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OLD WINE IN NEW BOTTLES
(the analysis of cultural constructions of femininity in A.Carter’s
“The Bloody Chamber”)

Cmammas npuceéauena po3ensioy KyIbmypHUX KOHCMpYKYitl heminnocmi na npuxkaaoi 30ip-
Kku kazox A.Kapmep “Kpusasa ximmama”. Ilpunyckacmocsa OymKa npo 6UKOPUCIAHHA NUCH-
MenHuyelo npuliomy nepeeepmants JHCIHOUUX cmepeomunie ma 6UKOPUCHAHHA ONUCIE JCOp-
cmoKocmi HCiHOK AK gheminicmuunoi cmpamezii .

Knrwouosi cnosa: sxcinounicms, sHcinouuli OUCKYpc, eeHOepHi poii.

Cmamus nocesujena paccmompenuio KyabmypHbiX KOHCMPYKYull emMuHHocmu Ha npu-
Mmepe cboprura ckazox A.Kapmep “Kposasaa komnama”. [Jonyckaemcs mulcib 06 UCHOI630-
6anuy nucamenvHuyel npuema nepesopaiuBanUs JHCeHCKUX CMepeomunos u UcnoaIb308anue
ONUCAHULL JCECOKOCIU JICCHWUH KAK PeMUHUCMULECKOT Cmpame2uu.

Kniouesvle cnosa: sicericmeennocms, JiceHCKULl OUCKYPC, 2eHoephble POTu.

The article deals with the questions of the cultural constructions of femininity in A.Carters
collection of fairy tales “The Bloody Chamber”. The idea of usage of women stereotypes inver-
sion and violence as a feminist strategy is expressed in the article.

Key words: femininity, feminist discourse, gender roles.

Angela Carter was best known for her feminist rewriting of fairy-tales; the memorials blur-
ring stories with storyteller stand testimony to that. The Bloody Chamber and Other Stories,
published in 1979, is midway between the savage analyses of patriarchy of the 1960s and
1970s, such as The Magic Toyshop, Heroes and Villains, Passion of New Eve, and the exuber-
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ant novels of the 1980s and early 1990s, Nights at the Circus and Wise Children. This is not to
argue that the latter novels are not also feminist, but their strategy is different. The violence in
the events depicted in the earlier novels (the rapes, the physical and mental abuse of women)
and the aggression implicit in the representations, are no longer foregrounded. While similar
events may occur in these two last texts, the focus is on mocking and exploding the constrictive
cultural stereotypes and in celebrating the absolute ability of the female protagonists to survive.
The tales in The Bloody Chamber foreground the violence and the abuse, but the narrative itself
provides an exuberant re-writing of the fairy-tales that actively engages the reader in a feminist
deconstruction. Therefore I am focusing my discussion on an analysis of Carter’s textual uses
of violence as a feminist strategy.

Carter’s tales do not simply “rewrite” the old tales by fixing roles of active sexuality for
their female protagonists - they “rewrite” by playing with them . In the fairy tale “Company of
Wolves” the author wrote: “What big teeth you have... All the better to eat you with. The girl burst
out laughing; she knew she was nobody’s meat. She laughed at him full in the face, she ripped off
his shirt for him and flung it into the fire, in the fiery wake of her own discarded clothing” [1:118].

It is not read as a story read for the first time, with a positively imaged heroine. It is read
with the original story encoded within it: “I am all for putting new wine in old bottles, especial-
ly if the pressure of the new wine makes the old bottles explode.”[2: 22]. In Carter’s representa-
tions of sexuality, particularly the debate surrounding the construction of sexuality within the
Bloody Chamber stories she is going to construct a ,,complex vision of female psychosexuality,
through her invoking of violence as well as the erotic. But that women can be violent as well as
active sexually, that women can choose to be perverse, is clearly not something allowed for in
the calculations of such readers as Duncker, Palmer and Lewallen [3:180]. Carter’s strength is
precisely in exploding the stereotypes of women as passive, demure cyphers. That she evokes
the gamut of violence and perversity is certainly troubling, but to deny their existence is surely
to imprison women back within an image of the Victorian angel in the house.

In all of the tales, not only is femininity constructed as active, sensual, desiring and un-
ruly - but successful sexual transactions are founded on an equality and the transforming
powers of recognising the reciprocal claims of the other. The ten tales can be divided into
the first “The Bloody Chamber”, a re-writing of the Bluebeard story; three tales around cats:
lion/tiger/puss in boots; three tales of magical beings: erl-king/snow-child/vampire; and finally
three tales of werewolves. Each tale takes up the theme of the earlier one and comments on a
different aspect of it, to present a complex variation of female desire and sexuality.

In each of the first three tales, Carter stresses the relationship between women’s subjective
sexuality and their objective role as property: young girls get bought by wealth, one way or
another. But in the feminist re-write, Bluebeard’s victimisation of women is overturned and he
himself is conquered by the mother and daughter.

In the two versions of the beauty-and-the-beast theme, the lion and the tiger signify some-
thing other than man. “For a lion is a lion and a man is a man” argues the first tale. In the first,
Beauty is adored by her father, in the second, gambled away by a profligate drunkard. The
felines signify otherness, a savage and magnificent power, outside of humanity. In one story,
women are pampered, in the other treated as property, but in both cases the protagonists chose
to explore the dangerous, exhilarating change that comes from choosing the beast. Both stories
are careful to show a reciprocal fear in the beasts, as well as in the beauty, and the reversal
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theme reinforces the equality of the transactions: lion kisses Beauty’s hand, Beauty kisses
lion’s; tiger strips naked and so Beauty chooses to show him “the fleshly nature of women”.

If the wild felines have signified the sensual desires that women need to acknowledge
within themselves, the three fictive figures signify the problematics of desire itself. “Erl-king”
is a complex rendering of a subjective collusion with objectivity and entrapment within the
male gaze. The woman narrator both fears and desires entrapment within the birdcage.

“Lady of the House of Love”, with its lady vampire, inverts the gender roles of Bluebeard,
with the woman constructed as an aggressor with a man as the virgin victim. And, through
love and the reciprocal theme -he kisses her bloody finger, rather than her sucking his blood
-this aggressor is able to overcome hereditary desires, but at a cost. The three wolf stories
also deal with women’s relationship to men. Old Granny is a werewolf in the first tale, and
the girl’s vanquishing of her is seen as a triumph. The tiger’s bride had been a rebellious child
and chooses desire over conventional wealth; now we have a ‘good’ child who sacrifices the
uncanny for prosperity. In the second tale, “Company of Wolves”, the list of manifestations
of werewolves, the amalgam of human and wolf, symbolic and imaginary, concludes with the
second Red Riding Hood story. This time the wolf does consume the granny, but is outfaced by
Red Riding Hood’s awareness that in freely meeting his sensuality. After the fulfilment of their
mutual desire, he is transformed into a ‘tender’ wolf, and she sleeps safe between his paws.
Maggie Anwell in an analysis of the film “The Company of Wolves” getting past the binary
divide of victim/aggressor, does argue for a more complex psychic reading of female sexuality
represented in the tale. [4:77]. She suggests that the confrontation between “repressed desire”
(wolf) and the “ego” (Red Riding Hood) ends with the ego’s ability to accept the pleasurable
aspects of desire, while controlling its less pleasurable aspects.

The final tale is of a girl raised by wolves, outside of the social training of the symbolic.
The young girl grows up outside the cultural inscriptions and learns a new sense of self from
her encounters with the mirror and from the rhythms of her body. She learns a sense of time and
routine. Finally her pity begins to transform the werewolf Duke into the world of the rational.

Angela Carter was able to critique phallocentrism with ironic gusto and to develop a wider
and more complex representation of femininity. She was insistent that her texts were open-
ended, written with a space for the reader’s activity and imagination. She disliked novels that
were closed worlds and described most realist novels as etiquette manuals. Carter’s own fiction
seems always aware of its playful interactions with the reader’s assumptions and recognitions:
“I try when I write fiction, to think on my feet — to present a number of propositions in a variety
of different ways, and to leave the reader to construct her own fiction for herself from the ele-
ments of my fiction [2:40]. The Bloody Chamber is engaging a reader historically situated in
the early 1980s (and beyond), informed by feminism, and raising questions about the cultural
constructions of femininity. Rather than carrying the heavy burden of instruction, Carter often
explained that for her “a narrative is an argument stated in fictional terms” [2:41]. And the two
things needed for any argument are, something to argue against (something to be overturned)
and someone to make that argument 7o (a reader).
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MOBTOP SIK 3ACIE BUPA’KEHHSI ABTOPCHKOI THINBIJIYAJIBHOCTI
B HAYKOBHUX ECE Y. EKO

Cmammro npucesauero 00CHiONCeH IO (icypu nosmopy 6 mekcmax Haykosux ece V. Exo.
Tloemop pozensoacmuvcs ax cmuaicmuuna Qizypa, Axka peanizyemvcs Ha A1eKCUYHOMY Md CUH-
MAKCUYHOMY PIGHAX [ CIAHOBUMb NPOBIOHY 03HAKY THOUGIOyanizayii asmopcyKo2o MOGIEeHH
HAYKOBYSL.

Knruosi cnosa: nosmop, pumopuuni picypu, eKcnpecusHutl CUHMAKCUC, HAYKOGULL MEKCH,
asmopcura iHougioyanbHicmo.

Cmamus nocesujena ucciedo8anuio Gpueypvl nosmopa 6 mekcmax Hayumwix acce V. Jko.
Tloemop paccmampusaemcs kak cmunucmuyeckas Queypa, Komopas peaiusyemcs Ha 1eKcu-
YeCKOM U CUHMAKCUYECKOM YPOBHE U ABNACMCs OOHUM U3 OCHOBHBIX NPUSHAKOE UHOUBUOY AU~
3ayuL ABMOPCKOU peull yueH020.

Kntouesnie cnosa: nosmop, pumopuueckue gpueypul, IKCHPeccusHblll CUHIMAKCUC, HAYYHBIT
meKkcm, agmopcKas UHOUBUOYATbHOCIIb.

The article is devoted to the study of repetition figures in the scientific essays by U. Eco.
The repetition is regarded as a stylistic figure expressed in lexis and syntax levels and that is
one of the main signs of the scientist’s author language personalization.

Key words: repetition, figures of speech, expressive syntax, scientific text, author’s
personality.

AKTyaJbHICTh 00paHOi TEMaTHKH 3yMOBIICHA TIOCUIICHHSM B OCTAaHHI JIECSITUIITTS 1HTEp-
€Cy HayKOBI[IB J0 CTHJICTUYHUX MPUHOMIB, SIKI CIIYTYIOTh ISl JOTIYHOTO W CEMaHTHYHOTO
BUJIUICHHSI OKPEMUX €JIEMEHTIB TEKCTY, 30KpeMa HayKOBOTO, HOTO CTPYKTYPHO-CMECIOBOTO
BITOPSIIKYBaHHs, TeKCTOBOI Kore3il. Cepell CTHIIICTHYHUX (DIryp MOBTOP BBaXKAETHCS OIHIEIO
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