironically begginthe readenot tomisread her story: OYou must not think
my father valued me at less than a kingOs ransom; hatpairethan a kin§s ransomO
(54). Not allowed personhood and agency, Beauty understands that she holds nothing
more than monetary worth in the eyes of patriarchal society.

Like OThe Bloody Chamber,O the narrator of OThe TigerOs BrideO offers her
reader a vividly detailedmageryfilled description of the storyOs settidg far cry from

the matterof-fact presentation of the original tal&®/eare made téeel the coldof
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Russia and the darkness of the e$ythe narrator experiencesaihd we cannot help but
becomeaffected by the violence in hdictionwhen she describeseOs relationship with
natureas Owar@ndthe candles Odroppfih hot, acrid gouts of wax on [her] bare

shoulders (Carter 51). Skmvatched with the furious cynicism peculiar to women whom
circumsances forcenutely to witness follQ) aser father Orids himself of the last scraps

of [her] inheritanceO (52 While this focus on Othe rottenness of a social order that trades
(female) bodies to sustain some privileged so{Bs©chilega 97)s implicit in fairy tales

like the original version of OBeauty and the Beast,O Carter makes sure to give emphasis to
this issue in her revision. One could almost argue that it is an example of parodic
exaggeration, except for the fact that very little if anythgigding exaggerateds is the

case with OThe Bloody Chambaeatfi@r than a few mystical happenings such as
transformations fromdman to animal, OThe TigerOs Brigied®2rline the undercurrent

of realismflowing througlout CarterCstories.

Notwithstandng the similarities between the two stories, and in contrast to the
shallow depictions of women in classic fairy tales, Carter paints her heroines as
individuals with unique stories and personalitiesilike the narrator of OThe Bloody
Chamber,O the natwa of OThe TigerOs BrideO never constructs herself as the typical
nasve child in her sty of personal growth. Rather, this narrator displays a voice of
experience, knowledge awgnicism that continues throughout her tedliof her story.

She denouncebe BeastOs gift as Odamned white roses,O resentful that he could think Oa
gift of flowers would reconcile a woman to any humiliationO (55). This is certainly not

the impressionable young girl that the Marquis had seduced with flowers, jeavelry,
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othervarious possessions. Beauty understands her market value and her one possession
of worth, telling the reader that during her journey to her new captorOs home, she thought,
OFor now my own skin was my sole capital in the world and today 1Od make my first
investment@6). Likewise, the narrator never presents herself as the silenced,
subservient woman. When told that the BeastOs only request is to see her undressed, after
which she would be returned to her father with money and presents, she Olet out a
raucous guffawO amuoudlydeclaregdo her readerOno young lady laughs like that!O
(58), reminding us of the power and subversiveness of womanOs laughter in the face of
her oppressor.

With a good dose of wit andeial insight, the narratanakes obviouser role
and place in societgnd takes advantage of her bodily asset, reversing the market
dynamic established by theam by negotiating with the Beds¢rself She moves from
negotiated object to subject of negotiation, offeonty theuse of thdower half of her
body in exchange for her freedom.uBshe allows this bargainingly if she is then
Odeposited in the public square, in front of the churchO and given Oonly the same amount
of money that you would give to any other woman in such cirtamass,O implying that
the Beast intends to e her in the role okhore (59). Ironically, the narrator also
implies that there is more power in this rtdl@nher previous role of sacrificial virgin
because, like the two negotiating men, she would ltieean active, rewarded member
within the process of exchange.

Yet at this point in the narrative, our narrator has not actualized to become a full

subject, regardless bker powerful wordplay and wit. Based on her previous experiences
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at the hands of nme the narrator assumes that the Beast objectifies her asShellwill

come to reate his role as OOther,O thus shifting the artificial homosocial bond between

her father and the Beast to a more mutual ladfrshared otherness connecting the Beast

to herself. h his attempto be luman and, therefore, subject, the Béwst hidden his

tiger form underneath cloaks, masked his fadte image of man, and coverad

animal scent with strongotogne. It is when he takes the narrdtorseback riding it

she begins to see her likeness in the Beast, thus identifying with the OOther.O She recalls:
A profound sense of strangeness slowly began to possess me. | knew my two
companions weraot, in anyway, as other men, the simian retainer and the
master or whom he spoke, the one with clawed forepawsE. | knew they lived
according to a different logic than | had done until my father abandoned me to the
wild beasts by his human carelessness. This knowledge gave me a certain
fearfulness still; but, | woulday, not muchEIl was a young girl, a virgin, and
therefore men denied me rationality just as they denied it to all those who were
not exactly like themselves, in all their unreasonk. | certainly meditated on the
nature of my own state, how | had been bowagtat sold, passed from hand to
hand. (Carter 63)

At this point in the narrative, the narrator has come to the realization that the Beast is not

like the other men in her life. Like hersdile has been forced to wear a social mask,

maintaining the accepted role society has placed on 8methinks about the clockwork

ddl given to her and how it stan@s a symbol for her own imitative lit¢ mindlessly

performing exactly as society hpogrammed herOncethe Beast offers himself to her

in hisown nakedness, she gains control over her sulnjectivity as she chooses to

undress and expose herself to himg abjed and object meld into orterough this

mutual act Thenarrator become®the subject of her own transformation, her own
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rebirthO Bacchilega9). She has agency because she offers herself to the Beast only
after he, too, has offered himself to her and is made vulnerable. FurthesimBrgant
adds it is when the narratd@ecognizes that she and the Beast are (in their silence)
OspeakingO the same speech of diffeBenoelationship to which there are no
ideological strings of social/sexual expectation attaéhight she feels Qat liberty for the
first time in [her] lileO Bryant 92, Carter 64).

The lesson of CarterOs version of OBeauty and the BeastO is not the simple one of
faithfulness, selflessness, and martyrdom found in the original tale but one of acceptance,
difference mutuality, and an embracing of oné@@®er OOther® aadimal desire without
subjugation.Unlike the traditional tale of OBeauty and the Beast,O in this case it is
Beauty who changes after finally finding her self. And like the painful process of
experience faced by the narrator of OThe Bloodyn®ier,O the narrator of OThe TigerOs
Bride® must go through the agony of stripping off her oldakihtransforming into her
inner animaks she gives birth to herselhe narrator can only come into her own once
she realizes that her own subjectiviteatingent on her acceptancaderstandingnd
absorption of the OOtherQ into her own being.

In the appendix t®roblems of DostoevskyOs Poetlusreis a section of notes
coneerning changes and additions Bakiiould have liked to have made entitled
OToward a Reworking of the Dostoevsky Book.O Included in this appendix is a
fascinating discussion of novetsatdepid a Oselfieveloping lif®©whereBakhtin
emphasizes the connections between dialogism and 8uityeat which he has hinted

several, if not all, of his works. He delves into the importance of the novel containing
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Othe interactions of many consciousnessesO because Othe existence of single
consciousnessO would be an OimpossibilityO (287). Wisidaring the relationship
between self and other in the formation of subjectivity, it is necessary to see how, as
Bakhtin illuminates on the topic, Othe most important acts constitutingpseliousness
are determined by a relationship toward anotbesciousness (towardttaouO (287).In
artistic expression, this dialogism of the self often takes place in the faomi@ssional
writing, an intrinsic part of the firgperson OIO narrative found in these postmodern
women writers under discussionorfa work of satire, this confessional type of writing
often includes a sense of urgency in forming and maintaining selfhood and agency
against the socipolitical institutions attempting to obliterate the self, but it is easy to
forget that, in order fochang to be made possible afait the objectified individual to
gain agency as a subject, that which is outside the self, the Onot me,® must be an active
presence and catalyst for subjectivity. Bakhtin notes:
I am conscious of myself and become myself avhile revealing myself for
another, through another, and with the help of anotherk. Separation, dissociation,
and enclosure withithe self a the main reason for the loss of oneOs self. Not
that which takes place within, but that which takes plactneboundarybetween
oneOs own and someone elseOs consciousnesshstiodd. And everything
internal gravitates not toward itself but is turned to the outside and dialogized,
every internal experience ends up on the boundary, encounters anatherthas
tensionfilled encounter lies its entire essenceE. The very being of man (both
external and internal) is tlleeepest communion. To im@ango communicate
Absolute death (nobeing) is the state of being unheard, unrecognized,
unrememberedE. © be means to be for another, and through the other, for
oneself. A person has no internal sovereign territory, he is wholly and always on

the boundary; looking inside himself, he loaki the eyes of another with the
eyes of anothe287)
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While this creation of the OotherQ in the form of the reader is implied in CarterOs first
person accounts, is less stressed than the symbolic relationship of self and other
presented through the narratorsO experiences with OothersO in the stories. In Margaret
AtwoodOF he HandmaidOs Taten the other handhe urgency and need for that Oother®
as a readaor listenerto hear her story becom#ge central issue for Offred, the narrating
protagonist of the novelHer survival and subjectivity literallgnd figurativelydepend

on her abilityto tell her tale to others.

Contrastinghe image of the OeverymanOrwell04984 Atwood constructs her
protagonist through a deeply personal, individualized account of her experiences under
the theocratic, @horitarian regime of Gilead. As a feminist work of dystopian literature,
The HandmaidOs Tatéght not diretly come off as parody in its use of the masculine
dystopian tradition, but the similarities and differences between thedwalsare clear
and purposeful, hinting at both the mimetic and contrarian elements throughout the text in
relation to AtwoodQdystopian writer predecessors. Under the umbrella teisnidif, or
more recentlySFto include Ospeculative fictionO sucfitess HandmaidOs Tale
dystopian literature has a history of usimgmen as peripheral characters. They are

generallyconstructed astereotypes, love interests, or plot devicekdlp move along

% Atwood labels her novel as Ospeculative fiction,O mefthiose who call it Oscience fictionO because, as

she differentiates between the two terms: Ol define science fiction as fiction in which things happen that are
not possible todafthat depend, for instance, on advanced space travel, time travel,dinedysof green
monsters on other planets or galaxies, or that contain various technologies we have not yet developed. But
in The HandmaidOs Taleothing happens that the human race has not already done at some time in the
past, or that it is not doingow, perhaps in other countriesk. WeOve done it, or weOre doing it, or we could
start doing it tomorrow. Nothing inconceivable takes place, and the projected trends on which my future
society is based are already in motion. So | thinktef HandmaidOs [Eanot as science fiction but as
speculative fiction; and, more particularly, as that negative form of Utopian fiction that ahs come to be
known as the DystopiaO (OWriting Utopia@)92
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the story or support the male protagonistOs journey in some way. However, like with the
fairy tale, there are those who insist on the already present potential in the genre for
sacial critique and subversive strateggamela Annas, for example, argues in ONew
Worlds, New Words: Androgyny in Feminist Science Fiction,O thdiGsifocus on
speculation and the questioning of OrealityO offers an alternative space that chatlenges
critigues those who maintain norms, absolute truths, and power structinegenre of

sciHi opens the door for imagined alternatives to current social sitsadi®it Oenvisions,
createsanalternative world with comments on our ownO (143). Wlils commentary

on real issues affecting our present society, we can see hfivisssympathetic to the
rhetorical goals of satire, often criticizing social injustices @mallenging restrictive

norms through the displacement of time and space. Abgeare of sefi, dystopian

literature functions as a way to further exaggerate and call attention to the satire inherent
in the genre.

Like scifi as a wholethe dystopian tradition has been an overwhelipingle
dominated genre. There have been ad&pian works by womeover the centuries,
including Margaret CavendishOs 166@ Blazing Worldind the feminist works of Lady
Florence DixieG8loriana and Charlotte PerkinOs GilmaH@sdand, but there have been
even fewer women dystopian writer§o be fair, it was not until the nineteenth century
that dystopian fictiotook hold as a prevalent gen but the wetrespected works
generally known today that easily cross tberdary between popular ficti@md those
deemed worthy of literary study amdl by men, most notabld.G. Wells, Aldous

Huxley, and George OrwelBarbara Hill Rigney affirms that Oseldom have feminist
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novelists chosen the satire and irony of the dystopia, that genre of literature which refutes
the escapism of fantasy and represeonfrontation with a possible realityO (148)th
that saidand acknowledging the inaccuracy of RigneyOs statetmantfantasy being
escapistthe civil rights and womenOs movements of the 1960s facilitated a more diverse
revival of the dystomi novel and sefi in genera) particularly favoring the satirical
elementf and dire reality portrayed in the fornKingsley Amis wrote in 1960,
OThough it may go against the grain to admit it, science fiction writers are evidently
satisfied with the seual status quoO (99), and this problem changed significantly by the
1970s with writers such as Ursula Le Guin and Octavia Butler joining in the new ranks of
women scifi writers with an overtly feminist agenda.

By the 1980s, Margaret Atwood entertbe scene amidghe ThatcheReagan
alliance that contributed to what she saw as the growing hostility toward feminism in
England and the United StateSarah Lefanu describésis sociepolitical climateas
Opromulgat[ing] an ethos of authoritarianismler the guise of Oresponsibilitg®O
censorship, morality, classism and traditional gender rolesnemrferced under
conservative leadersh{@-8). Science fiction rose in popularity asoam of protest
because itOs Oplagfiditand itG®pennesso other literary genres allow an apparent
contradiction, but one that is potentially of enormous importance to contemparmen
writersO in that inakes possible, and encourages (despite its colonisation by male
writers) the inscription of women as getts free from theonstraints bmundane
fictionO(Lefanu 9) Furthermore, and important for this study, science/speculative fiction

Qalso offers the possibility of interrogating that very inscription, questioning the basis of
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gendkred subjectivitg(Lefanu 9). Much of this interrogation comes from science
fictionOs ability to defamiliarize the familiar by placing the location and time outside the
realm of present day reality, making the scene ripe for the analysis and deconstruction of
normativity andsystems of power.

Nonetheless, | sespeculativdiction, particularly that which is dystopian in
nature, working differently than LefanuQOs insistence on defamilianziastead of
defamiliarizingthe familiar, dystopian literature often familiarizes the unfamiliar to the
point that the fictionalized atmosphere becomes indistinguishable in many ways from the
present material reality faced by the charactefBhis familiarity gives speculative
fiction its satiric power.Gilead, for example, is only a slight exaggenafrom what
women haveexperienced in strictly gerded, authoritarian regimesnd, even in
societies where women hawere autonomy, we can find the warning signs of
authoritariarém American history supplies the GileadeagimeOsepressiveonstructs
throughthe examples ats puritanical past mixed with tle®ntenporary political strife
andrise ofthe religious rightduringthe 1980s(Booker, Dystopian Impulsd62) Those
in power in the novel, particularly the Aunts whose role is to control and brainwash the
handmaids, allude to Evangelical interpretations of Biblical passages in support of
womenOs subordination. OffredOs memories of her motherOs protests during the 1960s
further the sense of historical immediacy, underscoring the connections between our past

and possible future.

* Arnold E. Davidson makes a similar case when he says that thef flo¢ Handmaidf)sja(]lplays to our
sense of the familiarO and that Oin a very real sense, the future prestige¢ibpdmaidOs Tatealready
our historyO (OFuture Tense: Making Historye HandmaidOs Tale 116)
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Pder Fittingstates that Omore recent fictions no longer give us images of a
radically different future, in which the values and ideals of fesninihave been extended
to much of the planet, but rather offer depressing images of a brutal reestablishment of
capitalist patriarchyO (142), and considering the perceived backlash against feminism, it
comes as no surprisdlagali Michael argues that thegximity in time to that of the
present reader Oprevents the Osuspension of disbeliefO that most works of speculative
fiction requireO (135)She continues:
By creating a lack of distance between the two societiesEthe novel disrupts the
conventional denraation between reality and fiction, between 1980s America
and 1990s Gilead, thereby forcing readers to recognize seeds of the dystopian
Gilead in1980s American culture. (135)
With this tense historical moment of renewed oppression, writers need very little of a
leap away from present reality to construct these frightening authoritarian structures.
WomenknowGilead; feminist fear theinevitability of its literal formation.
Many of the plot elements, and even a few structural elemarnitbe
HandmaidOs Tadre an obvious homage to the masculine dystopian tradlitmad
been pervasive in English literatuome can find a plethora of similarities between it and
its predecssor,1984 OrwellOs OThought PoliceO are now OThe Eyes,O and-the state
sanctioned release of pam dissatisfaction changes from the OTwo Minutes of HateO to
the OParticicution,O where handmaids are allowed to beat supposed rapists (more than
likely political dissidents) to death. Society is still compartmentalized into class

hierarchies, althoughhe HandmaidOs Taleeates gendered separation with
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Commanders and their Wives, thedBowives, the servant Marthas, the prostitutes at
OJezebelOsO (the guwentsanctioned house of prostitution for the Command#rs),
handmaids as surrogatéise matriarchal Aunts who control and brainwash the
handmaidsand deviant women classified as OUnwamaimo are exiled to the colonies
to dispose of radioactive waste. Typical of the dystopian literary tradition, AtwoodOs
novel includes a totalitarian regime and an undercurrent of tensions caused by continuous
warring and fighting factions within the syste Offred tells her reader, OThey only show
us victories, never defeats. Who wants bad news?0 (Atwood 83), which parallels the
control of information in OrwellOs dystopian vision. Also, 1iR84 The HandmaidOs
Taleexplores issues of power in all ¢ forms, notably Opower as the prohibitiafE
human potentialO (Malak 10). Just as what happehe fairy tale, dystopian fiction
blurs the boundary between fantasy and reality with an aim that Ois neither to distort
reality beyond recognition, nor frovide an escapist world for the readerO but to
heighten the issues already present in socMatak 10).

Larry Caldwell claimsAtwoodOs novel is paying an obvious,-seliscious and
Oironic@ebt to Orwell but he draws similarities between the tetily to leave behind
any solid discussion of the major differen€840) Just as is the case wih of the
women writers of satire in this study, AtwoodOs novel proves that parody and
appropriation is always a doubdelged sword as it upholds and ceadles the texts that
came before. Both Malak and Caldwell imply that the only difference that sets
AtwoodOs novel apart from the dystopian tradition is her feminist angle and concern for

womenOs rights; howevéhe HandmaidOs Taands on its just asuchfrom its
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narrative structure dts thenes and ideology. Wle Malak argues that AtwoodOs novel
constructs the same exaggerated binaries as other dystopianQan&satiz[ing] the
eternal conflict between individual cheiand social necessity@)lin actuality Atwood
deconstructs this separatibatween individual and society. Malak also clathreg the
novel places the themes of having too much choice and having too much prohibition in
oppostion with one another, but sineisreads this novel@&sitement about Oeither/or,0
forgetting that it is not Atwood nor Offred who support such a dichot®rhis the
Gileadean regime and, more specifically, the Aunts who attempt to brainwash the
handmaids into believindnat these are the only two choicéss Offred sardonically
observes after Aunt Lydia has told the handmaid to think OWhere | am is not a prison but
a privilege,O Aunt Lydia is Oin love with either/orO (8). Arilg Weremay be some
truth to what the Aunts say abobetviolence and sexlimation of women before Gilead
this is a purposefully distorted truth, a false sense of Utbpiasaysnore about the
problems inherent in 1980s American culture that would support violence against women
than about how women should be prohibited froekimg choices that could put them in
danger in such a culture.

Through their exaggerated, allegorical form in OffredOs narrative, all binaries
break down ifnThe HandmaidOs Talghetherfreedom versus imprisonmewictim
versus victimizer, ofantasy versus reality. More importantly, what distinguishes
AtwoodOs novel from that of past dystopian writers is her unwavering focus on the power
of language, telling oneOs personal story and the necessity for an OotherQ in connection

with female sulgctivity. It is OffredOs first person account and subjective point of view
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that disrupts the focus on objectivity and OtruthO found in earlier dystopian novels such as
1984 Like CarterOs fairy tales, this revised focus highlights the questioning awhat
OrealQ through salfiareness in the storytelling process, drawing attention to itself as a
constructed work of art with faulty memory, embellishments, and multiple Otruths.O

In OWriting Utopia,O Atwood tells of the influence of dystopian fiction asich
those by H.G. Wells and George Orwell on her own work, but she suggests a difference
between her dystopian fiction andatiof the masculine traditiom imany utopian and
dystopian novels, the writing Oso frequently stumbles intoEthe pitfalls of disiqniO
instead of maintaining focus on Ohow to make the story real at a human and individual
levelO (100). She continues: OThe author gets too enthusiastic about sewage systems or
conveyor belts, and the story grinds to a halt while the beauties ofatfeesgplained. |
wanted the factual and logical background to my tale to remain background; | did not
want it usurping the foregundO (100). It is this personal element, this focus on the first
person accountsver objective observatipthat make§heHandmaidOs Tastand out
from the others.As OffredOs narrative beings, the reader is immediately confronted with
issues of the relationship between self and other and establishes a connection with a
narrator who often falls into feeling and nostalgiemories of the past:

We slept in what had once been the gymnasium. The floor was of varnished

wood, with stripes and circles painted on it, for the games that were formerly

played thereE. There was old sex in the room and loneliness, and expectation, of

something without a shape or nanmi@emember that yearning, for something that

was always about to happen and was never the same as the hands that were on us

there and then, in the small of the back, or out back, in the parking lot, or in the
televisionroom with the sound turned down and only the pictures flickering over
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lifting flesh. We yearned for the future. How did we learn it, that talent for

insatiability?(3)
The beginning reflects AtwoodOs interest in a certain kind of realism, not one of
objectivity and dedil for the sake of detail bty show Othe texture of life as people live
it, furniture, makeup, underwear and allO (Atwood qtd. inmidson, 38). OffredOs
description is highly personalized, coming through the eyes ambmef the
mydgerious, unnamed narrator.t the same timehere is also a sense of community from
the start, this need to feel a part of stmmey beyond the individual whebffred
repeatedlyuses the first person plural pronoun Owgh® reader understanttsatOffred
is not alone in her experience, and she suggests the need for commonality when she
projects her own feelings and desires onto her fellow handmaids.

Under the Gileadean regime, Offred and the other handmaids haveelaggted
to the traditional unerling elements within thegtriarchal system of binariesidy are
body and object, only to be used as surrogates to continue the power structures supported
by the regime. Denied subjectivity and agency, OffredOs telling of her personal story, as
well asthe pleasure she getsifin playing with the languagehich she has been denied,
is the only method available for her to assert herself as an embseliiedShe mixes
wordplay and humor, reveling in her ability to revise the language of firesgorda
common method in satire, particularly menOs satirk Dystopian Literature: A Theory
and Research Guigd®8ooker explains the importance ofitauage and dialogue in
dystopiarfiction. Because language is dialogic, it can never be completely contolled

contained, no matter hodystopian regimes depeéon Oauthoritative languageO in an
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attemptto stifle the play and freedom of dialogue. Booker asserts, OThus, the very nature
of language itself indicates that there will always be a possibility thaisoppvoices can

arise, even if they must do sadhghparodic manipulation of the languageanfthorityO

(19). Therefore, language can bme@ans of oppression but aldzeration when the

oppresse use itto their advantage.

The HandmaidOs Tadgamines the different ways objects are defined; it is the
ability to define that gives agency and power to the speaker. One of the ways Offred
maintains her subjectivity isy taking back ownership of the language Gilead denies her
through wordplay andynning. For example, Offred ironically plays on the word for the
oppressive attire she is forcedwearthat signifies her status agertile body. She says,
OSome people call thérabits a good word for them. Habits are htwdreakO (28),
implying that these costumes repredmmthan unyieldng shackleand dangerous
practice needing correctiormhe red habits the handmaids wear suggest female (often
sexual) indiscretion, whether alludingdbittle Red Riding Hood3 the sexual
indiscretions oHesterPrynne®, or the female sex organs of th@ndmaid.By playing
with the various meanings attached to her costanaethe wordhabit, she unmasks and

ridicules the ways in which the regimentmls her.

“ISharon Rose Wilson explores fatgle motifs inThe HandmaidOs Taléth a focus on OLittle Red

Riding HoodO iMargaret AtwoodOs Faifjale Sexual PoliticsShe points out the similarities in dress,
including OffredOs carrying a basket while shopping, markers intended to directér®seattention to the
intertextual layering.

$linIThe Disobedient Writer: Women and Narrative Traditiancy Walker argues th@ahe HandmaidOs
Taleis an ironic revision of Nathaniel Hawthornd®e Scarlet Lettein that both works Oilluminate the
persstence of certain cultural realities: the use of fundamentalist religious doctrine as a justification for
political repression, the distance between official rhetoric and the OtruthO of actual life, and the use of
women as cultural symbolsO (1%51).
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According to Griffin, OThe satirist seems adtrio forget the target and to delight
instead in the range, inventiveness and even the eygli@busive vocabularyO (19).
Although Atwood never forgets her target, she and her narcatoainly find power in
objectionable language and blasphemy. &dftells her audience

There is something powerful in the whispering of obscenities, about those in

power. ThereOs something delightful about it, something naughty, secretive,

forbidden, thrilling. 1tOs like a spell, of sorts. It deflates them, rethem®@sto

the common denominait where they can be dealt wi(l222)

The old adage Olanguage is powerQ takes multiple meanings here because Offred not only
defies the Gileadearegime by speaking at all but denounces its conservative moralizing
by using profanityOdeflatingO dse who subordinate the marginalized and powerless.
These obscenities furtheonnect to th@veralldark humor prevalent throughout

OffredOs narrativas well Keith Booker recognizes the Oconsiderable parody and
humorO as a factor that distinguisifiee HandmaidOs Tdtem the dystopian tradition

(The Dystopian Impulsi42). One of tle many memories Offred hastbk

indoctrination she experiencedder the supervision of the Aunts recalls these issues of
dark humor, wordplay,ra redefinition. Sheemember&unt Lydia teachinghe

handmaids to think of themselves as pearls, euphemistically referencing their special
quality and purityas purposefulkeproductive bogs Offreddismantles the loftiness of
such a meaning, thinking of the other reality that pearls are nothir@@congealed oyster

spitO (114).



Offred takes immense plaae in cutting the regime down size through humor
and irony. Inhis influential essay on humor and laughfekes and Their Relation to the
UnconsciousFreud advances this idea of the power of lagguand pleasure, especially
whenconnected to humor: Oby making our enemy small, inferior, despicable, or comic,
we adiieve in a roundabout way the eyijeent of overcoming himO (103)e
distinguishes between Oinnocent jokesO and Otendentious joké&s®wittj@ purpose,
arguing
the pleasurable effect of innocent jokes is as a rule a moderate one; a clear sense
of satisfaction, a slight smile, is as a rule all it can achieve in its hearerE A non
tendentious joke scarcely ever achieves the sudden burst of laughter which makes
tendentious ones so irresistible. Since the technique of both can be the same a
suspicion maye aroused in us that tendentious jokes, by virtue of their purpose,
must have sources of pleasure at their disposal to which innocenhplegso
access. (Freud 1390)
Griffin explains how satire uses this tigof the tendentious joke: @brings] pleasure
by enabling us to evade obstacles to our expression of hostility. Those obstacles may be
either external, a powerful person whom we cannot safely attack, or irfe¢hsal
prohibitions produced in usO by society (Griffin 16Rarely will a rader find jokes in
dystopian fiction due to the seriousness of the subject matteevan@ffred repeatedly
uses her wordplay and wry sense of humor for comic effect. As is often the case in social
satire attacking oppressive systems of power, the miods joke inThe HandmaidOs
Taleis always dark and cutting with grim undertones.

One instance of OffredOs penchant for tendentious jokes is whaocktsethe

confines of her red habit, merging her present self with that of the past: Ol never looked
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good in red, itnot my colorO (8). This short, irojoke speaks volumes if we consider
not only her act of language play and finding humor despite her oppression,but eve
more importanthher acknowledgement of personal preference. In reassertinigshiee
of the color red, she pronounces herself as a self distinct from her present situation and
the expectationplaced on her by the regime. Furthermore, this self harks back to a time
when women had a choice as to what they wore, one of the magy Gilead has taken
away from its citizensOffred alsofinds morbid humor in the religiosity and absurd
ritualism of the Ceremonyhe act of fertilization that basically amounts to the rape of the
handmad by the Commander. Offred recalls how, asGoeemander reaftom the Old
Testament before the ritualized rape aschis wife, Serena Joy, broke down in tears but
attemptedo control the sound Oto preserve her dignity, in front of usO (90). Offred
remarks OThetension between héack of controland her attempt to suppress it is
horrible. 1tOs like a fart in church. | feel, as always, the urge to laugh, but not because |
think itOs fumyO (90). The situation is certainly not funny, but the absuridibeo
situation and OffredOs enjoyment ef mappropriate simile warrants an uncomfortable
chucklefrom her listenernot to mentiorthe fact that no one seems todmgoying or
benefiting from the grotesque, distorted ritual that iSGBEemonyregardless othe
euphemisms involved in trying tegitimize such a heinous act. Although not funny,
Offred can never resist an inappropriate metaphor or simile, thumbing her nose at those
who hold power over her.

OffredOs love of language shifts iat@ndarker territorywhen she describes her

body & various inanimate objects that serve the purpose of containment. She lists
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several metaphors for the body, including Gegmed wombs,O Osacred vessels,O

Oambulatory chalice®3he has lost all sense of self, and her bodybasme nothing

but a cordiner for the production otifure Gileadeang136). Offred remember that this

was not always the case. Earlier in her narrative she says, Ol used to think of my body as

an instrument, of pleasure, or a means of transportation, or an implement for the

accomplishment of my willE. There were limits, but my body was nevertheless lithe,

single, solid, one ith meO (73). Now, under Gilead, Othe flesh arranges itself differently.

IOm a cloud, congealed around a central objectd).(Khowing thatagencyis

constructed througboth language and the body, Offred secretly dedigsadOs atiepts

to keg her a disembodied object, tag control over her bady when she can. When

walking in the view of the young Guardiankesways her hips back and fotthtease

them knowing tratthey, too, have been denied the pleasures of the bodyOetels]

the powerpower of a dog bone, passive but thereO (22). Gilead would like to remove alll

aspects of the body that are not useful for maintaining their power. Aunt Lydia tells the

handmaids, OModesty is invisibilityO (2B mantra of sexual oppression for women

who arealwaysassociated with the body and the patriarchal attempts to silence women.
The French feminist theorist HZlsne Cixous perceives this struggle between

language, the body and the self in a system that attempts to deny women the power of all

three She demands women writeeir bodies, make them visible through their language

so as to not be erased, not be made invisilsieOSorties,O she declares that women Ohave

turned away from our bodies. Shamefully we have been taught to be unaware, adthem

lash them with stupid modestyO (95). Only in language that Oburisitnsadiasses,
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and rhetoricGzrders and codes,O that Ogo beyond the discourse with its last reserves,
including the one of laughing off the word OsilenceOO and any othesivoippress that
demand finalitycan women take back pow@5). She maintaing)it is not a question of
appropriating their instruments, their concepts, their places for oneself or of wishing
oneself in their position of masteryE. Not taking possessioimternalize or manipulate

but to shoothrough and small walls©q). In this act of destruction, women writers take
pleasure in Oscrambling spatial order, disorienting it, moving furniture, things, and values
around, breaking it, emptying structuresning the self same, the proper upside down

(96). This is what it means to writ®Zcriture fZmininéo write oneOs self into the role of
embodiment and subjectivity, and this is the struggle Offred endures as she reconstructs
her painful history, no mtgr how fragmented her story may be to those looking for
phallogocentric standards, deconstructs the meanings of Gilead, and laughs in the face of
oppression.

In OffredOs world, a world in which she is completely silenced, the only pleasure
she las left isthrough languagenoments of dark humoand small rebellious actand
thisjouissancas inextricably linked to her quest for subjectivity. AlriS Ferns
explains, OLaughter is both an assertion of independent identity, of an alternative mode of
perceving reality, and part of a larger mechanism whereby the individual reclaims
experience and endows it witlparsonal significanceO (388 This reclaiming is
central to OffredOs developm®xa reclaiming of the self that blends with her

relationship & others. Acording to Nancy Reincke, it tee action of the joke and not



simply the content that empowers women by creating commumitg@nmonality. She
states

WomenOs laughter counteracts dominance when it constructs a counterknowledge,

a counterknwledge that is collectively produced through female bonding across

barriers of class and race. The threat to male dominance isnOt women laughing at

men; the threat is women laughiwgh women. (36)

This need for communal laughtisrwhy Offredrepeatedly tells her listener that she must
remember to tell Moira her funny jokes and wordplays that dismantle lidéwaf the

regime. The utterance in isolation holds no subversive power without the presence of an
other.

Similar to themetafictional accounts found ithe Bloody Chambdut taking the
memory rarrative even further, harkirgack to the stream of consciousness techniques
found in Virginia Woolf, Awood depends on metafictive narrative strategies of
fragmentation and authatiintrusion to show thsubjective mind and #éhdisjointedness
of memory. These techniques of metafiction oath question the narratorial objectivity
of masculine dystopias. Offred repeatedly reminds her reader that she is constructing her
narrative fom scraps of memories and marteeof imagination whememory fails. She
draws attention to her narrative as a subjective construction through flashbacks, flash
forwards, tangents, dream sequences, fragments of thought, and creative liberties,
sometimesrbm faulty memory, sometimes from nostalgic flashbacks that intrude, and at

other times because she finds pleasure in the addition of imagined details. She also



constructs her narrative as a testament to the multiplicity of the self as she can hold
multiple beliefs at once, of conflicting possibilitisenultaneously.

For example, Wen thinking back to her familyOs attempt to flee during the rise of
Gilead, Offred constructs three different versions of what could have possibly happened
to Luke. She admit©OThe things | believe can®beltrue, thagh one of them must be.

But | believe in all of them, all three versions of Luke, at once and the same time. This
contradictory way of believing seems to me, right now, the only way I can believe
anythingO (@6). OffredOs narrative is selbnscious, bringing attention itself as not
entirely reliableput this is the actuality of speaking of oneOs self. She insists:

1tOs impossible to say a thing exactly the way it was, because what you say can

never beexact, you always have to leave something out, there are too many parts,

sides, crosscurrents, nuances; too many gestures, which could mean this or that,
too many shapes which can never be fully described, too many flavors, in the air

or on the tonge, haf-colors, too many. (134)

From her subjective memories and desires, Offred admits that she does not always know
what happened, but she draws attention to the fact that she is not omniscient, that she
cannot know everything or remember exactly how it lkeapgd. This is the human

condition angfor Offred, this is her reality. She takes control over her narrative, making

it her own in the face of a society that writes their story on to hetheAsreator of her

text, she admits that she has taken crediperties, such as her inclusion of the flowers,
which givesher some pleasulnd lessens the sadness and pain found in her story. She

also hopes these moments of positive imagery and humor are pleasurable for her reader

just as the words of othersvysabeen for her
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In ODiscoursin the Novel,O Bakhtin writes

Languagas not a neutral medium that passes freely and easily into the private

property of the speakerOs intentions; it is poputateetrpopulated®with the

intentions of others. Exproptiag it, forcing it to submit to oneOs own intentions

and accents, is afticult and complicated proces@®ialogic Imagination294)
We have seen how Offred has had to struggle with the language of Gilead, resisting its
definitions placed on her whildsa playing with those definitions as both a source of
pleasure and subjectivity. Although mneFand applies this to AtwoodOs other novels
and exclude¥he HandmaidOs Taleer statement about the creation of subjectivity is
highly relevant to Offred@#uation as well: Oln each [novel] the heroine is something of
a blank page to herself, but by going through a redefining experienceEmanages to
inscribe something meaningful that at least gives her enough direction not to become
totally lostO (168). O#dOs redefining comes through her own voice and her creation of
her self through narrative control, and she does so through her dialogic relationship with
others as she speaks for herself and the Oother,O within and between characters, showing
how all hawe been inflenced by the external world.

The previous occupant of her room is one such OothendniOffred imagines a
connection through language and finds strength and pleasure. Whitecimanaber, she
finds the Latin phrasBolite te bastardes cadsundorumscratched in the floor of the

closet, which we later learn from the Commandeans ODonOt let the bastards grind

you downO (52). At this point in her narrative, Offred does not know the meaning of the



phrase, but she does not needste findspleasure in having found it at all, savorihg
act of rebellious communication with an other. She tells her listener:
It pleases me to ponder this message. It pleases me to think IOm communing with
her, this unknown womankE. It pleases me to know thait taboo message made
it through, to at least one other person, washed itself up on the wall of my
cupboard, was opened and read by me. Sometimes | repeat the words to myself.
They give me a small joy. (52)
Just as Offredbecomes a living self through her telling of her story to us and through the
words she has gathered from others, the previous occupant becomes a self through
OffredOs spreading her words and imagining her bdinig.is not the first time Offred
wills an othe; she constructs a OYouO so as to give a reason for her continued speech:
A story is like a letterDear Yoy IOl say. Jugbuy, without a name. Attaching a
name attachegouto the world of fact, which is riskier, more hazardous: who
knows whathe chances are out there, of survival, yours? | wilysayyou, like
an old love songYoucan mean more than on¥oucan mean thousands. (40)
The need to connect to someone outside of the self in order to tell oneOs story is made
apparent in tis metafictional moment when Offred addresses her imagined audience. In
Gilead, to have an audience is to not be invisible; to not be invisibldesdbve. In one
of her many punffred explains how she writes herself into her st@ywait. |
compose myself. My self is a thing | must now compasene composes a speechO

(66), not only meaninghe must gain earol over her emotionisut also implyingthat

she is having to create a self, a self that performs in order to survive. With the aid of the
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OotherO in the form of the reader, Offeedposeher selfhood because her story, and
therefore her self, lives on.

In Giving an Account of Onesglfudih Butler maintains that the relationship
between the speaking self, the OI,0 and the other, the OYou, allows for ethical
involvement dspite the inevitable instabilitipund in personal narrative. Her argument
emphasizing the importance of that whiclougside the individual self certainly echoes
BakhtinOs ideas about language and subjectivity. We must refttfiekself as dialogic,
constantly interrupted by the other and always affected by prior social structures. In
other words, giving an accourttaneOs self, the OI,0 is always needing the other, the
Oyou,0 whether that OyouO is actual or imagined. Ultimately, speaking is always speaking
to because language, accoglto Bakhtin and Butler, depends on the social context and
relationships to other As Butler insists, Othe very terms by which we give an account,
by which we make ourselves intelligible to ourselves and to others, are not of our
makingO (21). Agency through speaking, then, is not dependent on the Hegelian
philosophy of the unifie@®free subject,0 and the subjectOs ethical role in the world is not
based on an essential selfhood but the exposure to others, an exposure thagnslegen
An ethical relationship between self and other involves the not cldewg of the
narrative regrdless of its wandering; since narrative depends on the other, it is also not
the closing down of dialogue. It is within this dialogic relationship where meaning and
Otruth® is multiplied, made diverse, and constantly in flux.

Butler continues to explaithe significance of the @&ouO relationship: OEif |

tell the story to a Oyou,O that other is implied not only as an internal feature of the
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narrative but also as an irreducibly exterior condition and trajectory of the mode of
addressO (38). This cauts the accousgiver to the social situation in which she is

speaking, a necessity for the construction of selfhood. She writes:

So, | try to begin a story about myself, and | begin somewhere, marking a time,
trying to begin a sequence, offering, pgrfiecasual links or at least narrative
structure. | narrate, and | blind myself as | narrate, give an account of myself,
offer an accont to an other in the form of a story that might well work to
summarize how and why | am. (&)

However, this consticted story alone does not make for died, fully-knowable self;
there is a reflexive quality in the performance of composing oneQOs self. In the moment, it

is impossible to form a coherent understanding of identity:

Eas | make a sequence and link aaeent with another, offering motivations to
illuminate the bridge, making patterns clear, identifying certain events or
moments of recognition as pivotal, even marking certain recurring patterns as
fundamental, | do not merely communicate something abguygast, though that
is doubtless part of what | dd.also enact the self | am trying to describe; the
narrative OIO is reconstituted at every moment it is invoked in the narrative itself.
That invocation is, paradoxically, a performative and-narratve act, even as it
functions as the fulcrum for narrative itself. 1 am, in other words, doing
something with that CB@laborating and positioning it in relation to a real or
imagined audiencBwhich is something other than telling a story about itheve
though Otelling® remains part of what | dg.ni§Gemphasis

Butler acknowledges the impact the listener has on the account of oneself, supplying her
own knowledge and experience on to the narrative. In giving an account of oneself, the
act is trulya OgivingBthe OI0 is giving agency to the OYou,D and vice versa: the speaker

opens herself up to the interpretations and meanings given back by the other person, also

opening herself up to judgment, misunderstagslior acceptance (Butler 67).
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Importantly, when considering the firgterson narrators in CarterOs postmodern
fairy tales and AtwoodOs revision of dystopian fiction, this relationship between self and
other is what allows these women to grow as subjects. It is a continual process of
becomingin that a personal account Odoes not have as its goal the establishment of a
definitive narrative but constitutes a linguistic and social occasion fer self
transformationO (130). As showriline HandmaidOs TafeffredOs narrative is
contingent on her eation of a OYou.O She says:

But | keep on going with this sad and hungry and sordid, this limping and

mutilated story, because after all | want you to hear it, as | will hear yours too if |

ever get the chance, if | meet you or if you escape, in theefor in heaven or in
prison or underground, some other placeE. By telling you anything at all IOm at
least believing in you, | believe youOre there, | believe you into being. Because

IOm telling you this story | will your existence. | tell, therefane gre. (268)

She needs the other outside of herself to spuhe narrative, and the narratalows

her subjectivity and agency. She might not be able to explicitly act in rebellion against
the Gileadeamegime within her social situation, but her act of telling is gtélpolitical

act of maintaining the self within a system that denies it.

Much has been said abouettionic twist at the endf The HandmaidOs Taknd
it deserves further attentimonsidering both the parodic function of the novel and its
impact as a satirical workAfter an ambiguous ending to OffredOs narrative that leaves it
open as to whether or hshe will escape, the reader encounters a jarring shift in

language from Offregighly metaphorical and personal style to that of the more

impersonal style of an academic convention held about two hundrediyeie future.
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We learn thaGilead did @entually fall, and we know that Offred did escape because the
tapes onto whichhe recorded her story have survived. The keynote speaker ésgenof
Pieixoto, who proceeds to lecture his audienctéhe®Problems of Authentication in
Reference tdhe HandmaidOs T@I€300). We also learn through PieixotoOs talk that
what they havés not the story in its original form; it has been recarctéd by a group

of scholars, manipulated and appropriatedeflect their own agendas.

Peter Fitting makes the claithat the ending G#forical Notes@®ection of the
novelis optimistic becaus®f]he additional knowledge provided by the fraBthat this
society has come to an eBdells the reader not to wiyO (151). In contrast to FittingOs
reading, lagree witithosewho note thathe OHistorical NotesO section is far from
optimistic and ould be considered the most powerful moment of ironic satire in the
entire novel, extending the dystopian critique far beyond the developritait @ffredOs
actual narrative. As Booker assetl® seeds of sexism are still present two hundred
years intathe future(Dystopian Impuls&67). Academics tell tasteless jokes about
womenOs weakness, belittling OffredOs experience and attempts at agency as Professor
Pieixoto refers to OThe Underground FemaleroadO as OThe Underground FrailroadO
(Atwood 301). Waalso learrthatOffredOs story has been reconstructed from unmarked
tapes, leading male scholars to question the relabiliher story while implying that her
story is not her own but the handy work of those with the power to reconstruct it.

Coral AnnHowells makes the solid argument tifie HandmaidOs Tatea
Odissident dystopiaO in that while it Oshares many of the thematic features of traditional

models of the genre, it subverts the masculine dystopian fascination with institutional
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politics or military tactics by focusing on the silenced Others in @de¢43). This
parallels WoolfOs agenda in bétandoandBetween the Actshen she refuses to
discuss the OGreaeMO of history and instead focuses on the OmomédaesgO of the
everyday peopleln cold, dismissivacademic languagéhe reader isold in the
OHistorical NotestDat, because it is a personal story with no supportable factual data, we
must question the validity and authenticity of OffredOs Btargritique Atwood is
making abotihow academia dehumanizes the subjects for whichgbegk wHe
denying women their voiceRrofessor Pieixoto dismantles the veracity of her story by
pointing out improbabilities anidaccuraciesOlt has a whiff of emotion recollected, if
not in tranquility, at leagtost fact® (303).Furthermorgheexpresses disappoinémt
that her story didnOt cover the stereotygiigakat men of history.Corblinterested in the
missing substantiated facts about the Commander and other leaders within Gilead,
Pieixoto lamentsQ[sJome of them could have been fillgdour anonymous author, had
she had a different turn of mind. She could have told us much about the workings of the
Gileadearempire, had she had the instincts of a reporter py@ $Atwood 310).

Howdls rightfully recognizes that OffredOs narrattWeith all its gaps and
confessions of unreliabiliychallenges Professor Pieixot@sterministic view of
history and the role of historiography as authentication of the past, in favor of something
far more arbitrary and subjectively reconstructedO (Hew43). However, this is
exactly AtwoodOs point in including the OHistorical Notes:O the calling into question the
superiority of Ofact® and OobjectivityO over the subjective experiences offlvemen.

entire point of OffredOs narrative and its emotimnpact for both herself and her reader
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fall on deaf ears, to be completely lost on a group of people who appear to be continuing
the cycle of oppression that led to OffredOs story in the first gfage.were unaware of

the near impossible struggler fOffred to construct hersedfs a lastinguhject while

under the power of Gilead, we now see that not much has changed over the centuries
despite GileadOs faEven more frightening is that the style and structure of the

academic conference feels too present, too real. The reader rectignigase

structures in existence today in the uncomfortable, impersonal, dehumanizing talk at the

academic comrence poraryed in the novel.
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CHAPTER VII
CONCLUSION
DegradationEmeans coming down to earth, the contattt earth as an element
that swallows up and gives birthtae same timeTo degrade is to bury, to sow,
and to killsimultaneously, in order to bring forth something more and better.
- Bakhtin,Rabelais and His World
Although The HandmaidOs Taéaves us on a bleak note, we must remember the
pleasure and power created by both narrator and author as female perspectives are finally
allowed a voice in genrdbat tend to ignorawomenOs subjective experience. In my
discussion of carnival in chaptthree, | mention the criticisthat carnival is a state
sanctioned form of transgression. Satire itself may be labeled as such because,-as a long
established and accepted literarynfioit allows a measure of safety for thaterwho
mocks those in power. During the twentieth century, satire became so commonplace as
to lose much of its shock value and revolutionary abiMyhat this critique ignores,
however, is the trafgrmative power of includingnarginalized voices that have been
ignored in discussions about satire
If we consider BakhtinOs theories pertaining to Menippean satire, including
dialogism, carnival, and the creation of subjattithrough the interrelationship between
self and otherand infuse these theories with characteristics of womenOs wstithgs
playful irony and tonguén-cheek humagrwe see that, although working within the

system, women satirists open the dooredw possibilities and cimges withinthe
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established forms they use. They challenge the existing state of literary siuofyean
new ways of (re)reading without the overt didacticism and pedantry of other forms of
political writing.

Using satirical elemnts such aparody, ironyandhumor, and infusing them with
the female perspectiveomen satirists of the twentieth centfight for newliterary
interpretations, challenging the hierarchies within the literary traditiantrivialize
womenOs writing and experience. Thinking of parody in the framework of carnival, it
helps to consider BrunerOs rebuttal to those who denounce the liberatory power of
carnival

while the inversion of hierarchies, the reversal of binaries, and the wearing of

masksEcan serve to reinforce political order, they are also ultimately capable of

serving a much greatpurpose: allowing subjects to enter a liminal realm of
freedom and in so doing create a space for critique that would otherwise not be
possible in OnmalO society140)
Or, as Atwood puts it, Oputting new wine in old bafflespeciallyto the point of
rupture. When women tak®ld of satiricmethodsand parody genres withthe literary
tradition, they are, in fact, creating new spaoce<ritiquing the dominant orderSatire
and parody are essential to women writers of the twentieth century, and the works of
Virginia Woolf, Stella Gibbons, Angela Carter, and Margaret Atwood serve as examples
of the central role exaggeration and imitation ptapow women challenge old ways of
writing and thinking.
In the spirit of the women writeracludedin this study, | hve abstained from

offering a straightforward definition of what constitsite’omen’s satire,' refusing to add
! "t



to those absolutists whHave attempted fixed genre definiticensd closed systems of
thought. This study in no way meanducother traditional frameworkisut, instead,

serves aarecovery projecoutlining certain shared characters | have found in works by
twentieth century wmen writers My goal has been to interrupt the misconception that
satire isncompatible with women writers and show how women satirists use Othe
masterOs tools to dismantle the masterOs hénstesdl of placing restrictions on either
satire or womenQsiting, | hope to have shown that satire camaeleabsract,
ambiguous, communal, and radigaltihe hands of women writeBmattributesar from

the violent,authoritative, conseniae genre many traditionalistitics would haveus
believe. With tle hybrid nature of womenQs satirical works, classification will continue
to be a near impossibility, but hereOs hoping that wewelook such simplistic ways of
thinking toembrace the many ways in which womenOs satire takes shapeitttwen

century lterature.
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