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OZET
Tezli Yuksek Lisans

Margaret Atwood'un The Blind AssassinAdli Romaninda Yunan Mitlerinden

Gunumiize Kadinimgeleri
BURCU EKREN

Dokuz Eyliil Universitesi

Sosyal Bilimler Enstitlisu
Bati Dilleri ve Edebiyatlari Anabilim Ddi
Amerikan Kulttrt ve Edebiyati Programi

Arketipler, insanin kolektif bilingaltinda var oldu gu savlanan, mitler ve
edebiyat eserleri yoluyla da tekrarlandgi tespit edilen bireylerin ve toplumlarin
ortak diisiince ve davransg kaliplaridir. ilk olarak Carl Gustav Jung tarafindan
incelenen arketipler, insan psikolojisini sekillendiren ve ortak distince ve
davranis kaliplarina neden olan 6nemli geler olarak kabul edilmektedir ve ilk
orneksel teori adi altinda sunulmaktadir. 1950’li yllarda Northrop Frye
tarafindan yeniden ele alinan ilk 6rneksel elgiri; arketipleri din, kaltur, dil ve
edebiyati sekillendiren yapilar ve edebi eserlerde tekrarlanananlati kaliplar
olarak ele almaktadir.

Feminist elgtirmenlerce yeniden gdzden gecirilen ilk 6rneksel lestiri,
kadina ait arketiplerin ataerkil sistem tarafindan yeniden tanimlandgini iddia
eder ve tarih dncesi donemdeki kadina ait arketiplen giinimutzde hala kadin
romaninda ayirt edilebilir oldugunu savunur. Feminist ilk drneksel elstiri,
ataerkil yapinin kadina atfettigi arketipleri, tarih 6ncesi kadina ait arketiplerle
yan yana inceleyerek, erkek egemen yapinin kadininitinli gtine ait 6zellikleri
parcalayarak, onu ataerkil yapinin devami @gruna “kurban etti gini” gostermeyi
amagclar. Ote yandan, kadinin kendi d@asina ait arketipler yoluyla erkek
egemen sistem icinde var olma cabasini sergiler. Balismanin amaci, Margaret
Atwood'un The Blind Assassin (2002) adli romaninda, ataerkil sistem
tarafindan yeniden tanimlanan arketiplerin Antik Yunan mitlerinden
gunimize kadin imgelerinde hala gecerli oldgunu gostermek ve ataerkil
sistemin bilingaltini yansitmalari bakimindan inceemektir.

Anahtar Kelimeler: 1) Arketipler ve Mitler, 2) Tlk-6rneksel elstiri, 3) Feminist
ilk-6rneksel elsstiri, 3) Margaret Atwood, 4) The Blind Assassin.
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Contemporary Female Images from Greek Mythen Margaret Atwood’s
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Archetypes, which are claimed to exist in man’s clidctive unconscious,
are common ideas, behavior patterns of the individals, and society that are
sustained by means of myths and literary works of & Archetypes, which were
first examined by Jung, have been considered as sificant elements shaping
thought and behavior patterns, and they are preseed under the name of
Archetypal Theory. In the 1950s, Archetypal Critickm was reexamined by
Northrop Frye. He handles archetypes as structureshaping religion, culture,
language and literature as well as recurrent narrave patterns in literary works
of art.

Archetypal criticism is revised by feminist critics by means of which they
claim that archetypes regarding women are redefinedy the patriarchy and
argue that archetypes belonging to the women in prhistoric times are still
discernable in women’s fiction. Feminist Archetypal Criticism aims to
demonstrate that masculine system fragmented the ahacteristics related to the
wholeness of woman and “victimized” her for the sak of the continuation of
patriarchal structures via juxtaposing redefined archetypes by masculine
system with the archetypes belonging to the wholegsg of woman in pre-historic
times. Furthermore, it presents woman’s efforts ofsurvival in patriarchy by
way of the archetypes concerning her nature in préystoric times. This study
basically aims to demonstrate the reconstructed ahetypes which are still valid
from Ancient Greek Myths to the present time in fenale images and to examine
them on account of their reflecting the unconsciousf the patriarchal system in
Margaret Atwood’s The Blind Assassin

Key Words: 1) Archetypes and Myths, 2) Archetypal Criticism, 3) Feminist
Archetypal Criticism, 4) Margaret Atwood, 5) The Blind Assassin
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INTRODUCTION

Margaret Atwood is one of the most popular and ippcolriters. Born in
Canada in 1936, Atwood is an eminent writer knoverldwide. She is a celebrated
writer nominated for several important literary agga Atwood is impossible to pin
down since she is a poet, a short story writereditor, a literary critic, a lecturer,
despite being mostly known as a novelist. She alsi@s screenplays for television
and radio, and books for children. Furthermore, hevels are difficult to be
categorized because they consist of a great deahmbus literary patterns. Her
narrative strategies convey fresh approaches ounstmoed literary conventions,
theories of the victim, gaze and camera with retexvaheoretical approaches
towards feminism, psychoanalytic metaphors and é@wsagf ciphers, codes and,
hieroglyphs employed in a deconstructionist stamtpdShe makes use of the
journey metaphor as a quest for identity and taatiépis quest as moving through
the territories of the past and the unconscioudihggto a transformed identity. She
has achieved an outstanding writing style and voaech is steeped in the
distinguished examples of world literature. Thénniess of her works emanates from
her use of language to reveal the structures ghpment and to liberate both men
and women from the constrictions of the patriar@yaitem. In addition to language,
the richness of her works stems from the histoacal cultural depth offered within
the contexts of her works. She is well known to aniohages, situations, characters,
stereotypes from mythology, especially Greek antinbaythology, fairy tales and,
folklore in order to reveal the hidden sexist agstioms within them.

Atwood generally prefers female protagonists inwerks in order to look at
and to examine the women’s role in society withegepl historical, cultural and
mythological dimension. Her protagonists are pgacawith an identity having no
unique voice and vision. Through these charactdrgpod pinpoints power politics
based on gender and probes into the culturallyitinisinalized and internalized
victimization and sexual violence towards womenhén portrayal of female figures,

she exposes the entrapment of women by culturengytidology by re-defined and



re-constructed archetypes. She exhibits silencedednand blinded women images
based on these archetypes structured by patriatdbwever, at the end of her
novels, she depicts these female figures in arr jjmeney regaining authentic voice
and vision in contrast to the patriarchal rolesegito them. Atwood illustrates her

protagonist in a context of survival against vigaation.

This dissertation is a study on Archetypal/Myth dhe from Feminist

standpoint in Margaret Atwood’s Booker Prized novéhe Blind Assassin

Composed of three main chapters, this study ainenédyze the female images in
The Blind Assassims they reflect the unconscious of the patriarslgatem and to

indicate that these female images are still valitha present time. Alongside the
analysis of female images in the novel, this thasiss to illustrate the principles of
Archetypal/Myth theory from the Carl Gustav JungNorthrop Frye. In addition, it
aims to re-examine this theory and its principlesnf the Feminist standpoint and to
reveal the relationship between the female imagekda novel and Archetypal/Myth

criticism.

The first chapter of this thesis, which is composéthree parts, renders the
principles of the Archetypal/Myth Theory. The figgart of this chapter provides an
introduction to archetypes as they have benn faatedl by Jung. In this part, brief
information based on Jungian notion of “archetyjsethtroduced. Jung departs from
the unconscious theory of Sigmund Freud to bring tbe existence of a wider
ground beneath the individual unconscious which datled the *“collective
unconscious.” For Jung, collective unconscious tions as a store composed by all
humanity, and its contents and modes of behaviemaosre or less the same in all
individuals. Jung depicts archetypes as the cositehthe collective unconscious,
and he thinks that they are recurrent patterns #hilhn same form of typical
experiences which appear in the course of histbhey are also handled as the
collective heritage of human being and as basitepeat in mythic stories which

shape culture, language and literature.



Therefore, in the second part of the first chapigth and archetype are
examined in terms of literary criticism. Initialljjungian archetypal and mythical
characters, themes and patterns which recur iratitevorks are the subjects of this
part. Jung’'s theory helps to illuminate the psyobalal states of characters in
literary works of art. In this part, Jungian “SélfShadow,” “Anima,” “Animus,”
and “Persona’ are introduced respectively as thgicbaomponents of human
psychology. In addition, other four archetypes “Nt” “Spirit,” “Rebirth,” and
“Trickster” which Jung believes to exist and gisegnificance to illuminate human

psychology are discussed in detalil.

The final part of the first chapter concentratesNmmthrop Frye’s version of
Archetypal/Myth Theory. In that chapter, Frye's wieof myth as an essential
constructer of culture, religion, language and atare pattern is clarified.
Conversely Jung’s pscyhological approach to argestyNorthrop Frye’s handling
of archetypes is from literary perspective. For &-rarchetypes are recurrent
narrative patterns shaping literary genres. He $dse theory on grounds to
understand literature and literary texts. His \arsof this theory relies on four
genres: “Romance,” “Tragedy,” “Comedy,” and “lroBgtire” which are discussed

respectively.

The second chapter examines and discusses archetym archetypal
patterns through the lenses of Feminism. In that, pennis Pratt, Meredith A.
Powers and Estella Lauter's feminist theories onthsiyand archetypes are
introduced. These feminist critics put forward ttlea that the original and essential
female archetypes, originated in the periods inctvwomen were thought to be
divine beings and their image to be representinglertess and independence, have
been revised by patriarchal system. Indo-Europedture, which is a patriarchal
culture, reconstructed female images especiallyGbgek myths. In Greek myths
women are depicted as polarized, fragmented; woquatities are despised. The
new image of woman who is prone to self-depreammtiad suicide has purposely
emerged. This new woman image is “muted,” “blindesit “other.” Besides this,

the whole system is also blind to their existerféeminist scholars approach the



archetypes and mythos introduced and studied by and Frye, for their point of
view perpetuates patriarchal thinking patterns. iRets believe that although divine
female archetypes are revised by patriarchal ailtirough Greek myths, they are
still discernable and recurrent in women’s fictiém.the novels of women there are
recurrent archetypal patterns such as “Green Warchetype,” “Rape/Trauma
Archetype,” “Enclosure Archetypes,” “Eros Archetyae an expression of the Self,”
“Archetypes of Singleness and Solitude” and Tramsétion Archetype.” Some of
these archetypes are handled as they reflect tinenshal point of view, and some

of them are discussed as essential archetypesiteagimen to their roots.

The final chapter is devoted to the analysis of Blind Assassitn terms of

the above mentioned archetypes. These archetypastayduced and applied to the
novel respectively. In that chapter, Archetypalotlyeis mainly handled from the
framework of Feminist Archetypal criticism and Jusagd Northrop Frye’s theories
on myth and archetype are also employed to andaheenovel. Within the novel,
Margaret Atwood portrays “muted,” “silenced” andifldled” women images under
the patriarchal system. She depicts the sexuamt@#imation and victimization of
women through her female characters. She makeofuige mythic elements to
support her themes. Feminist archetypal pattem&wadent in the illustration of the
protagonist, Iris. Iris’ inner journey to her autiie self beginning within the
enclosure of the patriarchy is examined in termshese archetypes. At the end of
this metaphoric journey, Atwood presents througis B woman image who
recognizes the victimization of herself along witle other women and who gains
the potential to re-express and to re-create hadf.”dn order to see archetypes and

myths employed in The Blind Assassihis necessary to revisit the land of heroes,

gods and goddesses and to understand what theasespiin each and every human
being.



CHAPTER ONE
MYTH AND ARCHETYPE AS INVISIBLE HERITAGE

1.1. A Brief Introduction to Myth and Archetype

“Whoever speaks in primordial images

speaks with a thousand voitks

Myths are primitive legends which express primitiman’s experience. The
primitive human being developed a logical intergtien out of his conception of
earth and nature. “The outer worlds of physicauregtof human character, action
endeavor, and the inner world of conscious and nswous response to these things,
formed themselves in him, and were in turn formed developed by him into
symbolic roots configurations, into metaphoricahoeptions and expressions.By

this way, he gives shape and order to his expezgenc

Through myths, the human being conceives himsedf whole with the outer
world. He does not separate himself thoroughly ftbe world that surrounds him.
Levy-Bruhl names this “Participation Mystiqué Firstly, according to participation
mystique, everything that happens outside happkstsiaside or vice versa. For
example, the journey of the sun between night aag id the representation of a
psychological journe$.Secondly, Jung also likens participation mystiqaethe
unconscious identity. Apart from identification tvinatural events, participation
mystique also refers to identification with a malsa person is in a crowd, s/he
enters into a mutual state of mind. S/he thinkss and experiences with the group,
so “. . . those who are present [in the group] aeght up in an invisible web of

mutual unconscious relationship. If this conditionreases, one literally feels borne

! Carl Gustav Jung, quoted in K.K Ruthven (1976)tiM{i.ondon: Cambridge University Pres), p.
22
2 Elizabeth Drew (1992). “T. S. Eliot: The Mythicdision”. In R. B. Sugg (Ed.Jungian Literary
Criticism. (Evanston: North- western University Press),Jp. 1
® Frieda Fordham (1997). Jung Psikolo{isi Yalginer, Trans.) itanbul: Say Yayinlari), p. 30
4 . .

ibid, p. 30



along by the universal wave of identity with oth&this is a kind of acting through
unconscious mind. Not the latter, but the firsatiein of the concept of participation
mystique, namely identity with nature, is particljarelated to the word myth

because myth is also the symbolic representatidruofan being’s perception of the
world and his relations with that world. Through tivg; the human being is in unity

with the world.

Myths are based on nature and its cyclical ordévichvis like a ritual, for
rituals are united around cyclical movements sigctha cycle of the sun, the moon,
seasons, and human life. Dawning and setting ofstime equinoxes, harvest times
and in human life, birth, death, wedding are tightbnnected to rituals. Some
structures or patterns are periodically repeateth@se events. Myths and rituals

satisfied the primitive human beings reassurandesanial stability.

Long before, the human being could not conceive muatke sense of the
nature around them. They were afraid of the raghthing, storms and wild animals.
For this reason they divinized them and made seesifto calm them. Their
primitive belief was born out of a fear that reedltfrom a thinking called
“Animism” according to which everything in naturesa soul. As their living
conditions and spiritual faculties improved, thegghn to see, the balance and
harmony in nature made evident by the cyclical gsscof day and night, seasons,
birth and death. Thus, they not only feared thisnéi beauty but also worshipped
and felt grateful to its abundance. They createdl®js out of nature, projecting
their instincts of symbol making, their vision agexperience of outer world and inner

world to these symbols. Thus, they gave life, meguaind form to therf.

As already evident, the primitive human being haymbol making instinct
and they found the inspiration and source of tisgsebols in their own being. Jung
names this source “the unconscious.” He describess i“the eternally creative

mother of consciousness, the never failing sourcalloart and of all human

® Carl, Gustav Jung (1968). Archetypes and the €ilie Unconscious, R.F.C. Hull, Trans.)
(Priceton: Princeton University Press), p. 126
® Niizhet Haim Sinanglu (1999). Grek ve Romen Mitolojisfistanbul: Kaynak Yayinlari), pp. 14-15




productivity.”

Objects of the outer world were formed from theergy of the

“unconscious.” During the process of giving meanamgl form to the objects of the
outer world as well as to their inner world, primé& human beings create symbols
which form the contents of the collective unconasioThese symbols are called

“Archetype.”

The concept of the archetype is an essential cstorex for the
comprehension of the Archetypal/Mythical criticigmliterary theories. What then is
archetype? As a term it was popularized, thoughuset! initially by Jung. Before
Jung took it up, it was a word that had been usgphidosophers and writers but that
did not have a specific notion and especially tHat not have a concept in
psychology and literature. Jung is the first psyotadyst and literary critic to fill the
form of the archetype with meaning. He identifiedni psychology and made it a
fundamental concept in human life. The new patlofpened in psychology also had
profound effects on literary criticism and the wiagrary critics handled recurrent

patterns in literary works.

Jung’s discovering archetype as a concept begindid studies on the
unconscious. At first Jung agreed with the Freudiancept of the unconscious.
Freud is a significant psychoanalyst who made ew&ramount of studies on the
unconscious. To Freud, the unconscious is the dadkgloomy part of the human
mind. It is part of the mind beyond consciousnassitbhas a strong influence upon
our actions. For Freud, unconscious functions &sireal where people bury their
inner drives, desires, forgotten and ignored exmees and conflicts. They are
forced out of conscious awareness to the unconscida states that unconscious
history includes impossible and forbidden wishescivhare repressed from the
official record or ignored wishes that remain aetim the unconscious and seek
expression in dreams, mistakes, jokes, myths ahdrdbrms of communication.
Freudian unconscious is based on “feeling-tonedptexes.® He suggests that all

art and myth are derived from such suppressions. itterpreted all unconscious

" Elizabeth Drew (1992). “T. S. Eliot: The Mythicdision”. In R. B. Sugg (Ed.) Jungidriterary
Criticism. (Evanston: North- western University Press),3. 1
8 Carl Gustav Jung (1998). Four Archetyp@gondon: Routledge), p. 3.



derives exclusively in sexual and familial termsd dheir emergence into myth and
ritual as illustrating various aspects of the aml@at emotions of love and hate
admiration and fear, attraction and repulsion, tehe in the parent-child

relationship.®

Jung agrees with Freud that there is an unconsdeyer which is totally
personal and based on personal complexes. Howéweg, continues, this theory is
inadequate to explain the source of all art andhmigie thinks that such a dark part
of mind filled with suppression and darkness caudd explain all works of art and
myth in human history. When one tries to intergeeetry and works of art with
Freudian principles, Jung believes that such agrpnétation provides only a basic
level because Freud bases his theory of unconsapusfantile activities of the

mind.

There are other grounds on which Jung thinks teedtan approach reduces
art. Freudian principles come from the school oflita& psychology to works of art
inaugurated by Freud. He calls literary historiamselate certain peculiarities in a
work of art to personal life of the writer. Jungrmments on this approach that “. . . it
has long been known that the scientific treatmdnard will reveal the personal
threads that the artist, intentionally or unintenélly, has woven into his work®
Jung finds Freudian literary method reductive beedtreud handles a work of art as
if it is a diseased structure. Therefore, he titeshange it into a healthy adaptation.
Jung thinks that such a method “. . . strips thekwad art of its shimmering robes
and exposes the nakedness and drabness of Honemsa which species the poet
and the artist also belong. The golden gleam a$tartcreation . . . —the original

object of discussion— is extinguished"”

°Elizabeth Drew (1992). “T. S. Eliot: The Mythicalsibn”. In R. B. Sugg (Ed.Jungian Literary
Criticism. (Evanston: North- Western University Press),3. 1

19 Carl G. Jung (2001Dn the Relation of Analytical Psychology to PoelmyV. B. Leitch (Ed.) The
Norton Anthology of Theory of CriticisitiNew York: Norton Publishing), p. 991

! Carl Gustav Jung (2001Dn the Relation of Analytical Psychology to PoelmyV. B. Leitch (Ed.)
The Norton Anthology of Theory of Criticis(New York: Norton Publishing), p. 992.



Freudian approach may often be suitable to disttermelation of the work of
art to its author’s biography. However, it is ingdate to express the source and the
nature of all art. For Jung, a work of art is notliaease. Interpreting personal
determinants in it would not make people comprehehdly in its complexity. For
this reason, he employs a new unconscious conapth “. . . rests upon a deeper
layer, which does not derive from personal expeeemand is not a personal
acquisition but is inborn'® He calls it “collective unconscious.” It has nmdency
to become conscious under normal conditions.deiger repressed or forgotten, so it
cannot be brought back by analytical techniques;is] . . . a unity with other
minds.™® He means by “collective unconscious” a universalugd shared by all
minds. “. . . It has contents and modes of behathiat are more or less the same
everywhere and in all individuals. It is, in otheords, identical in all men and thus
constitutes a common psychic substratum of a sepsapal nature which is present
in every one of us™ For Jung, it is a universal and “. . . collectivatrix out of
which we all live.*® In other words, Jungian collective unconscioua igast layer
which comprises not only consciousness but also Rfeudian concept of the
unconscious. Besides that, it includes deepestgstrivhich bind people to the

primitive human being in history.

Jung is of the idea that such an unconscious @bndee his collective
unconscious can solely express the nature of a wfoakt and bring out what lies at
its depths. He thinks that investigating only thenlan determinants ie. the writer/
author/poet, in a work of art will not enable peopd understand it fully. In order to
understand it, it is necessary to read solely tbekvof art. Jung likens the relation
between a work of art and the poet to the relabietween the plant and soil. He
states that “the plant is not a mere product ofdhié it is a living, self-contained
process which in essence had nothing to do withctieacter of the soif-® For

2Carl Gustav Jung (1998). Four Archetyp@g®ndon: Routledge), p. 3.

13 Daniel Russel Brown (Summer, 1970). “A Look at ietypal Criticism” inThe Journal of
Aesthetics and Art CriticisnVol.28, No. 4. http://www.jstor.org/stable/428486167.

““Carl Gustav Jung (1998). Four Archetypésondon: Routledge), p.4.

!> Demis S. Wehr (1987ung & Feminism: Liberating Archetypg8eacon Press), p. 51

16 Carl Gustav Jung (2001Dn the Relation of Analytical Psychology to PoelmyV. B. Leitch (Ed.)
The Norton Anthology of Theory of Criticis(Mew York: Norton Publishing), p. 994




Jung, the artist is so mistakenly identified withs twork that he cannot be

distinguishable from the act of creation itselingulescribes:

.. . [These works of art] come as it were fullyagred into the world,
as Pallas Athene sprang from the head of the ZEhese works

positively force themselves upon the author, hisdhes seized, his
pen writes things that his mind contemplates wittaaement. . . Yet
in spite of himself he is forced to admit thatsitis own self speaking,
his own inner nature revealing itself and utteritigng which he

would never have entrusted to his tongue. He cdg ohey the

apparently alien impulse within him and follow whet leads, sensing
that his work is greater than himself, and wieldsoaer which is not
his and which he cannot commaid.

Then, the nature of a work of art, the source tofisi the collective
unconscious. From Jungian point of view, solelydneg the work of art cannot show
us that the collective unconscious operates ortime in it. It is only possible to
comprehend the meaning pattern of a work of ardégiphering its content. The
collective unconscious containa ‘priori ideas'® that can create infinite possible
fantasies. However, these ideas cannot be asathinthemselves, they can solely
be understood from their effects. We can only dasethem by inferences from a
finished work of art. It is thesea“priori ideas that Jung gives the name of
“archetypes,” which he also calls “primordial image® The primordial image or an
archetype is a recurrent figure which appears naatly in the course of history.
When these images are examined closely, one cdrotinthat they have the same
form of typical experiences. In these images tlaree joys and sorrows that have
been experienced several times in history by aorestThe moment when an
archetypal situation reappears is always charaeriby a peculiar emotional
intensity; it is as though chords in us were strtltkt had been never resounded

before, or as though forces whose existence wer sexpected were unloosed.”

" Carl Gustav Jung (2001Dn the Relation of Analytical Psychology to PoetmyV. B. Leitch (Ed.)
The Norton Anthology of Theory of Criticis(Mew York: Norton Publishing), p. 995

18 Carl Gustav Jung (1998). Four Archetypésondon: Routledge), p. 13.

Yibid, p. 12

20 Carl Gustav Jung (20019n the Relation of Analytical Psychology to PoelmyV. B. Leitch (Ed.)
The Norton Anthology of Theory of Criticis(New York: Norton Publishing), p. 1001
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The notion of recurrence is a significant aspedhi concept of archetype.
Jung explores the existence and recurrence of grdsein the clinical studies with
his patients. During his studies related to hisepdd’ individuation process, he notes
recurrent patterns. For Jung, individuation procéss . is, to an extent, a
developmental account of a person’s attainment afurity.”** These patterns are
nearly the same in his every patient’s individuatpyocess. This discernment leads
Jung to search the same patterns in myths andrljtevorks of art in history. He
draws parallels between the recurrent patternsndividuation process and the
patterns in myths. This study directs Jung from igied to literature and to explore
the literature in the light of the archetypes. Thegome the “building block$” of
literature. For him, archetypes mark a new pathafaew literary criticism. He states
that “knowledge of archetypes enables us to peecttie shared myths that literary
works rely on and to explore through that awaremessan glimpse the underlying
structure of the sources of all work.Besides perceiving the nature and source of
all works through them, archetypes enable peopke®their own nature and their

source of inspiration.

Jung means different things by “archetype” andatgpal image” although
these terms are often confused. According to Jjag;hetype] . . . is not meant to
denote an inherited idea, but rather an inheritedarof functioning corresponding
to the inborn way in which the chick emerges frone gg.** He likens the
archetype to a kind of energy. It is an indefinableergy but it functions as a
patterning process in the human brain. It is alsonatinctual energy. It expresses
itself in universal human behavior patterns. Fads tteason, there are recurrent
themes, motifs, symbols and images in human behawoversally. Jung names
them “archetypal image.” It is accompanied by eoroand human experience. They
are the images we encounter in literature. Oncsethigures are created, they give us

an abstract understanding of the unconscious psogbgh is rooted in primordial

2L Ford Russel (1998Northrop Frye on Myth: An IntroductiofNew York and London: Garland),
p. 116.

2 Vincent B. Leitch (2001). The Norton Anthology Bifieory and Criticism(New York: Norton
Publishing), p.1443.

Zbid, p1444.

24 K.K. Ruthven (1976). Myth(London: Cambridge University Pres), p. 22.
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images. “Mother,” “Trickster,” “Shadow,” “Anima” ah“Self” are some of the best

known archetypal images which will be discussethenfollowing chapter.

During the process of formulating collective unatiogs and the concept of
archetype and archetypal image, Jung was inspiyddby-Bruhl. He was a French
anthropologist and he worked on primitive psychglogHis notion of
“Representations Collectives” presents an analogjungian collective unconscious
and archetypes. By “representations collectivegVy:-Bruhl suggests ideas related
to spirits, witchcraft, and power of medicines whare still valid. For him, there is a
striking difference between the primitive and madgrsychology, and this he
believes that civilized human being, is still “. archaic in his deep levels of his
psyche.?® Such a notion obviously draws parallels to Jungtamollective
unconscious” which Jung applies to literary contdrtaddition, Jung sometimes
mentions William Butler Yeats’ “Great Memory” asistanalogous to his “collective
unconscious.” Yeats was one of the leading poderasated in myth. Concerning
“Great Memory,” Yeats says “whatever the possessaimman have gathered about
becomes a symbol in the Great MemoR.For Yeats, “. . . boundaries of the mind
are permeable and can both admit the consciousiedbers and create or reveal a
single mind.?’ Yeats believes that there is a layer which is deépan individual
consciousness and subconscious memory. This laygaios symbols which have
their own power. They spring from the “Great Menfoayd individuals could not
control them. This notion is also analogous to famgollective unconscious and
archetypal images. Jung employs them to descrilze nation of collective

uNconscious.

Briefly, the concept of the archetype, formulatedJung’s medical studies
launches a new literary dimension. Jung’s searcedme specific archetypal images

during his medical studies led him to find a newnpeable and collective

#Carl Gustav Jung (1971). The Portable J@RgF.C. Hull, Trans.) In J. Campbell (Ed.) (London
Penguin Books), p.51
%6 K K. Ruthven (1976). Myth(London: Cambridge University Press), p. 22

%Talex Owen (2004). The Place of Enchantment: Brifitcultism and the Culture of the Modern
(University of Chicago Press), p. 168
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unconscious layer. The inspiration human beings iimnature and their fascination
with nature’s transformations have led to their olf@ cycles or transformations.
The realization of their own transformations, exgrces and emotions is embodied
the same images, which Jung calls archetypal imagesse archetypal images
constitute the content of the collective unconsgidtor him, collective unconscious
organizes and informs the human mind and behawt®. thinks that innate
archetypes have a profound influence on the hurgele @rchetypal images are the
cornerstones of a system we live in. They are sorrent that they become invisible
to individual consciousness. They are nearly samdifferent cultures and places
and they give an invariable shape to cultural systelracing these images in myths
and in a work of art forms the basis of Archetylggthical criticism. Jung’'s
archetypal approach is psychological in origin. &&o led other critics to develop
archetypal criticism. One of them is Northrop Fry¢hose Archetypal/Mythical
theory is completely literary. He applies Jungiedry about collective unconscious
and archetypes to literature. It is with his litgraapplications that Archetypal
criticism is theorized. He examines archetypes ftoenframework of literary genres.
Jung and Frye’s views of Archetypal criticism fotine two fundamental parts of that
criticism. While one provides a context for psyawtal analysis of characters, the
other provides a ground to analyze a work of artaagenre. In the following
chapters, Archetypal/Mythical criticism from the dwpoints of view will be

discussed in detail.

1.2. Myth and Archetype as a Criticism

Emergence of myth and archetype in the contexit@fary criticism begins
by noticing the recurrent images in myth studiesth®opological studies of myth
revealed repeated images. These studies solely focuhe parallels between the
analogies of images in mythic stories. They dedhwnythology and archetype in
material terms. However, C.G. Jung deals with thermtellectual and immaterial
terms. His studies theorize myths and archetypdspagsent them in relation to the
collective unconscious. Although his archetypalotiyeis not originally formulated

as a literary theory, his studies and his way efrggthrough collective unconscious
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and archetypes paved new paths for Jungian oriditéedry theories. The leading
one of these theories is Northrop Frye’s Archetyigadory and Criticism. He applied
Jungian archetypes to literature and theorized tireriterary terms. Rather than
dealing with the collective unconscious and thénatgpes as concepts, his interest is
on their effects and functions. According to Frygerary archetypes have an
essential role in fashioning the culture. They edyb@nd adopt culture for
fundamental human needs and concerns. NorthropsFayehetypal theory deals
mainly with literature in terms of literary genrd3ye categorizes genres into four
main titles. He uses seasons in his archetypalnsgh&hich determines how an
archetype is to be interpreted in a text. In the palow, Jungian Archetypal/Myth
theory, the essential archetypes he focuses oiNarttirop Frye’s literary adaptation
of Archetypal/ Myth theory and his genres basedseasons will be discussed in

detail respectively.

1.2.1. Archetypes in Psychology: Jung’s Archetypalyth Theory

Jung, with his theory, offers an understandingathbiterature and the life of
the psyche. His psychological theory provides asounderstanding of matters in
literature and literary criticism. Jung’s applicati of psychology to literature
launches a literary criticism which enables sclwléy draw parallels between
contemporaneity and antiquity. Unearthing the tiesveen the contemporary works
of art of literature and literary works of antiquitit gives wide and deep historical
significance to literature. Thus, this re-visioniofliterature in terms of psychology

“. .. give[s] shape and significance to the chaotaterial of contemporary lifé®

Seeing literature in terms of a mythic frameworkeg a new conception also
to myth. Etymologically the root of “myth” is th@me as mystery?. Myth is linked
with the mystery of human life and differentiatée thuman from rest of all the
animals. Mythosmeant ‘word’, and the development of man’s usehefterm from

8 Elizabeth Drew (1992). “T. S. Eliot: The Mythicdision”. In R. B. Sugg (Ed.Jungian Literary
Criticism. (Evanston: North- western University Press),(p. 1
“ibid, p. 11
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mythos to epos to logos is itself the story ofdeseloping use of language: from the
word meaning a symbolic reflection of his earliesinsciousness to the word
meaning a structure of events in time, to the wmehning a pattern of rational

values.®°

Jungian literary theory points out that myth is aatead form but it survives
in the collective unconscious. He says that “mwgtinat a historical remnant because
it continues to make influence felt on the highesels of civilization.®* Its effects
along with the effects of the archetypes are stiitlent in the collective unconscious
of the contemporary wo/man. Jung thinks that thec®and the energy for symbol
making come from the unconscious. But, as alreadgasted, Jung’s conception of
the unconscious departed from the Freudian corwepmf the unconscious. Jung
thinks that such an unconscious layer which is ggeat and which contains the
forces to be suppressed is inadequate to be tlmeesoisymbol making. He is of the
idea that symbols are not only generated from #regmal unconscious but also from
a deep layer, which he names the “collective ungions” and accepts as the source

of symbol making.

To Jung, the collective unconscious generates sqratterns called
“archetypes” or “primordial images,” which he pamut. Jung does not mean by
archetypes certain, innate images or ideas. Haisiss that even though they “. . .
do not produce any contents of themselves; theg definite form to contents that
have already been acquired . . . [and he arramges]twithin certain categories®
The five categories Jung specifies as main arclkstyyy human psychology are:

“Self,” “Shadow,” “Anima”/ “Animus” and “Persona.”

Jung defines self as a “supraordinate coné@fittcause he conceives it as

denoted entity. After the unconscious, Jung’s istgupoint toward the concept of the

% Elizabeth Drew (1992). “T. S. Eliot: The Mythicdision”. In R. B. Sugg (Ed.Jungian Literary
Criticism. (Evanston: North- western University Press),Jp. 1

3L Carl Gustav Jung (1998). Four Archetypésondon: Routledge), p. 142

%2 Micheal Vonnoy Adams (1997). “The Archetypal Sckiom P. Young-Eisendrath, T. Dawson
(Eds.) The Cambridge companion to Jurf@ambridge University Press), p. 108

% Carl Gustav. Jung (1971). The Portable J@Rg-.C. Hull, Trans.) J. Campbell (Ed.) (London:
Penguin Books), p. 139
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self is “Ego.” Jung defines ego as “the complextdado which all conscious
contents are related. It forms, as it were, thereenf the field of the consciousness;
and in so far as this comprises the empirical petiy, the ego is the subject of all
personal acts of consciousnedsJung means by the ego a centre which “rests on the
total field of consciousnes€>When a total personality is conceived, the egoois
adequate to fill it. A total description of persbtya should also include the
unconscious although it is impossible to know @lldontents. Jung’s concept of the
self is a total personality which includes conssimess and the ego as its centre and
also the personal unconscious and the collectigenstious. According to Jung, self
is a kind of personality different from the ego-teeed personality. It informs the
individual about his own self. It represents alse telationship of the human with
other humans, animals, plants, briefly with natdteis the centre of this unity,
functioning as a magnet which gathers all partstieg personality and the
unconscious processes. In order to comprehendlyit &ll parts of self need to be in
balance because it consists of the contradictionspposites such as human good
and evil or feminine and masculine elements. Ib aludes four human functions:
thinking, sensation, intuition, and feeling. Sudfitt to say; apart from being a total
personal centre, self is also a centre which ispmsad of relations with the whole

world.

Self has archetypal images which are frequent ieams, visions and
fantasies. These figures are generally human fegaueh as “Shadow”, “The Wise
Old Man, “The Child,” “The Mother,” “The Anima in an, “The Animus in
woman.”®® Besides human figures, there are also other twsic biggures which
appear in dreams, visions and fantasies. One iscke evhich appears in various
forms. The other is a four square. A thing that foass edges can be a symbol of the
self.

3 Carl Gustav Jung (1971). The Portable J4Rgr.C. Hull, Trans.) J. Campbell (Ed.) (London:
Penguin Books), p. 139.

*ibid. p. 141

% Carl Gustav Jung (1968). Archetypes and the QiledInconscious(R.F.C. Hull, Trans.)
(Priceton: Princeton University Press), p. 183
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Shadow is the other chief archetype Jung invegtsydt is also one of the
determinants and the archetype of the self asdsédteve. It represents the repressed,
denied, undeveloped things in the unconscious nimgs, symbolizing images the
person could not prevent and s/he does not widief§ It is the primitive and the
uncontrolled side of the person. Shadow repred@etsvishes and the feelings that
are incompatible with the social ideals and thedaads. It is everything the person
would be embarrassed to show and tries to repBesserally, people do not want to

know about their Shadow side.

Shadow exists both collectively and personally.t@al shadow also helps
personal shadow develop. Cultural shadow is ablatideology of the culture.
Everything seen as evil, dark primitive unaccemaiy the culture constitutes the

shadow side of the culture.

As we become indoctrinated into the ideology of auiture, we
repress the parts of our selves that do not reditlilyto our culture’s
views of the admirable, the sacred, and the acbkptarhese
repressed aspects of our selves mesh with theatbat groups that
our culture marginalizes. We then project the side of our culture
onto these groups, seeing them as more differeate rthreatening,
than they really aré

These groups and the images they are identifiett vapresent the “Collective

Other” we are conditioned to despise. On the dtlaed, personal shadow is formed
by the ideology of the collective shadow, but italso formed by the ego because
what ego excludes defines the contents of the shatill the ideals, qualities,

habits that the ego represses or denies go intméhke-up of the shadow, which then
manifests itself in dreams and unconscious symptdh®&ne has to balance the
wishes of his/her ego and his/her shadow. In otdelo this, one has to own up to

the dark qualities of his shadow.

3" Frieda Fordham. (1997) Jung Psikolofii Yalciner, Trans.)iétanbul: Say Yayinlar), p. 161

3 George H. Jensen (2004). “Situating Jung in Copteary Critical Theory”In J. S. Baumlin, T. F.
Baumlin, G. H. Jensen (Ed®pst-Jungian: theory and practic€Sunny: State Universtity of New
York), p. 16

% Susan Rowland (2002). Jung: A Feminist Revis{®iley:Blackwell Press.), P. 31
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Apart from the shadow archetype, Anima is alsohmounconscious aspect
in the individual, chief aspect in the psychologicdevelopment of the person.
According to Jung, the unconscious mind completbesdonscious mind. In every
man, there is a supplementary unconscious femalecasJung calls it “anima.”
Although, there are universal features of animaetygpe that can be found in myths
such as Eros and Psyche, Pluto and PersephonepParsd Medusa; each man has
his own anima patterf?. It is variable in each man according to their eigrees. It
is “. . . a stable attitudinal / emotional / motiemal pattern within the overall
personality of an individual* Jung states that the anima image is composed in a
relationship with a woman, first with the mothem Gther words, child’s perceiving
the mother’s attitudes and manners constitutesitimaa image in the child. Later, in
life the child projects the elements of his aninméocthe women and interprets their
manners and attitudes in terms of his anima. Adogrdo Jung, anima image is
dialectical. On the one hand, it is an innocengdyaoyal and goddess like figure.
On the other hand, it is a prostitute, witch anehgeéng figure. Anima archetype
represents good and evil sides that are thouglietcn women. In the situations
when a man represses the female aspects in hinespises women and female
qualities, his anima displays itself negativehhia relationships with women, also in
his dreams, fantasies, creative activities and emait situations. She is the force
whispering to his ear, generating evil emotionshim and affecting his day

negatively or appearing in his dreams in sedudtipges and spoiling his sleép.

As in every man there is an “Anima,” in every wamnthere is an “Animus.”
Jung’s ideas on animus are not as extensive amnihe. He says that women do not
experience animus as men do the anima. It stems tin@ sources: one is her own
masculinity based on her relationships with mene ®ther is her own masculine
root within herself® The father forms the animus image in the womanmas does,

in later life the woman would project the elemeonfsher animus onto men and

0 Elio Frattaroli (2008). “Me and My Anima: Throughe dark glass of the Jungian/Freudian

interface” In P. Young-Eisendrath, T. Dawson (Edene Cambridge companion to Jung

(Cambridge: Cambridge University Press.), p. 173

“L|bid, p. 173

iz Frieda Fordhan. (1997) Jung Psikoloj{#. Yalginer, Trans.)igtanbul: Say Yayinlari) pp. 67-69
ibid, p. 69
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perceive man according to her animus. Differentiynf anima, animus may be
formed out of different men figures from the mosiptive to the most almighty.

Susan Rowland says in her book Jung: A Feministdt®that unlike the anima “. .

. animus is negativeé’® It is accurate to some extent because Jung ggnprahted

out negative aspects of the animus. To Jung, md$ahe rational, judgmental side of
the woman. It creates the wishes of being resoltgen her animus affects her, she
becomes cruel and hostile. She generally puts forwadinary ideas and sets up

rules. Animus appears as a boy or just a voichdrdteams of womai.

Persona is the other archetype Jung believesigbiexhe unconscious along
with “Shadow” and “anima/animus.” It is a part igoe which is the centre of
consciousness. Jung used the word “Persona” oropeirbecause he was inspired
from the masks that Greek actors wore on stagereldre, he uses the Greek word
for these masks. In the civilization process, eebudefine their borders including
the approved way of life and excluding the denreg@ressed thoughts and conducts
which are represented by the shadow. In these mreeery one should conform to
the roles expected of him. In order to be prospeiauife, one has to conform to
what is expected of him/her. In other words, sh@utd put on his/her mask, namely
persona. Persona is defined as “. . . a kind dheear‘personality,’” created to deal
with the world in the form of strangers, it is thgychological ‘face’ shown in one’s
professional job, and perhaps even to the immedéetaly if the unconscious has

been pushed (unhealthily) out of relationshiffs.”

Like shadow, persona is also both collective amgnal. In a society every
person has a role and society expects everyonettoua the roles they choose for
themselves. Persona results from the need to es$tablations with the outer world,
and it indicates what can be expected from therouwbeld. Persona is personal when
an individual chooses the role for himself or hBrsSehey define their own roles in

the world. However, when they fail to develop thparsona, they become rude,

4 Susan Rowland (2002). Jung: A Feminist Revis{@Viley:Blackwell Press.), p. 50
“5 Frieda Fordham (1997). Jung Psikoloji@. Yalciner, Trans.)igtanbul: Say Yayinlari), pp. 70-73
6 Susan Rowland (2002). Jung: A Feminist Revis{uviley:Blackwell Press.), p. 31
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restless people who find it difficult to keep upttwiheir person&’ They feel lost and

do not decide which role to choose. On the othedhthere are other types who are
totally adopted their personas. Jung states thedetlpeople turn into stereotypes
ignoring the other characteristics of their perdibyaso they are not successful in

their relations with other people.

The archetypes introduced above form the basimesiés of the human
psyche. For Jung, self, comprising the shadow atfimma/animus, and the persona
draws the fundamental and basic sketch of the humiad. However, other than
these archetypes, Jung formulated several archebypwhich he illuminates human

psychology. He gathers the most significant onesigh book Four Archetypes:

Mother, Rebirth, Spirit, Trickstein which he explains these archetypes of in detail

He believes that these archetypes have cruciatteféa the human psyche.

The most fundamental archetype, Jung analyzebgeiSMother” archetype.
He bases this archetype on the concept of the t@dether” and varying types of
her. Mother archetype is formed firstly by the iraagf the personal mother and the
image of any woman whom the person is in relatignsBesides this, things that
might be termed as a mother form the mother arpleetych as “mother of God, “the
virgin.” Jung states that mother archetype hasatedical quality possessing two

different aspects: positive and negative. He says;

the [positive] qualities associated with it are emaal solicitude and
sympathy; the magic authority of the female; thedem and spiritual
exaltation that transcend reason; any helpful mostor impulse; all
that is benign, all that cherishes and sustainsfdséers growth and
fertility. *®

Mythology offers examples of that archetype; fostamce, in Demeter and Kore
myth: mother figure appears as the maiden figunethe myth of Cybele-Attis,
mother also appears as the beloved. Mother archetlgo emerges figuratively for

example,

“" Frieda Fordham (1997). Jung Psikoloj{#. Yalciner, Trans.)igtanbul: Say Yayinlari), p. 60
“8 Carl Gustav Jung (1998). Four Archetypésondon: Routledge), p. 16
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. . . the goal of our longing for redemption, swueh Paradise, the
Kingdom of God, the Heavenly Jerusalem [constitdbesfigurative

images]. Many things arousing devotion or feelifgawe, as for

instance the church, university, city or countrgaven, earth, the
woods, the sea or any still waters, matter evenytiderworld and the
moon can be mother symbdfs.

Things and places that sustain growth and abundalsze represent the mother
archetype figuratively. Jung exemplifies that “the cornucopia, a ploughed field, a
garden[,] . . . arock, a cave, a tree, a sprirdgep well, or . . . various vessels such
as the baptismal font, or to vessel-shaped flovikesthe rose or the lotu¥* are
examples of them. “On the negative side,” Jungaaidis, “the mother archetype may
connote anything secret, hidden, and dark; thesaltlge world of the dead, anything
that devours, seduces, and poisons, that is tewifgnd inescapable like fatet’In
the figurative sense, Jung associates the negasipects of the mother archetype
with evil symbols such as “the witch” or “the dragbHe also associates it with “. . .
any devouring and entwining animals such as a lfiseor a serpent? “Death,”

“nightmare,” and “deep-water” might also be the bghs for the mother archetype.

Mother archetype appears as a complex in a persbiisaeffects are variable
in a son and in a daughter. The mother complexhefdon is projected through
homosexuality, Don Juanism and impotence. The ronostmon embodiment of
mother archetype is Don Juanism. Jung described‘tha in Don Juanism, [son]
unconsciously seeks his mother in every woman tetsr& Jung believes that there
are positive and negative aspects of Don Juanignst&ies that the positive aspect:

. . . gives him a great capacity for friendshipjchhoften creates ties
of astonishing tenderness between men and may egsoue
friendship between the sexes from the limbo of ithpossible. He
may have good taste and an aesthetic sense[;] he may be
supremely gifted as a teacher because of his alfeaoshine insight

49 Carl Gustav Jung (1998). Four Archetypéisondon: Routledge), p. 15
*Vibid, p. 15
5L ibid, p. 16
*2ibid, p. 16
*3ibid, p. 19
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and tact. He is likely to have a feeling for higtor. . cherish[es] the
values of the past?

Jung emphasizes that the negative aspect of Danishuanay emerge as a positive
aspect in man such as “. . . bold and resolute imz8d, ambitious striving after the
highest goals; opposition to all stupidity, narravindedness, injustice, and laziness;

willing to make sacrifices for what is regardedight.”°

Jung examines the mother complex of a daughtemsx&ly because he
believes that its effects are more variable anégsige on a daughter. Jung analyzes
the effects under four titles. However, he focueasthe negative aspects of the
effects. The first is the exaggeration of the makelement in the daughter. Jung
describes:

the only goal [of the daughter in this categorg lchildbirth. To her
the husband is obviously of secondary importanee;ishfirst and
foremost the instrument of procreation, and shandghim merely as
an object to be looked after, along with childrpaor relations, cats,
dogs, and household furniture. Even her own pefgpne of
secondary importance; she often remains entiretomscious of it,
for her life is lived in and through others, in raaor less complete
identification with all the objects of her cafe.

Women in this category live for others and cannakenreal sacrifices. She is
unaware of the capabilities of her mind. In fabgyt are blind to their own “selves.”
The second aspect of the mother complex is thedevetopment of Eros. Women of
this type lack the maternal instinct completelyeythave extended Eros. The third
aspect is the identity with the mother. This tygen@man’s femininity is tightly
bounded to his mother. Her personality is the erbedt of her mother’s
personality. She lives as a shadow of her mothiee. iS innocent and passive. She
believes that she would not attain the perfectibhes mother’s life so she turns to
her mother in her every failure in life. The laspact that Jung presents is resistance

to mother. Jung points out that “the motto of tigjge is: anything, so long as it is not

> Carl Gustav Jung (1998). Four Archetypésondon: Routledge), pp. 20-21
*Sibid, p. 21
*%ibid, p. 22

22



like mother!”’ She does not like maternal traits. She is apathetinatters related to

family, convention or society. She uses her int&liality to criticize her mother.

Although, Jung stresses the negative aspect ohenaarchetype on the
daughter in detail, he notes its positive aspecteneral. Mother of love “. . . means
homecoming shelter, and the long silence from wragkrything begins and in
which everything ends . . . intimately known and ggange like Nature lovingly
tender and yet cruel like fate . *® These images are attributed to the daughter as a

positive aspects of the mother archetype.

“Rebirth” is the other significant archetype inetltollective unconscious.
Jung categorizes it into five groups: “Transforroatof the soul,” “Reincarnation,”
“Resurrection,” “Rebirth,” and “Process of Transfation.” However, he focuses
his interest solely on the study of the archetypé&ebirth.” To Jung, rebirth is a
psychic reality which comes indirectly. He dividdge rebirth archetype into two
groups. One is the experience of transcendencgeoflling links this archetype to
mystery-dramas. He says “. . . [it] is usually esmnted by the fateful
transformations —death and birth— of a god or dik@dhero.”™ In the process of this
transcendence, “. . . an objective substance an foi life is ritually transformed
through some process going on independently, wthike initiate is influenced,
impressed, ‘consecrated,” or granted ‘divine grace’ the more ground of his
presence or participatioi”He uses the myth of Osiris as an example. In tiiga m
Osiris, Osiris, who is the god in Egypt, is slayed then is found in a trunk of a tree
by his wife Isis. His body is dissected and thamnkbd. His ashes are scattered to
several places. Later, he is reborn like a phodroxn his ashes and becomes

immortal.

A specific form of rebirth, Jung examines, is rdbby means of one’s own

transformation. He links that form with the diffat@tion of personality in a person.

>" Carl Gustav Jung (1998). Four Archetypésondon: Routledge), p. 24
*8ibid, p. 26
*ibid, p. 51
ibid, p. 51
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Again, he divides the form of subjective transfotima into groups. One is the
diminution of personality. By diminution of persdityg Jung means “loss of soul”
and symptoms of depression in a person. It affidetsndividual both physically and
psychologically. Consciousness is disintegrated, @me feels physically exhausted.
The other form of subjective transformation is dpposite of the above mentioned.
It is the enlargement of personality. Jung deserilbeas “new and vital contents
finding way into the personality from outside aneiny assimilated® Personality
increases in a significant sense. However, if tiemot adequate psychic depth in a
person, this means s/he is not capable of assingléhe contents that come from
without, causing an inner poverty. Jung stressgow@erb related to this type that is

“a man grows with the greatness of his ta¥k.”

Change of the internal structure is another forirrebirth. In that form
personality changes according to the role of thesqyea. The person is totally
identified with his/her persona. For this reasdhgds unable to develop his own
unique personality. S/he lives in terms of herfhesk. In addition to identification
with the persona, one can also identify his/hesqaality with his/her anima/animus
or shadow. In such cases, they take over the etieqierson.

The final form of rebirth is natural transformatiofung’s starting point is
nature because death and rebirth are basic ndmals. He says that natural
transformation takes place in the psyche, and spldys itself in the forms of
symbols in dreams. Jung states that these symbaoluetered in dreams are the
reflections of inner feelings. Jung describes kil of transformation as “. . . [it is]
a long drawn-out process of inner transformatioah i@birth into another being. This
‘other being’ is the other person in ourselves tedbnger and greater friend of the

soul.”®®

The third archetype Jung analyzes is “Spirit.” Hens to folklore to explain

this archetype. He states that spirit is an ertigyween life and death and it is

®1 Carl Gustav Jung, (1998). Four Archetypésondon: Routledge), p. 54
*2ibid, pp. 54-55
%3 ibid, p. 65
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represented by “shadowy images.” Spirit archetyp@eanerally illustrated by the
father image that is chiefly projected as a wisg+olan in dreams or in fairy tales.
He has authority and he makes final judgments. herges when a hero feels
desperate in a situation. He always gives a piéegl\vice and asks questions for the
self-reflection of the hero. He is the represeméanf “. . . knowledge, reflection,
insight, wisdom, cleverness, intuition, moral gties, good will and readiness to
help, which make his ‘spiritual’ character suffieily plain.”**Spirit might also be
represented by the image of real spirit of a deardqgm, talking animals and dwarf
figures. There are also negative sides of thetspighetype. It can appear as the

opposite image of the hero.

“Trickster” is the final archetype Jung deals wiithhis book. Jung states that
“all mythical figures correspond to inner psychiperiences and originally sprang

from them.®®

As a consequence, although he expresses mytmades of the
“trickster” as a “shape-shifting” figure, “half- anal,” and “half-divine” which have
dualistic nature, fundamentally he relates trickstehetype to shadow which is an
inner psychic part of the unconscious. Accordingliing, shadow is personified in
civilization. Hence, “the ‘trickster’ [becomes] altective figure, a summation of all

the inferior traits of character in individuaR®”

Briefly, Jung’s studies on archetypes lead himnalge myths and literary
works of art in terms of recurrent patterns. In twoeirse of his studies, he found
similar patterns and similar meanings attributedgecific entities and objects which
characterize the person’s psychology. In the lamgaf his studies, he formalized a
distinct literary criticism based on archetypess Hichetypal theory includes myths
since Jung conceives myths as a ground which itedicékne essential archetypal

patterns forming the human mind.

% Carl Gustav Jung, (1998). Four Archetypésondon: Routledge), p. 100
% ibid, p. 136
% ibid, p. 150
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1.2.2. Northrop Frye’s Archetypal/Myth Theory from Literary Perspective

Northrop Frye is one of the leading literary cstiof our age and his
application of Archetypal Theory to literature Hasd a great influence on several
critics and writers. He marks a decisive turningnpan the history of literary
criticism. His book_Anatomy of Criticisnpresents an influential theory to the

reading of literature. Frye’s critical theory isunshed by anthropological, historical
and psychological researches. He is affected byJ8mes Frazer's studies on
anthropology while forming his critical theory orchetypes. Frazer’'s Golden Bough
Is a significant study because it marked a turrpoot in approaches to culture. In

Golden Bough Frazer gathers universal patterns in variousupest including the

patterns of modern western culture of today. Agénye is influenced by Freud’s

Totem and Taboan which he introduces the traces of primevalgratt in modern
civilization. Northrop Frye is also influenced bistorians like Spengler who was a
German historian and culture critic. Spenglarisawof culture is a progressive one.
He sees Western history as aging and cyclicalderaio restore the system. Not only
does Frye’s critical theory interweave specifich@opological and historical studies,
but also and most importantly, it is inspired bywg's psychological approach to
archetypes. On theorizing his Archetypal appro&cll Jung’s studies on archetypes

and the collective unconscious become a starting pm Frye.

Essentially, influential studies like Frazer's Geh Boughand Joseph

Campbell's_A Hero with a Thousand Fada®ply recurrent patterns in myths and
their continuance beneath the surface of moderntétresivilization. The impact of

these studies led Jung to find a collective psydeitory which he called

“collective unconscious.” Jung’s theorizing thespeaated patterns and introducing
the collective unconscious as their source launeéhedw perspective to culture and
history from the point of psyche as their only aulung’s originating archetypes as
a literary theory inspired Northrop Frye in greainse. However, Jung’s theory
envisioning the world through human psyche, calNectinconscious and archetypes
is not adequate for Frye to be a literary theohud, he departs from Jungian theory

and presents his own view of myths and archetypditesary theory.
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Frye bases his Archetypal Theory on understanditecature and literary
texts. Therefore, different from Jungian Archetypélkeory, his theory is a kind of
reading stages to understand texts. Again, hisryhsosimilar to Jungian theory
structurally. While Jung bases his theory on hupsychology, Frye bases it to the
reader. Jungian individuation process which is i@qes developmental process to
maturity is adapted by Frye to a model of readegs. According to Jung, at the
center of individuation process, there is self graself is surrounded by four points
which complete the person. They are thinking, tianj sensation and feeliffg Self
experiences these four points in an archetypal esarsl they're presented in
archetypal images. When they are balanced by tlig thkey create a sense of
harmony in individual. Frye adapts this model ofigwo his theory. For Frye, at the
center there lies the reader and four significamttg that surround the reader are the
literary genres by which Frye categorizes literaexts. These four points are
“Romance,” “Tragedy,” “Comedy” and “Satire” whichilibe discussed later in this

chapter.

Frye’s application and adaptation of Jung’s pslaical archetypal theory
to literature departed him from Jung. Frye the@izereading theory based on
archetypes. He employs three main points: plotsire, character type and thematic
phase in his genre oriented theory. By this wayilevbung sees literature through
collective unconscious and archetypal images ml&epsychology, Frye divides
literature to recurrent genres and conventions laaadles literature in terms of

genres which are specified by archetypes.

Frye puts forward the idea that literature shdugdlearnt through criticism.
He sees criticism as a science and he puts it amecirgces because he thinks that
criticism has every characteristic of science. Adow to him, there are two kinds of

criticism. One is “. . . the unified criticism afl the arts.®® The second one is . . .

®” Ford Russel (1998Northrop Frye on Myth: An IntroductiofiNew York and London: Garland),
p. 123

®8 Northrop Frye, (1973). The Critical Path: An Essa the Social Context of Literary Criticism
(Canada: Indiana University Press.), p. 14
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the same area of verbal expression which has nobgen defined and which is
called mythology.®® While theorizing his criticism, Frye tries to basen a ground.

The important thing for him is that while genergtmeaning from a literary work of
art, how meaning could be generated. He implies “drahetype” is the right word

to derive meaning.

In his book_Critical Pathvhich is one of his fundamental books outlining hi
Archetypal theory, he presents a discussion oicsihs of literature. He discusses
the literary theories of the ninetieth century astdtes their weaknesses to see
literature objectively. He finds biographical apact inadequate because he believes
that poet’s life or a writer’s life is not an essahkey to the deeper understanding of
a work of art. He also thinks that historical agmo to literature will not assimilate
literature from some other kind of history. He sdlyat “criticism must develop a
sense of history within literature to complemer# thistorical criticism that relates

literature to its non-literary historical backgrabit®

Conventions, genres and archetypes of literateeldp from historical
origins. He thinks that a society has a framewdrkngthology, out of which all
verbal culture grows out. Verbal culture has grafpstories which are called
“myths” or the “true fables.” According to Frye,lktales change from culture to
culture. However, myths are permanent and theyxtlé@guage, reference, allusion,
belief and traditior! He says that “when a culture develops, its mytipplends to
become encyclopedic, expending into a total mytedag a society’s view of its
past, present and future; its relation to its gats$ its ultimate destiny® Frye thinks
that there is such a ground or in his own wordsattmyth” that shapes the society.
This kind of myth comprises everything that theisggchas. Frye calls it “mythology

of concern.*®

®Northrop Frye, (1973). The Critical Path: An Essaythe Social Context of Literary Criticism
(Canada: Indiana University Press.), p. 14

Oibid, p. 24

ibid, p. 35

Zibid, p. 36

3 ibid, p. 36
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Myth of concern establishes society. It has raotseligion which binds the
society together as a main force. Frye statesbiblegf was verbalized and it became
a statement to participate in a myth of concerrted,adifferent branches such as
political, literary were developed which derivearfr religion. Influence of social
concern is traditional repeating similar legendsl dearnings. Frye thinks that
“concern is deeply attached to ritual, to connotatj weddings, funerals, parades
and demonstrations, where something is publiclyeditrat express an inner social
identity.”’* For this reason, it is apparent that it creat&md of cultural and social
structure in a society. Frye says that “. . . ihnad easy to break out of the mental
habits formed by a mythical framework, or what f&ep called a tradition. . ”°
Concern becomes an essential thing to be acceptesdny individual because it is
the only way to live in the human community. Itheneath the surface of every

institution and psychological, scientific and histal presupposition in a society.

Northrop Frye thinks that literature is the greatle of concern. It is tightly

related to the central life of the humanifyHowever, he adds that

literature is not it self a myth of concern. It glesys the imaginative
possibilities of concern, the total range of verfigions and models
and images and metaphors out of which all myth aficern are
constructed. The modern critic is therefore a stuaéd mythology,
and his total subject embraces not merely liteeatbut the areas of
concern which the mythical language of constructiad belief enters
and informs’’

So, Frye’s conceiving literature as the employat displayer of myth of concern is
the main point in his Archetypal/Myth criticism. iIFthis reason, he defends that
literature is best understood through ArchetypatiMgriticism.

Differently from Jung, Frye’s concept of archetyigetightly related to his
notion of “myth of concern” and “literary narrats€ Jung handles archetypes as

" Northrop Frye, (1973). The Critical Path: An Bssa the Social Context of Literary Criticism
(Canada: Indiana University Press.), p. 44

Sibid, p. 50

®ibid, p.128

"ibid, p. 98
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they are the products of “collective unconsciousid athinks that collective

unconscious shapes them. On the other hand, Fg® nmt employ the concept of
collective unconscious to his theory because hemsdt as it is improvable part of
human mind. Rather, he defines archetype as a dyonlam image, which recurs in
literature as a recognizable element. His argunendn the recurrent narrative
patterns which he names “mythoi.” They are the ethawarrative patterns not only of

pre-literary forms such as ritual, myth, folktalét lalso of literary forms.

Frye thinks that literature is the representatidn‘myth of concern” and
human experience. He handles a literary work a®ie meflection of a real life. He
based narrative and imagery patterns on myth, huntaals and folk customs.
According to him, human beings need to humanizentteral phenomena around
them. For this reason, narrative patterns emergthagepresentations of natural
cycles. All human beings try to cope with the sanihatural characteristics and
cycles so their coping with them is similar. Theylect this effort to literature. As a

result, there is underlying recurrent patterns gtnactures in literature.

In addition to recognizing an imitation of natias a structure in literature,
Frye implies the importance of recognizing the andn of other poems. He says
that

if we do not accept the archetypal or conventicglament in the
imagery that links one poem with another, it is asgible to get any
systematic mental training out of the reading taréture alone. But if
we add to our desire to know literature a desirentmv how we know
it, we shall find that expanding images into corti@ral archetypes of
literature is a process that takes place unconsigioin all our
reading’®

As a whole, Frye’s Archetypal theory deals with tieeurrence of certain
narrative patterns in the history of Western litera which he called “archetype.”
For him, “archetypes are associative clusters,diffiel from signs in being complex

variables. Within the complex is often a large nemtf specific learned associations

"8 Northrop Frye (1957). Anatomy of Criticistilelenae Uxori (Ed.) (Princeton: Princeton Uniitgrs
Press.), p. 100
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which are communicable because a large numberagfi@én a given culture happen
to be a familiar with them’® It is a communicable symbol. It travels througle th
world without effort within folktales, ballads geity over barriers of culture and
language. Frye thinks that archetypes are derivedh fthe human’s attempt to
humanize natural cycles so he draws parallels lsgtwige natural cycles, rituals and
myth. He bases his Archetypal theory on these letsaHis Archetypal theory is a

method of classification because in his view ofi@em of literature, one has to
stand back from the literary work to see its unded organization and to notice the
analogical patterns with other literary works. Inder to understand recurrent
narrative patterns that literary works share, hadds literary works into specific

genres and draws parallels between natural cyoleésrgth.

Frye's theory of genres which he called mythoi &sdd on seasons. This
theory includes “mythoi of summer (romance),” “mgthof spring (comedy),”
“mythoi of autumn (tragedy)” and “mythoi of wintérony and satire).” He uses the

symbolism of the Bible and Classical Mythology theimg his genres. In his book

Anatomy of Criticismbefore outlining his genres, he begins by empiragihe two
myths, heaven and hell as apocalyptic and the dembmhis theory of mythos he
sets out the structures of imagery in these wdnletlsause of basing his genres on
them. The Apocalyptic world, in other words “heaweinreligion,” [provides] the
categories of reality in the forms of human desiseindicated by the forms they
assume under the work of human civilizati3h.The city, the garden, and the
sheepfold are structural elements in that worlder&hare three human fulfillments:

individual, sexual and soci&l.On the other hand, Demonic Imagery is

.. . the world of the nightmare and the scapegufdipndage and pain
and confusion; the world as it is before the hummaagination begins
to work on it and before any image of human desiveh as the city
or the garden, has been solidly established thé&vedso of perverted
or wasted work, ruins and catacombs, instrumentdodfire and

monuments of folly?

" Northrop Frye (1957). Anatomy of Criticistlelenae Uxori (Ed.) (Princeton: Princeton Uniitgrs
Press.), p. 102

®ibid, p. 141
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8ibid, p. 147
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It is the world that human desire rejects. The oigag elements of that
world are threatening powers of nature in an uneletbped society. There is human
futility when compared with divine order. Sacrifigepunishments, obedience to
natural and moral laws are the demands in thatdwvémlthe demonic human world,
there is a polarized society; on the one handettseone individual who is the tyrant-
leader®* He is “. . . inscrutable, ruthless, melancholyd arith an insatiable will who
commands loyalty any if he is ego-centric enoughefiresent the collective ego of
his followers.”® On the other pole, there is a sacrificed victinfmhiarmakos,” in
other words scapegoat, who has to be killed forstiie of other®® Frye thinks that
the imagery in these worlds is unchanging. Thewidethe fundamental imagery

base in Frye’s Archetypal theory.

In his theory of mythos, besides the Apocalyptiad ddemonic world
imagery, there is a cyclical process. He employsiseategories of images in that
cyclical process. The first is cycling divine mowemh death and rebirth. He
identifies this movement with other cycling processch as disappearance and
return, incarnation and withdrawal which are thatd movements in the divine
world. The second is the cycling rhythm in the fiverld of heavenly bodies: the
daily journey of the sun-god across the sky, dmstcycle of solar year and lunar
cycle. He relates them to death, appearance andreeson. The third is dualistic
cycling rhythm in the human world between the di&viand animal world. These
rhythms are like light and dark, waking and slesgeing and blindness. The forth
one is the difficulty of living a long, peacefulllfispan life. Tragic process can be
encountered like accidents, sacrifices. The fifttithe cycle of the vegetable world
like seasons. The sixth is about the poets. Thexe Heeen Spenglerian. They
employs the cycles of growth and decline. The séwvenwater symbolism. It is also

cycling in naturé® These cycling symbols are divided into four phasedsrye as

“the four seasons,” “four periods of the day,” “fotorms of water-cycle (rain,

8 Northrop Frye (1957). Anatomy of Criticistlelenae Uxori (Ed.) (Princeton: Princeton Uniitgrs
Press.), pp. 147-148

#ibid, p. 148
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fountain, river, sea, or snow),” “four periods afel’®” He suggests that “this

symmetrical cosmology may be a branch of myth.”

In his narrative structure, he uses three-fold atese& imagery, he uses the
Biblical symbolism, the “Heaven” —Apocalyptic woHds in the above place, and
the “Hell’-demonic world— is the world below. Inishdialectical structure, he put
the cyclical order of nature in between. He cdils &pocalyptic world, the world of
romance and analogy of experience. Frye bases dmnseg on that dialectical
symbolism. His “narrative categories of literatyeze] broader than, or logically
prior to, the ordinary literary genre$"He forms his genres as opposing pairs,
tragedy opposes comedy, romance opposes irony. \owee states that they can
be blurring. For example, romance may include tragicomic elements or tragedy

may move into ironic realms.

In the discussion of “Mythoi of Spring,” in otheronds “comedy,” Frye
explains the plot and characters of comedy. Thames of the most influential genres
in his critical theory. As usual, he defines fundemal principles of comedy. Hero’s
desire and his encountering with obstacles in &aigehis desires form the action in
comedy. Hero’s trying to overcome the obstaclesobmess the comic element in
comedy. In the final stage, comedy includes as ntdrayacters in its final society.
The movement in comedy is from illusion to reaffypnventionally, it begins with “.
.. disguise, obsession, hypocrisy or unknown gagen”® It ends with reality, the
opposite of it. Frye states two principles to depel comedy. He implies the
emphasis on the blocking characters and the enyphasithe discovery and
restoration of harmony as the significant form&amedy. Frye emphasizes that the
fundamental element of humor is the repetition attgrn. He outlines four typical
characters of comedy. He states that the fundamehtaacter in a comedy is

91

“alazons™" which means a person who imposes law. In thisadhar there is a lack

87 Northrop Frye (1957). Anatomy of Criticistlelenae Uxori (Ed.) (Princeton: Princeton Uniitgrs
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of self-knowledge, he is “a man of words, ratheanttdeeds™ This character is
generally applied to a heavy father figure withetits and rages. “Eirons” are the
other type of character. Frye uses this word fer tifpe of character who protests
against the law imposer. This character is genewall innocent and neutral one;
“Buffoon type” is also another type in comedy Fisteesses. They are functional
characters in comedy. They are used in order wéamse the mood of festivity rather
than to contribute to the plot® Professional fools, clowns, pages are among the
Buffoon types. The last character type is “Agroikafich means a type of character

who is rude and rustic. They are the source of humo

Besides outlining typical characters in comedygFaiso outlines phases in it.
If comedy is an ironic comedy, the world is demoriibere is a fear of death and it
ends with serious and emotional tone. In the septiade, Frye emphasizes that hero
does not change the society; he leaves it as itbeéwe. In the third phase comic
tone is strong. The details of the new society emgphasized. The forth phase
includes the transformation of the world of expecie to the world of innocence. A
happy society is established at the end. In thih fgdhase, actions move from
confusion to order. Chaotic world order is turne@h ordered world.

Frye’'s theory of comedy narrative employs tragiocapts of “anagnorisis”
or “cognito” and “catharsis” in comedy. He usesgmaisis for the hero or heroine’s
finding themselves in the contribution of recoratilbn in a new society at the end.
He thinks that comedy has catharsis like tragedycdmedy, catharsis is raised by

ridicule and sympathy/

Frye also has a detailed view of romance. Firstllohe implies that romance
is about a “wish-fulfillment dreant® In fact, in every mythos he elaborates, he
points out that there is a quest-myth so his romay@nre is closest to all genres. He

says that in each age “. . . the ruling sociahtellectual class tends to project ideals

92 Northrop Frye (1957). Anatomy of Criticistilelenae Uxori (Ed.) (Princeton: Princeton Uniitgrs
Press.), p. 172
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in some form of romance, where the virtues heroeskeeautiful heroines represent
the ideals and the villains the treats to theireadancy.®® But, he also emphasizes
that there is a persistent aspect in romance whiah search of golden age in time.
The fundamental element in romance is adventureesegs. The main adventure in
romance gives the quest. Frye says that succepsfgt has three stages: the perilous
journey and minor adventures (agon); the crucraigstie or bottle in which hero or
his enemy dies (pathos) and the exaltation of the H{anagnorisis). This twice
folded structure is repeated in several myths asdiath, the disappearance and

revival elements.

Dragon-killing is the central theme in romance.sibsirce is the Bible and the
Genesis. Dragons or monsters represent the ewilagid hero comes and rescues the
kingdom, city or the world. In many myths, the dvagkilling theme is represented
like this: hero travels to a dark labyrinthine betunderworld between sun setting
and rising. This may also occur as a structurahelt in fiction. The labyrinth of the
underworld presents “. . . a period of part timanf which the hero is released by
the sacrifice of a heroiné” The other significant and central theme of romaisce
the quest of buried treasure. Here, treasure m&aakh but metaphorically it may
represent wisdom and power. The price of extranargi wisdom or power is
mutilation or being disabled physically. Award ftbe quest is generally a bride. The
quest theme in romance is analogous to rituals dredms. In dreams, a person
reaches the desires punished by parents or sihesearch of libido. In rituals that
Frye stresses, there is a triumph of fertility otrex wasteland.

Characters in romance are dialectical. They arekbtat white and they are
the opposites of their antagonists in moral lavet&gonist is pure and brave but, the
antagonist is coward and evil. Frye says that feaighful companion or shadow
figure of the hero has his opposite in the traitioe, heroine her opposite in the siren

or beautiful witch, the dragon his opposite in tfiendly or helping animals®

% Northrop Frye (1957). Anatomy of Criticistilelenae Uxori (Ed.) (Princeton: Princeton Uniitgrs
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In romance narrative, Frye outlines six significatages. Birth of the hero is
the first stage. Generally, the beginning or endihthe cycle is represented by flood
or other kinds of water symbols. Water is sometiaesociated with a womb. In dry
lands, generally animals keep an eye on the childudure him. In that stage, there
IS a mysterious parentage and there is a marksgmbol on his body. Second stage
includes hero’s youth. It is similar to the storfyAdam and Eve before their fall
from the Eden. In that phase, young hero is cdetlddly parents. Characters want to
escape to the world of action. Frye states thatthirel stage is the normal quest
theme that is discussed above. In the fourth sthgeinnocent world is against the
world of experience. It is the stage that herodsoaplishing his quest. The fifth
stage takes part after action. The lovers get profoa hierarchy in that stage. The

last stage points the end of the quest from at¢tianrelaxed state.

“Mythos of autumn” in other words, “tragedy” is tt@ther mythoi Frye
defines. Frye gives a more importance to this gémeause he thought that it is
about present and the characters behave moredikam He says that in romance,
characters are dream characters, in satire chesdot¢have like caricatures and in
comedy characters are sketched for the happy endmgever, in tragedy characters
act according to nature, there are no magical pematural elements as “deux ex
machine” to solve the conflicts. There is generalybleak mood in tragedies.
However, in order to have a bleak mood, they dohavie to end in catastrophe or
disaster. While comedy deals with a group of pedpégedy deals and focuses on an
individual and the criticism is on the acts of tiadividual. He calls that individual
tragic hero as “[he] is on top of the wheel of o, half way between human
society on the ground and the something greatéhansky. In tragedies, gods are
there to balance the nature, they do not have alémower and fate is the strangest

power in tragedies.
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Frye implies that tragedy has two formulas. Thstfone is “omnipotence of
an external fate® In that formula human effort is limited and thése power above
all human. The central character is a hero andislegreat splendor which gives the
tragedy the characteristic of excitement when e fialls. The other formula is the
“violation of moral law*% by human or a divine being. Frye says that alrewsty
tragic hero has hubris which means excessive jandeself-confidence which brings
him to his downfall. Hubris is an essential terntriagedies. Frye uses Aristotelian
framework of tragedy so he used Aristotelian coteepAnagnorisis” is one of
them. It is an essential concept in tragedy reldatedhe hero. It is the hero’s
discovery of his self but it is not a simple knodde about him. “It is the recognition
of the determined shape of the life he has cre&dechimself with an implicit

comparison with the uncreated potential life he hasaken.**

“Cognito” is
another element related to time in tragedy. Ihes tecognition of unavoidable flow
of time. Hero’s downfall makes him recognize themto so time begins for the
hero with his fall. “Mimesis of Sacrifice” is an@helement which occurs in crucial
moments in tragedy. It is a state based on paradd@tere is “. . . a fearful sense of
rightness (the hero must fall) and a pitying sesfs@rongness (it is too bad that he
falls).”'% Frye likens this paradoxical situation in tragedysacrifice. In the same
way, in sacrifices there is a unity, a group andpite of a group there is great power

for which a thing or a person should be sacrifii@dhe sake of the group.

In terms of characterization, Frye says that hezlorigs to “alazon” group.
Alazons as defined before are imposters of a laveyTare deceived by their hubris.
They are “semi-devine figure[s] in [their] own eye® In great majority of
tragedies, there is a foreseer or soothsayer whs $& end and warns the hero.
Suppliant characters are generally female who aipldss, fragile and destitute.
They are threatened by death or rape. The suppifeartacter has generally a place

that lost the place of greatness. The other charagpe is the dealer with the event.

% Northrop Frye (1957). Anatomy of Criticistlelenae Uxori (Ed.) (Princeton: Princeton Uniitgrs
Press), p. 209
1%0pid, p. 210
1%ihid, p.212
192ihid, p.241
193 ibid, p. 217
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It is generally a reliable and loyal friend of thero who refuses to accept the tragic
actions through catastrophe.

Frye states that there are five phases in “traéithe first phase begins with
the birth of a hero with full of dignity, innocenesad courage. The second phase is
about the inexperienced youth of hero. She is “@fokorldly wisdom.*** The third
phase corresponds to the achievements of the fikeofourth phase is about hero’s
downfall because of hybris. This is the period imat hero passes from the innocent
stage to experienced stage. With the fall of the® hieonic tone emerges. In the fifth
stage, ironic tone increases, heroic one diminisimethat phase, hero feels that s/he
has no sense of knowledge and direction. The lzetg of tragedy ends with shock
and horror for the hero. After that, with the lagderoic state, hero feels humiliated
and he feels great sorrow. Frye emphasizes thabagnn that stage are torture and
mutilation. Besides, prison or madhouse is othsersal symbol$®

“Mythos of winter,” in other words, irony and satiis the last genre of Frye.
Frye defines them as “. . . [they are] the mythatterns of experience, the attempts
to give form to the shifting ambiguities and conxiies of unidealized
existence.*®® He makes distinction between irony and satireakies that irony is
a form of tragedy of an ordinary person. Its bakeme is defeat. Its content is
completely realistic. On the other hand, Frye dbsersatire as a comic form of
irony. In satire, name giving, rude calling or stwg are elements. There is an
object which is to be verbally assaulted. This aittn creates comedy in the

audience. There is a humorous and witty tone in it.

Frye points out six phases in that genre but, kigles them. The first three
phases are about satire; the latter phases ateda@irony. In that part, Frye does
not explain developmental stages in satire. Heugdses different types of it. The first

phase is about low-norm satire: that is about “aldvavhich is full of anomalies,

%Northrop Frye (1957). Anatomy of Criticisrilelenae Uxori (Ed.) (Princeton: Princeton Uniitgrs
Press),p. 220

1% ibid, pp. 206-223
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injustice, follies and crimes which are permanent andisplaceable'®’ Characters
are ordinary and common and there are childishstyfecial convention is based on
dogmas. If a person behaves independent of instigit s/he should be fixed
according to the rules. In order to behave wittye @hould not question the social
convention. The second phase is about comedy afpesdiero escapes to another
society without spending any effort to transform society. Basic theme is ideas and
theories about life which the hero escapes frone fhird and last phase of satire is
about high-norm satire. In that phase, audiencs #iee world from the point of
ordinary hero. Central theme is thinking about dix@cial convention and thinking
about future. The fourth phase is the first phdaseony. Again here, Frye sets out
the types of irony. Fourth phase is about implyingnan sides of a character to
make fun of him. It focuses on the humanity of tfeeo to explain his downfall. In
that type the tone is tragic. In the fifth phaseaimtheme is natural cycle and
inescapable fate. Last stage of irony has demoartdwiew. In that stage characters
are pushed through inescapable circles by tragédg. mood is bleaker than the

others.

To sum up, Frye thinks that there is a central yumgf myth shaping the
religion, culture and language out of which allhadrculture grows out. Thus, myth
becomes a significant element which is evidenhenhtuman being’s life. In addition
to his views on myth, he bases his Archetypal/Myiory on literature examining
the archetypes as recurrent elements in mythsigmdry works of art. According to
Frye, archetypes are the fundamental elementsderstand the literary works of art

along with the construction and the effect of mydthshuman beings.

197 Northrop Frye (1957). Anatomy of Criticisrilelenae Uxori (Ed.) (Princeton: Princeton Uniitgrs
Press.), p. 226
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CHAPTER TWO

ARCHETYPAL PATTERNS FROM FEMINIST PERSPECTIVE

2.1. Archetypal Patterns From Feminist Perspective

Digging down, cutting through layers,
delving deep, uncovering: that is what it takes to
find her. She has rested there in her earth womb,
ready for rebirth these thousands of years . .e Sh
brings rebirth. She is a forgotten possibility of
female power. She turns to us now, thrusting hersel
out of the earth. She brings memories of a time so
old we had almost forgotten it, except for the old
stories. She asks us to remember what a woman
might be like, unearthing her old powers. This is
what she means by healiff§.

Myth, as it was defined in the previous chaptesscreated by the human
being to identify the unknown within him/her withet unknown within nature or vice
versa. Through this identification process, sevetakies are created which are
named mythology or myth. Myths are repeated patetmtil accepted as truth. In a
society they may achieve the state of the sacrduethér they are true or not, it is
impossible to change them. Estella Lauter statas“fmyth] is depended on some
other system of our validation which is an integpart of our apparatus for
structuring our lives**® They become the building patterns of culture. Nap Frye
says that mythology expands itself permeating ladl institutions in a society. It
permeates the past, present and future. In evetly, rthere are archetypes which are
thought to be typical for all human beings in gaheUntil they were re-evaluated
and redefined by the feminist critics, they wereuight to represent a unique quest

pattern for every person in fictions. However, saléeminist critics consider that

198 Kim Chernin (1987). Reinventing Eve: Modern WonmaSearch of Hersel{New York: Harper
Publishing), p. 27.

199 Estella Lauter (1984). Women as Mythmakers: Pogtiy Visual Art by Twentieth-Century
Women (Bloomington: Indiana University Press.), p.1
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archetypes are different for women and for men.yThee of the opinion that
archetypes symbolizing men are not suitable toesgthe activities of the heroine in
literature. They are not adequate to trace thetuedterns of female characters in
women’s fiction. As it is stated above, the sounE¢he archetypes are myths. For
this reason, critics who analyze the female argestyn women'’s fiction in Western
literature return to Greek myths to trace the anghes. In analyzing the mythic
stories and recurrent men/women images createddier# Greek, they have found
out that those archetypes of female quest patedated to female personhood and
self in Greek myths are still present in womentidin. Joseph Campbell in Hero
with a Thousand Facesates that heroism is considered to be a simdaception as

divinity and Greek myths are based on heroism amahity. The denial of the
feminine divine in Greek myths makes the conceptibtihe heroism only applicable

to ment®

For this reason myths are written from the maseufierspective. In such
a masculine culture, the place of female archetyped secondary importance in
mythic stories. They are given a supportive roleamratives. Besides, being given
secondary importance, the goddess image is potarizdhe goddess and mortal
women who do appear in myth are mothers, wives,tongntemptresses, ogresses
and victims.*'* In the stories focusing on women, “there seentsetao acceptable,
self-determined heroine in the bunch. Women ar@io the hero’s drama or, as
with Psyche and Atalanta, they are displaced sautenflict with the restrictions of
patriarchal culture who in myth learn lessons mdangll world.”** Greek Myths
also present women as victims in the recurrent ésayf rape, marriage and suicide

and helplessness related to female.

Outlining the repeating patterns in Greek mythstesl to female images,
Feminist Archetypal critics find out that the vioized image of female forms the
gender roles in a society. In such a hero bas#dreumen become the hero and
women are placed in a victimized situation in neédbeing rescued by a hero. As

myth is presented as unchangeable and sacredfatmythe social order and innate

110 Joseph Campbell (1949). A Hero with a Thousana@&4#blew York: Patheon), p. 40
11 A Meredith Powers (1991). The Heroine in Weststarature: The Archetype and Her
Reemergence in Modern Progkeondon: McFarland&Company Publishers), p. 4.
112 | h;
Ibid, p. 4.
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conceptions in the human psyche. They also becanaspect in language system.
However, Annis Pratt suggests that “masculine celtheld no monopoly on
archetypal patterns® Agreeing with her several critics do not consid&eek
mythology as the first and the fundamental mythglegpressing female archetypes.
In order to find the roots of the female archetypgbich are lost or shadowy in
Greek myths, they trace the archetypes of the greddess cult in Neolithic period.
The buried female archetypes are excavated thrargheological findings and

studies on that period. Meredith Powers claimsith#itat period:

She was ancestress of the tribe, guardian of thwyrdead, as well as
succorer of women in childbirth. As such she wasarsome figure
with the potential to be as suddenly capriciousldemly volatile as is
nature itself. She combined both good and bad &spead was
remarkable for this syncretism, merging in a singleity the
contradictions which are inherent in life: the f@ous and immutable
with the loving and benign, the ominously chthonigth the
nurturingly maternal[,] . . . she is regeneratiyet she is infernal.
From these two connections came her initial poveerpower so
threatening, so potent and mysterious, that a lpageof the energy of
Western man has gone into process of reducing madhting her-**

It is apparent that in early agricultural periothee female emerges as a divine figure
symbolizing wholeness or oneness. In those timésest were related by maternal
connections. The woman was accepted as essertijalyer maternal and nurturing
gualities. Besides this, she was not subordinateetofather, husband and children.

Meredith Powers asserts,

as propagators of the tribe the women of prehistangt have enjoyed
sexual freedom; they were certainly not valued voginity. As

individuals, however, they would have had no maeedom than
their male counterparts, for the structure of thesely vegetal
civilizations centered around group needs and abbgs, thus

113 Annis Pratt (1981). Archetypal Patterns in WomefFittion (Bloomington: Indiana University
Press.), p. 6.

114 A, Meredith Powers (1991). The Heroine in Weststarature: The Archetype and Her
Reemergence in Modern Progeondon: McFarland&Company Publishers), p. 24.
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fostering rigid taboos and inflexible punishmentiebhdid not allow
for extenuating circumstances.

Powers continues to claim that in prehistoric siltee human beings perceived the
world with a different kind of consciousness thae mow have. It was organic. A
member in a group could not comprehend himselféteseparated from the group.
S/he identified his/her consciousness with the cionsness of the group. This is
what Lévy-Bruhl conceptualizes as participation tiggge. In prehistoric tribes, the
mother was at the center of the tribe. The motla¢hegs around herself, the infants
and the older children which constitute blood ti€hkis centrality of the mother
structures the basic patterns of religion. Ritwe¢se based on the mysteries of the
female body. Ritual practices for fertility of natuare related to the feminine body
which symbolizes birth and death, renewal and liigrtiThe female body was
thought of as divine, and the image of the “. red& Goddess is the incarnation of
the Feminine Self that unfolds in the history ofnkiad as in the history of the every

individual woman; its reality determines individwed well as collective life*®

The early image of female as divine goddess is ecien to the word
“chthonic” by feminist critics. It is a Greek wordeaning “earth” and it has been
used to “describe the enigmatic religion that pdeckthe religion of the Olympians
in Greece. Like the goddess religion which produled the chthonic heroine has
been misunderstood partially because of her tramsftive energy and her use of
irrational modes* The word “chthonic” will be used in later chaptéosdescribe
archetypal characteristics of the female whichsélenced and covered by patriarchal
system. On analyzing the woman and goddess imag&eek myths, it becomes
apparent that female image in general is not theesas her chthonic image. There is

a gap between the representations of the womerraekGnyths and the women in

15 A, Meredith Powers (1991). The Heroine in Weslsterature: The Archetype and Her
Reemergence in Modern Progkeondon: McFarland&Company Publishers), p. 15.

118 Erich Neumann (1955). “The Great Mother, An Anidyaf the Archetype” irCritical Notes

Vol. 47 http://pt.wkhealth.com/pt/re/janp/abstr86004536-200606000-
00007.htm;jsessionid=KR0OY00bz43Wv1hMOVXDzFrGhIJwSmRDOwrnt2ThNrNQrOIcTJ!164246
5697!1181195628!8091-1 p. 98

17 A, Meredith Powers (1991). The Heroine in Wesldtarature: The Archetype and Her
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the prehistoric religion. The chthonic qualities women are revised by Greek
myths. “[Women’s] drive towards growth as persosghwarted by . . . society’s
prescriptions concerning gendét® They are made “other” and they are enforced to

secondary or “auxiliary status® in society.

Feminist critics studying on female archetypes afdhe same idea that
original female archetypes are lost in the cultwee live in. They are revised, re-
envisioned. However, focusing on several womerctidin and evaluating female
protagonists in them, critics say that chthonicdualities are still discernable. In
order to bind the female with the origins of hechatypal qualities, feminist critics
believe that it is significant to know the proces$shis reconstruction. It is repeatedly
attached to community in the second millennium Bc@lled “Indo-Europeans.”
They are told to be a warrior community. Prattegahat they invaded much of the
world during these periods. They have “. . . a highmilitarized, patriarchally
structured culture, [they] worshipped a pantheorgadls led by Zeus, a thunder
divinity, and impose their way of seeing things mpthem.*?® The other
fundamental critic Meredith Powers states that.“Indo-Europeans was already an
aristocratic order, including gender system, in chhileadership and social
prominence were determined by the ability to inseedhe tribes’ prominence
through war and conquest* As hunter and warrior groups were increased,
women’s social status decreased. By the dominandeh&rarchy brought by the
groups of Indo-Europeans, a new cultural order i@asded. The effects of
agricultural life style in tribal groups lessendebr this reason, woman with her
fertility conception became of secondary importandew values were based on
heroism and women were subjected to their malgivela Powers emphasizes that
“. . . subjugation of the women of their own tribg@as the model from which men

generated initial patterns of social hierarchyf thay learned to institute dominance

118 Annis Pratt (1981). Archetypal Patterns in WomefFittion (Bloomington: Indiana University
Press.) p. 6.

19 1hid, p. 6.
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and hierarchy over other people by their earli@cpce of dominance over women

of their own group 2?2

Initiation of women having “auxiliary” status in society, on the contrary,
men’s high status related to heroism which alscegihim divine implications
enabled them to conceive women as subjects. Thegeoced themselves as having
divine qualities and conceived women as mortal dgeeily this view, they thought
themselves to have the right to rule over womersidgs this, they still feared the
chthonic female potentials. For this reason, th@ated polarized female image as
Jung points out. This fragmentation represents woasemother virgin, maiden and
with symbols of fertility, birth, nurturing, protéon or as witch, dragon and with
symbols of devouring animal and death. The whokesks symbolizes in prehistoric

religion fragmented into a polarized female image.

The culture that Indo-Europeans brought had stidtural rules towards
women. “As tribes merged and developed, agricultaygtem evolved; marriage
became a vital social system which was controllgd nken.™® In marriage,
faithfulness, fidelity and virginity were a requment for women. Tracing descend
was began to be practiced from the father instéadother'?* However, in goddess
centered prehistoric religion, virginity was nogrsficant because every season
mother gives birth to herself and emerges as aenagdain. Depreciation of female
gualities became an aspect of that culture. Femzges were altered, reevaluated
and silenced. Powers thinks that mythology whick t@me down to us and which
was thought to be cultural heritage of all humanftyms our “collective
unconscious.” The triumph of Indo-European cultorer Aegean tribal groups
changed the status of goddess. Indo-European eultwises the fictional elements
in stories to impose their values and serve to ghdhe status quo. Maternal system
changed to a patriarchal one and mother goddespusiged to a process of giving

birth and domestic works>

122 A Meredith Powers (1991). The Heroine in Wesldterature: The Archetype and Her
Reemergence in Modern Progieondon: McFarland&Company Publishers), p. 48.
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Critics divide the process of revision into twdnelfirst revisionists founded a
new gender-based social order and by this way toexstitute a new psychology.
The second revisionists created several literaryksvanspired from the oral
mythological stories. By these classical works, mewial order and psychology was
established. Jung bases the contents of his “¢iMéeanconscious” to Greek myths
formed by the patriarchal culture of Indo-Europeand he accepts the beginning by
that culture. However, feminist critics do not ageith the contents of the Jungian
collective unconscious which was thought to be tiaried by all humanity. By the
rewritten myths, great goddess figure was changddanivine man figure. Several
god and goddess figures, who act under the domiofoone divine god, were
created. Goddesses do not have sovereignty andwley silenced in the stories.
Powers says that revised goddess or women figurése#-loathing,” “self-
depreciating.” They are presented with a diminisbelfworth!?® Powers continues

to state that

in Homer the heroic values of the Indo-Europeanqoenors have
gained the fore; the epics present a world of rerokindividual men
bent on self-promotion, engaged in admirable adtsagonistic
aggression, pursuing wealth and immortality througbutation. The
women in his stories have been nearly shorn of tiigine origins,
the goddesses circumscribed, even the best amarg tlas only
secondary status; many have become merely the pfapen; all are
tokens in a system of exchange which men contfol.

In these mythic stories, dominant and free goddégsre is absent. She is
represented as shadowy figure. The most obviousremarkable one is Demeter.
She is a vegetation goddess but her power is diétmoi and she is depicted under the
rule of Zeus. On the other hand, some female figare approved such as
“Andromache and Penelope; [they] are approved Isecthey obey the leadership of

their husbands and o not challenge patriarchy.”

126 A Meredith Powers (1991). The Heroine in Wesldterature: The Archetype and Her
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Within the Olympian social state, rape was ingthas motif of mythology. In
mythic stories Zeus marries several goddesses analdo rapes them. Rape and

chasing after a woman was accepted as normal. B@agserts that

rape and possession of conquered woman was thegptete of the
victor whose superior strength was his licensedwgy over weaker
nations. The exchange if not the disposal of darghwas the
prerogative of the father, a right bequeathed fragnPaleolithic status
to his subsequent membership in military elfte.

It is obvious that women were seen as a propertyaf. Apart from the accepted
violence, women were also seen as beings thatgmatlbe trusted. For instance, in
Odyssey, Homer writes “Bring your ship back youmsband secretly, not openly,

since women can never be trustéd.”

Reconstructed female image is stripped of her arhth qualities. Her
manipulated characteristics are also presente@decepted as culturally ideal. She is
fragmented into several goddess characters and dheyengaged into a social
conflict. Athena and Pandora are claimed to bernsitocted goddess. Powers states
that Athena’s name comes from Pre-Hellenic perigatlier she was the goddess of
the wild things and she was symbolized by bird sergpent. She has her own temple.
However, in Odyssey she was depicted to live iralage of a prince and she was
written to be the daughter of Zetfd.The distortion of maternal qualities is apparent
in the depiction of Athena because she was thotogbé born out of Zeus’ head. By
the depiction of this process, maternal reproditgtiwwas applied to men. The other
reconstructed divine being is Pandora. Her namenséall-gifts.” Originally, she
was the earth-goddess and she was the giver . difbwever, later she was

129 A, Meredith Powers (1991). The Heroine in Wesldterature: The Archetype and Her
Reemergence in Modern Progkeondon: McFarland&Company Publishers), p. 70.

130(Odyssey, 11, 454-56) Quoted in A. Meredith Pow@891). The Heroine in Western Literature:
The Archetype and Her Reemergence in Modern P(bsadon: McFarland&Company Publishers),
p. 67.

3Libid, p. 83.
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depicted as receiver of gifts by Greek myths. @agfemale qualities were changed
and revised. Powers points out that

Stripped of her archetypal accoutrements, the ggsddepresented in
her Olympian manifestation as idle, superfluoussamievous, and
laughable. Pandora contributes nothing of worthe 8ha necessary
evil, human only in form and completely without ieH) either

feminine or masculine. Like Athena, she is strippéthe roots which

gave women power, the chthonic, the maternal, tibalf and then

presented to be judged in a moral theatre whenenoal obscures
perspective and she is allowed no voice with whighdefend or

explain herselt

Evolving mythology, in ancient Greece, became &aleconstruction and it became
a part of language. During the process of revisgmtjal anxieties entered into the
culture and they became permanent because they pvesented with a written

collection of ancient times for this reason theyevhighly appreciated. Northrop

Frye says that anxiety is a part of mythologyslabout a set of rules which are not
written but which are known by everyone. It is abthings that are always silenced
and thought to be dangerous to speak about. loléissical period, governing elites
composed by men committed themselves to assertl mamr&ctness and necessities

in gender system which is related to anxiety.

Women have limited social interaction in that pdriThey have nearly no
political and legal rights. Their relation to palg is to bear legitimate heirs. Her
value is measured by the sons she bore becausarthélye source of prestige. When
she gets married, she is cut of from her relataug$ it is only allowed to meet them
when she is veiled. Girls are under the contraheir fathers who have right to sell
her. They are seen as the temporary members ifathiy and seen as dolls that
show the wealth of their husbands. Women are rmight as a real parent. She is
thought as an incubator. After epics, in ancieayplwoman’s place and value in the
society was not changed. Generally, in most ofplags, women are not significant

figures. In those plays there are redefined fenairfigures. Women are represented

132 A. Meredith Powers (1991). The Heroine in Wesldterature: The Archetype and Her
Reemergence in Modern Progkeondon: McFarland&Company Publishers), p. 85.
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blind to their chthonic heritage and they begarsde their grievances or problems
from the man’s point of view because there are feplays to depict their lives in
plays. In the man-centered civilization, women &amuted” and they are made
“blind” to their selves. In the traditional litesarcriticism, women are viewed as
monsters or mothers. They are made blind to sae sh#fering, isolated and self-
depreciated qualities applied to them by the patny These qualities are accepted
as natural attributes of femininity. Their ties lwthe chthonic goddess were broken.

Revised and redefined qualities were made innatieepsychology of the human.

Feminist archetypal critics are of the idea ththefe is an irrefutable male
monotheism.** It is thought that myth presents a chosen group raakes them
sacred, divine beings. These divine beings areim@reek culture. In fact, myth is
seen as providing permanent and universal qualiigeiman nature. However, the
mythology recorded by Aegeans presents the subqugaif feminine values to
patriarchy and they became the building blocks ofesWrn culture. In
Archetypal/Mythical criticism, the presented femalehetypes are not the originals.
To reach the originals of these archetypes, ondsneego back® Feminist critics
think that these female archetypes should be ioted through myth-making
process. Estella Lauter states that “. . . mythiicking is continuing process and not
a stage that human beings passed through thouségdars ago when the dominant
religions of the world were formed® By this view, it can be approved that myth-
making is still a continuing process. Lauter redatayth-making with “. . . a
tendency to form mental images in relation in iefato repeated experiences®
Mary Daly puts forward a hypothesis. In that hymsils, she asserts that “. . . women
live in two cultures at once; the dominant one antinuted’ one that is not yet

entirely known even to ourselve§”
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At that point, feminist critic’s aim is to estadili a new and alternative mind-
set which “. . . will allow us to make behind ourltaral stage into the wings of
female experience without claiming that we haventbuhe essential nature of
women.”3 To establish this new mind-set, archetypal cstitiis viewed from the
feminist perspective. The basic and fundamentaliaithat theory is to “excavate”
the images of women to discover female patterndesf original experience or
nature. Lauter states that critics “. . . locat[elages that seem unfamiliar in
patriarchal usage, and [they] affirm their pertioento female experience . . .

repeated independently in works by other womén.”

Meredith Powers defines the attributes of origigaldess which are still

discernable in patriarchal mythic patterns. Shénésfher as

. . . both syncretistic and mysterious . . . ioaél entities of the
earliest myths, she was sometimes virginal, sonestimaternal, even
androgynous, although created in the image of worSae ran wild
all alone in the forest, fearless and without prbts, independent in
her virginity, a metaphor which originally meanttnied by any bond
to a male who must be acknowledged as master. Wkessthe power
of spontaneous life . . . Yet, she would die toogef perhaps, for
sorrow was intricate to her wisdom . . . This gatdas a heroine has
little interest in personal aggrandizement. Shena$ the wife of
traditional marriages, permanently subject to a emalerload,

although she is often a mother . . . she functibesond the
restrictions of civilization instead adhering tonzore primal, less
code!*®

Goddess or heroine is represented with differetnibates than that of the stated
ones. Identified by hierarchy and classificationgstérn logic failed to comprehend
the wholeness women represent. They are victimibgdthe hierarchy and
classification obsessed Western logic and theydrgurvive in their own terms in

that dominant culture.
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Before the emergence of feminist archetypal thetirgre are other theories
related to archetypes. Jung and Frye’s archetfgalries are significant ones among
them. However, their points of view to archetypesfaom a masculine perspective.
Both of them failed to see the absence of femalhetypes. They handled
archetypes from the reconstructed perspective.oih, Jung gave importance to
illuminate female psychology, he falls short to deenale with her chthonic
attributes. Her female image is also polarized bseahe evaluates her from the
patriarchal lenses. Yet, some of his female argestyacknowledge the woman in
that cultural order. Northrop Frye’s literary artypal theory deals with the recurrent
patterns in literature. His starting point to discerepeated patterns or plot
construction is Greek myths. Consequently, his rfheé® not adequate to analyze
female archetypes. In his four genre model, heirmslthe plot order peculiar to
Greek myths or stories. He did not question theemats or silence of women.
Feminist critics see the gaps in these theoriesthay feel the need to uncover
female archetypes. They claim that the voice ofiearicgoddess or women is
discernable in women'’s fiction. Women are “mutedddblinded” in that system,
their finding their selves comes through the awakgof the chthonic female buried
within them despite the internalization of the athal values. Women'’s fiction is a
guide for that theory because there are similatepa representing woman’s
metaphoric journey through maturation. In thesédits generally “. . . the heroine
come up against external antagonists which areemed to social institutions, but
the conflict is rooted in the class of ethical systwith the voice of feminine divine

remaining distinct and tenaciou¥™

This theory enables to juxtapose the recurrenbedypal patterns, images
themes, symbols of internalized patriarchal ordign that of the recurrent archetypal
patterns that women find within their selves angbezience through their inner
journey towards their selves. Annis Pratt outlittes recurrent archetypal patterns in

her extensive study on women’s fiction. Green wodthetype; rape/trauma

141 A, Meredith Powers (1991). The Heroine in Wesldterature: The Archetype and Her
Reemergence in Modern Progkeondon: McFarland&Company Publisherg),185.
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archetype; enclosure archetypes which are symlabbyehe conception of marriage
in patriarchy, prison and madhouses; Eros archeagan expression of the self;
archetype of singleness or solitude; transforma@ochetype are the significant
archetypal patterns recurrent in women’s fictianthe following chapter Margaret

Atwood’s The Blind Assassiwill be read in terms of these archetypes. Withiat

framework, Jungian archetypal theory, the applieaarts of it, will also be applied
to characters to illuminate their psychology. Besidhis, Northrop Frye’s myth
theory and his season based four genre model Vgl be used in terms of its

appropriate parts to the novel.
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CHAPTER THREE
FEMINIST ARCHETYPAL READING OF MARGARET ATWOOD’S
THE BLIND ASSASSIN

3.1. A Brief Introduction to the Novel

The Blind Assassiiis Margaret Atwood’s Booker-Prize winning novel.id

really a literary puzzle with a story interwoventhvother two stories in it. It focuses
on gender politics. An eighty-nine year old protaigo Iris Chase Griffen narrates
her life story full of victimized and self-sacriéd female images including her own
image throughout the novel. At the centre of therehoAtwood illustrates the

historical and cultural victimization of women umdwatriarchal system. The novel,
no only depicts innate cultural blindness of woni@mards their own victimization,

but also it illustrates their blindness to the mictation of other women. Being a

classic Atwoodian novel, The Blind Assassfl. . . thematically organized around

the images of both cultural and individual issuésurvival, as she has sought to
portray the entrapment of women in patriarchy ahochen on women in suffocating
social-cultural imprisonment** Throughout the novel, Atwood uses elements
mythology, folk tale and folklore to underscore itheonstraining effects on
women’s individual development. Not awake enouglth&r problems, “characters
are shown having problems merely personal but awaycrocosms of larger,

communal and social issue$?

Being a second wave feminist and a post-modemiser, besides writing
novels, Atwood also writes short stories, poems esghys. It is possible to see her

basic style towards language and narration in bgeinThe Blind Assassias it is

said to be one of the Atwoodian classics. As aenridtwood generally writes about
entrapment of women within patriarchal system. 8aedles culture as masculine
heritage and demonstrates the sacrificed role gieerwomen in that system.

Kathleen Wheeler states that Atwood uses journetapher for a quest of women

142 Kathleen Wheeler (1997-1998). A Critical Guide Twentieth Century Women Novelists
(Oxford: Blackwell Publishing), p. 276.
“3ibid, p. 270.
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protagonists for identity. She uses “recuperatibthe past for present . . . to free us
from the crippling effects of nostalgia and sentuadity and repossession of the
unconscious for consciousness [to] gain contrahaterial in order to survive and to

develop into a persort** She generally uses “memory,” as in The Blind AsBasis

a means to connect the past and present. By thefusemory, her protagonists
excavate to find their lost selves. They come tdemstand memory as a means to
change'®® Her narrative is circular because she continualtgrs the narration
between past and present because she wants toatiemtion to the interaction
between them. Atwood’s language matches her nanratyle. For her, language has
the power to liberate or to entrap men or womemt@b creates innovation and
transformation experience. For this reason, sheergéiy depicts her protagonists
writing memory, diary or she depicts them dealinthwriting in a way which helps
them in their transformation period. She makesafsmages, from mythology, folk-
tale, fairy-tale especially archetypes relatedetodle. Through these archetypes, she

exposes the entrapment of women to traditionakstgpes.

The Blind Assassirhas all the characteristics of Atwoodian language

narration style mentioned above. As it is stateflyodd uses language and narration
as a way of survival. She transforms or re-fornmgjleage and narration style to alter
the myth of patriarchy. For this reason, it cansbé that her writing presents a

myth-making process. In The Blind Assassshe creates a protagonist, named Iris

Chase Griffen, who finds her true inner identitydachthonic qualities through
process of writing. Not only does Atwood write tangve and to contribute to the
myth-making process, but also she creates a femadeagonist in_The Blind

Assassinwho uses writing as a means to survive. Margatetodd offers typical

female archetypes recurrent in myths and in trawi#i literary works of art in her
novels. These archetypes are those identified dy#@minist Archetypal criticism. In
patriarchal culture these archetypes are which ghee women the role of the

victimized. These archetypes are dominant through éxperiences of female

144 Kathleen Wheeler (1997-1998). A Critical Guide Twentieth Century Women Novelists
(Oxford: Blackwell Publishing), p. 268.

195 Goyle Greene (Winter, 1991). “Feminist Fiction ahd Uses of Memory”. iSigns Vol.

16, No: 2. http://links.jstor.org/sici?sici=0097-
9740%28199124%2916%3A2%3C290%3AFFATUO%3E2.0.CO%3pR2308.
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characters in the novel. However, other female etygfes of original chthonic

women are also discernable in the novel. They binedfemale characters to life.
They empower them against the pressures of thareudind lead the surviving ones
to their own inner selves. It is possible to sesséhtwo kinds of female archetypes,
the one shaped by the patriarchy and the othemgiglg to female chthonic self

within The Blind AssassinHowever, before applying these archetypes tanthel,

the framework of the novel in which Atwood applid®ese archetypes will be

analyzed.

The Blind Assassiiis an intricately designed novel. J. B. Bousonraf it

as “a story-within-a-story-within-a-story*t is a three-folded novel interwoven
together. The first text becomes a framework fer ather two texts in it. It is about
the protagonist, eighty-two year old Iris Chaseff@nis life. She writes it as
confessional memorial in notebooks with a hope thay will be found by her
grand-daughter Sabrina one day. By that memorialdadfers Sabrina her own life
story, consequently her roots and history. Throughhe memorial, she shifts
between the past and the present. She begins #ptech commenting on passing
time, her aging body, her health problems, herrds2ahich her doctor relates to her
guilty conscience. Later, she shifts to the past marrates the history of the Chase
family, her childhood years in the Avilion, her mage to Richard and the events
leading to her sister Laura’s suicide. However, stplies that she is also
assassinated and sacrificed by the patriarchalireukhe lives in. She depicts the
assassination of all the female characters inifeetilne. She directs the memory on

the key points of “seeing” and “blindness.”

The second narrative is a novella. Although ibssensibly written by Laura,
in fact, it is a coded autobiography of Iris. Itsxgaid to be published in New York in
1947. In that narrative a relationship betweenratacratic woman, who is Iris, and

a socialist man, who is Alex, is recounted. Namésth@m are never given

146 3. Brooks Bouson (Sping , 2003). “A CommemoratbkVounds Endured and Resented:
Margaret Atwood's The Blind Assassin as Feministridie” in Critique: Studies in Contemporary
Fiction, Vol, 44, No: 3 http://www.encyclopedia.com/doc/l-G02793317.html pp. 251- 268. 251.
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throughout the novella and they are referred as™sind “he.” Their identities are
never given but clues about their appearances shatthey are Iris and Alex. The
man is recounted as hiding from the governmentyTdlevays meet in different
houses or hotel rooms. During their meetings, “hafrates mythic and science-

fictions stories to “she.” The stories highlighetdtifferent parts of the novel.

The third narrative involves the stories narratedrd) the meeting of “he”

and “she.” This narrative can be defined as a “mmaaléf’ since it functions as a
key to interpret the novel as a whole. The maimyst@rrated is about the planet
Zycron in which there is a hierarchal system basedender. There is a sexist class
division. In order to restore the order, maideresrauted and then sacrificed. There
is also other group belonging to under-class cdlldithd assassin.” This group is
composed of children blinded by carpet weaving aftelr became blinded they are
made assassins or they are sold to brothels.

Apart from these three narratives, newspaper arghniae extracts related to
1934-1999 are deployed throughout the novel. Tlkgping are about the political
and social issues of the time and the death newsedamily member of both Chase
and Griffen families. Besides these clipping, thare photographs, but all of them
are the different versions of the same photograptese photos have different

implications in Iris’ life.

Fundamentally, _The Blind Assassinis defined as a “memorial

reconstruction®’ However, it is impossible to base the novel to geare. It

includes several genres in it. It can be defined aasistorical novel, the
Kinstlerroman or Bildungsroman, female Gothic npyRbmance, Pulp-Science
Fiction*® Iris pieces together all of these elements ancerizds$ in her memorial

like piecing together her fragmented self in th&ipechal system. In addition to its

147 Alan Robinson (April, 2006). “Alias Laura: represations of the past in Margaret Atwood's The
Blind Assassin” inThe Modern Language RevigWol. 101.
http://www.accessmylibrary.com/coms2/summary 028672229 ITMp. 347.

148 3. Brooks Bouson (Sping , 2003). “A CommemoratbkVounds Endured and Resented:
Margaret Atwood's The Blind Assassin as Feministride” in Critique: Studies in Contemporary
Fiction, Vol, 44, No: 3 http://www.encyclopedia.com/doc/l-G02793317.html pp. 251- 268. 252.
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richness of genre, there is a deep historical dgenin the novel. Firstly, Iris
presents Canadian history World War |, Depressiearyy and World War 1l as a
backdrop throughout the novel. As well as givingamt of these years, she points
out how women'’s life is shaped in these years. SdlgpZycron planet also presents
a mythic and historical dimension. Nathalie Coodtigtes that the historical context
used for Zycron planet is also used as a backdrog.social system in Zycron can
be traced back to Indo-European civilizations atbLi600-717 B.C*°

Within the framework of the novel, Atwood uses sal¢hemes and images
which contribute to reveal the sexist class systérnthe society. Nathalie Cookie
says that there are three main themes in the n®a. links the theme with the
excerpts from the first page of the book. “Thstftheme, of mass murder, emerges
from a brief section of the English translationRyfszard Kapunscinski’'s book, Shah
of shahswhich describes the horrific treatment of thg ot Kerman at the hands of
Agha Muhammed Khan, when he orders every citizemdetl or executed-*’This
can be linked with the death series of Griffen @tdise family members. Iris can be
thought as a murderer of them in a way. It can bbsdéinked to the mass murder of
maidens in Zycron. Hence, the murderer becomesé#tearchal system and the
performers of it. The second theme is death asamsi® escape. Cookie relates it to
the inscription on a Carthaginian Funerary urn ihiohh a boundless sea was
described as an answer to speaker’s prayers. Eneetlof death as an escape can be
applied to characters especially to Laura who cowldsurvive in that system. The
last theme is power of the word. It is related tavdod’s last excerption from Shelia

Watson’'s Deep Hallow CreelPower of word is linked to Iris’ construction bér

self through writing because she writes her lifehby memoriat>!

All of the themes described here are about thenvicéd women by the
patriarchal culture. First of all, women are blidd® their inner selves as well as

victimization of themselves. This means an execuiio a way because original

149 Nathalie Cooke (2004). Margaret Atwood: A Criti@bmpanion(London: Greenwood Press.) p.
149.
*0ipid, p. 150.
151 1.
ibid, p. 150.
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female archetypes are torn from women and theyared within the history. This
can be defined as mass murder. Secondly, seveseimiaed women choose to
commit suicide because of not finding a way outhef patriarchal circle that entraps
them. As a matter of fact, they are already madeeto self-loathing and suicide.
Thirdly, some women choose writing as a means toivg As Cixous says that
“women must write through their bodies, they muasent the impregnable language

that will wreck partitions, classes and rhetoriegjulations and code$>

Throughout the novel, Atwood employs several eleasmémnom classics.
Traces from Ovid’'s Metamorphoshkslps to emphasize the enduring victimized and

sexually abused female images in history. During literature classes with Mr.
Erskine, Iris and Laura are thought rape of Eudopéhe bull, Leda by the swan and
Danae by a shower of gold. Cookie points out thgaeallel with Wordsworth’s
concept of “the inner eye that is the bliss oftsdié.”* Since characters, especially
female characters, are depicted as “blind”, thek e inner solitude. “Xanadu” is
used as a subtitle in the book. The name is takam Coleridge’'s poem “Kubla
Khan.” It is used in the book to imply Iris’ blincbndition. Another classic used in
the novel is Virgil's_AeneidThe section used in the novel is about the bilisidness

to her sister’s agony in life.

The long and short of it is that within the frametwof her novel, Atwood, by
her choice of narration style, themes, images &ass$ical elements composes a unity
through which she demonstrates the re-construatddfragmented female image.
Within that framework, Iris narrates journey of allomen who gathers their

shattered selves in order to be whole again. ThelBissassiremerges as one of the

novels which shared similar female archetypes witrer women'’s fiction. It is a
significant source in terms of recurrent archetywhgh are bound to woman by the
patriarchy and the archetypes of the chthonic wortrethe following chapters The

%2 Helene Cixous (2003). “The Laugh of The MedusK".R. Cohen, Trans.) M. B. Garber, N. J.
Vickers (Eds.)The Medusa ReadefNew York: Routledge), p. 134.

133 Nathalie Cooke (2004). Margaret Atwood: A Criti€bdmpanion (London: Greenwood Press.), p.
152.
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Blind Assassinwill be analyzed in the light of the recurrentlatypes in women’s

fiction.

3.2.  Enclosure Archetypes in the Patriarchy:

It is appropriate to begin with “the Enclosure Aetype” among other
recurrent archetypes in women’s fiction becauselosnce has implication of
narrowness, pressure, reducing and it can be delatthe situation of women in the
patriarchal system. Annis Pratt means by encloSmaariage,” “prisons” or “mad
houses.” However, when women’s growth of self agirttways to maturation are
conceived, it is not difficult to see that thereaiggeneral wall, or in other words
enclosure built against their maturation. It isetrthat women are enclosed by
marriages and madhouses in general. Their searcthéir self is prevented by
patriarchal institutions. For this reason, befaralgzing The Blind Assassin terms

of “marriage” and “other enclosure archetypes,” flieenale characters will be

overviewed from the general perspective of enclasur

Enclosure is a typical framework used in mythsyel® poems and other
literary works of art in general to characterizenféde characters. It is a traditional
way of life assigned to women that is to live inemclosed society. Northrop Frye
says that conventions, genres and archetypeseovétlire develop from historical
origins. He thinks that a society forms a framewarkthology, out of which all
“verbal culture” grows out. He continues to sayttheyths are permanent and they
affect language, reference, allusion, belief aratliton’®* When the role of the
victimized given to women in myths are considerews, not surprising to see that the
enclosure archetype becomes a typical frameworkvonen growing out of myth,
and by extension, all verbal culture. Annis Prafissthat generally women'’s fiction
includes “ Bildungsroman” genre or pattern of “nbwedevelopment” in contrast to
the actual situation of women held in enclosed epadVriters of women'’s fiction
use “Bildungsroman genre” to juxtapose it with tkaclosure framework. In

Bildungsroman, the protagonists develop themsehees an enclosed narrow point

154 Northrop Frye (1973). The Critical Path: An Essaythe Socail Context of Literary Criticism
(Canada: Indiana University Press.) p. 35.
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of view to a wide view of self. With the coming efents, they understand their
position in society and the things they fail to.s€hey experience a metaphoric
journey into their inner selves. Bildungsroman sedi as a way for a protagonist to
go out of the enclosure in which she is trappedh wiher women. Bildungsroman
genre is also employed to juxtapose the femaleetyplks redefined by patriarchy
with the chthonic female archetypes of wholenessoweness. Via the use of
Bildungsroman genre, it is depicted that the promégf reaches herself by
uncovering the buried archetypes in her. She toeget out of her sacrificed or
victimized position and tries to survive; sometinigsaccepting her “otherness” in
society, which gives her a novel vision Howevenotiyhout the protagonist’s
metaphoric journey, several victimized and “selfrfaced” women, who are not
aware of their “auxiliary” positions or who are awaof their journey, are also

depicted in the novel.

Pratt states that in the Bildungsroman genre “wd & genre that pursues the
opposite of its generic intent; it provides models growing down” rather than for
“growing up.™® This opposite element to Bildungsroman genre cabeototally
applied to the protagonist Iris in_The Blind Assaswho finally finishes her

metaphoric journey. It can partly be applied to ddolescent period during which, in
normal conditions, she is expected to grow as aamubeing both physically and
mentally. In her adolescent period, Iris “grows adwnentally instead of “growing
up.” Her growing down is juxtaposed with her youngister Laura’s “growing up.”
Laura’s “growing up” is found “odd” in the novel t@use according to social values
women’s growing up mentally is seen as a threattHig reason, an idea is generated
that women are not capable of growing mentally.itAs said that Laura’s growing

up is seen as “awkward.” Iris says that:

Laura was different. Different means strange, kiieat, but | would
pester Reenie. “What do you mean, different?” “Mat same as other
people,” Reenie would say. But perhaps Laura wagry different
from other people after all. Perhaps she was theesas some odd,
skewed element in them that most people keep hiddethat Laura

135 Annis Pratt (1981). Archetypal Patterns in WomeFittion (Bloomington: Indiana University
Press.) p. 14.
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did not, and this was why she frightened them. Bseashe did
frighten them or if not frightened, then alarm thémsome way;
though more, of course, as she got ofger.

Even being six year old, she has her own truthsstiedacts according to them. For
this reason, Iris thinks that “She’s stubborn @éga’*>’ From Jungian point of view,
Laura can be evaluated as Iris’ shadow self froen ttho perspectives. Firstly,
although Laura is victimized by Richard Griffen astie is sacrificed herself for the
sake of Alex, she leads her life according to hen druths. Her manners and
attributes are thought as awkward and she is nab leehave according to her own
values. At last, she finds the ease by committingide. In her later life, while
writing her memorial between the years 1998-1989, ddmits that in one of her

monologues:

who cares what people think, | told myself. If thegnt to listen in
they're welcome.Who cares, who careslhe perennial adolescent
riposte. | cared, of course. | cared what peopbaight. | always did
care. Unlike Laura, | have never had the courage nof
convictions.**®

In most of her life, Iris lives according to culiprescriptions. As she admits, she
cared these prescriptions although she has herndaeas about her life. On the other
hand, Laura acts as her will in spite of being gsvander pressure. Two sisters are
dialectical. By representing the repressed, deniadeveloped things in Iris, Laura
becomes Iris’ shadow in other words the part sherigs to see. According to Jung,
shadow symbolizes wishes and feelings that arenweagdent with the social ideals
and the standards. Laura represents that imagesebar ideas and acts are thought
as “odd” with the social ideals. Since Iris is blito see her shadow side given flesh

and blood by the image of Laura, in most of her $ihe fails to reach her “self.”

1% Margaret Atwood (2001). The Blind Assasgibondon: Virago Press), p. 110-111.
157 i ja

ibid, p. 108.
%8 ibid, p. 247.
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Secondly, Laura is the shadow of the narrationrigf memorial. Barbara
Dancygier states that “the novel is a fragmentedatise.” Iris’ memorial is
fragmented as stated in the aspect that it skipst mthe parts related to Laura.
Laura is represented as the shadow and the glgose fof the narration. Iris does not
give full account of Laura throughout the novel. ddrtaking the role of the
“trickster,” she ignores and covers the parts alhawtra. She recounts all her family
members’ lives in detail except Laura’s. Iris’ raron is also fragmented since it
ignores to see the part Laura has in the storyagéamotivated by duty, Iris fails to
conceive her personality and fails to accept hadetw represented by Laura in most

of her life like ignoring Laura in most of the ndve

During her adolescence period, Iris sometimes ropstiabout her own
wishes which are, she says, never possible to écalgse of her mother’'s death, she
has the role of the mother for Laura since her mrotished Iris to keep an eye on

Laura in her dying bed. With the pressure of timd)er eighteen, she says;

| was tried of keeping an eye on Laura, who didppreciate it. | was
tried of being held accountable for her lapses,fagures to comply.
| was tried of being held accountable, period. Intgd to go to
Europe, or to New York, or even to Montreal —to htaubs, to
soirées, to all the exciting places mentioned ineri&s social
magazines— | was needed at hodMeededat home, needed at home
it sounded like a life sentence. Worse, like a@lirg . | wanted to be
elsewhere, but | saw no way to get there. Once wheée | found
myself hoping that | would be abducted by whitessta, even though
| didn’t believe in them. At least it would be aartye®®°

Enclosure archetype is obvious here and it becotheshouse, Avilion. In her
eighteen, she is not let to have autonomy to da s wishes. She likens her life to
a “dirge” which is not irrelevant to Adelia’s lifdris’ grand mother gives the name
“Avilion” to the house. The name was taken fromogm of Alfred Tennyson but it
was also the name of the place where King Arthuntwe die. Iris also adds that in
the year 1998, Avilion becomes an old age asylum ié name is changed to

159 Barbara Dancygier, (Summer, 2007). “Narrative Aorshandthe Processes of Story Construction:
The Case of Margaret AtwoodTée Blind Assassinn Style Vol. 41, No: 2
http://www.engl.niu.edu/style/vol41n2.html#Barbar2@®@ancygietp. 138.

180 Margaret Atwood (2001). The Blind Assassjbondon: Virago Press), p. 211.
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“Valhalla” which means the place when you went rafteur death, Iris says that

“surely Adelia’s choice of name signifies how hasaly she considered herself to
be: she might be able to call into being by sherref of will some shady facsimile of

a happy isle, but it would never be the real tHitf§.Two names given to the house
have implications of death. Hence, it is not swipg that she resembles her life to a
dirge. The second name “Valhalla” has also the itagibns of the “coffin” which

can also be evaluated as an enclosure. Iris ittt “grow up” in her own will.

In her adolescence, Iris does not encounter withindlependent women
image. Even her mother Liliana, who is thoughteadle model for her daughters, is
represented within enclosure. She is also one efbtind characters in the novel.
Under patriarchy, she is motivated by determined appreciated values of
masculine system. For this reason, she has notbingass on her daughters. She
lacks the real maternal qualities related to wisdana spiritual exaltation that
transcends reason which defined by Jungian motickiegype. Liliana is portrayed
as a silenced character. There are fewer dialogassed between Liliana and her

daughters. Iris mentions about the absence of mottage in her life:

It was an effort for me now to recall the detailswy grief —the exact
forms it had taken— although at will | could summgman echo of it,
like a small whining dog locked in the cellar. Winad | done on the
day mother died? | could hardly remember that, batwshe’d really
looked like: now she looked only like her photodrap | did
remember the wrongness of her bed when she wagsiydab longer
in it; how empty it had seemed . . . | could remember absence,
now better than her presenté.

Liliana sacrificed herself to her marriage whichlveie analyzed in the following
section. She devotes herself to her husband amng deorally good things. However,
she fails to do any good thing to develop her sgfife is the image of the classic

sacrificed woman. Even, her own daughter rementi@rabsence.

The absence of Liliana is filled with Reenie, Reeis the housekeeper and

the nurse of Iris and Laura. Her arrival to theli#w is recounted as

®\Margaret Atwood (2001). The Blind Assassfhondon: Virago Press), p. 77.
%2ibid, pp. 173-174.
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She’'d been less than seventeen when she’d comeiliorAfull-time,
from a row house on the southeast bank of Joudesreathe factory
workers lived . . . She'd started out as a nursdnf@ me, but as a
result of turnover and attribution she was nowmainstay.*®

Her role in girls’ lives is akin to the role of tineother. Because of Liliana’s absence,
even while she is living, Reenie becomes a sigamficharacter for Iris and Laura.
Iris’ adolescent mind is shaped by Reenie. Shenesad the blind characters in the
novel. As well as being blind to her own self, Reas the applicator of patriarchal
values on Iris. Pratt says that adolescence isriado& . . in which young person
learns the roles s/he must play in society. ltesent for girls than for boys®
Reenie also shapes the “persona” of Iris. Jungtpaint that “persona” defines and
includes the approved way of life and excludesdbried and repressed thoughts
and conducts disapproved by the society. Reentatdg Iris the approved way of
living. She defines Iris’ “persona.” She draws ksl for her. Unfortunately, Iris
internalizes her persona to an extent that shesldwkself and the world from the
“eyes” of her persona. Reenie recounts what wdg agd wrong to do. During the
button factory picnic, Iris and Laura were talkitg Alex Thomas. This was their
first meeting with Alex. However, it was thoughtlie improper for a girl to be seen
with a man alone. During their conversation, IeEounts that Reenie comes and
says “your father’s been looking all over for yoshe said. | knew this to be
untrue. Nevertheless Laura and | had to get up flmshade of tree and brush our
skirts down and go with her, like ducklings beirgrded.*®> Reenie is the one who
herds Iris. This behavior adapts Iris with a sepatriarchal values that she feels she

must obey. According to Reenie,

. .. a girl alone with a man should be able toehadime between her
knees. She was always afraid that people —men—dnsmé our legs,
the part above the knee. Of women who allowed tthisappen, she
would say:Curtain’s up, where’s the show? or, might as welhéy
out a sign, or, more balefully she’s asking forgshe’ll get what's

183 Margaret Atwood (2001). The Blind Assasgihondon: Virago Press), p. 83.

184 Annis Pratt (1981). Archetypal Patterns in Womefittion (Bloomington: Indiana
University Press), p. 13.

185 Margaret Atwood (2001). The Blind Assassibondon: Virago Press), p. 217.
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coming to her, or in the worst cases, she’s an dati waiting to
happen-®®

Reenie is the dictator of the patriarchy. As itclarified, there is no autonomous
female role model for Iris during her “grow[ing]-Uperiod. Laura is the one who
has her own ideas but Iris, motivated with a digyunable to be like her sister.
Along with Iris, female characters are represerasdenclosed by patriarchy in
general.

3.2.1. Marriage as an Enclosure Archetype

Enclosure is dealt with a general view in the poasi part. However, there
are specific institutions which are thought of aslesures in women’s fiction.
Marriage, prison and mad houses are the most freqaichetypes accepted as

enclosures for women. In The Blind Assassimarriage and mad house emerge as

enclosures for female characters. Marriage as @eminemerges in the female’s
adolescence period. Annis Pratt says that in & gidolescence, the supreme goal is
to prepare the girl for marriagé’ Reenie does this with a great perfection. When Iri
becomes sixteen and finishes her formal educasioa,thinks to herself that “I was
hanging around, but for what? What would becomenefnext?*®® Then she adds
that

Reenie had her preferences. She'd taken to readutayfair
magazine, with its descriptions of society fesidgt and the social
pages in the newspapers- the weddings, the chaalty, the luxury
vacations. She memorized lists of names- namelseoptominent, of
cruise ships, of good hotels. | ought to be givelébut, she said, with
all the proper trimmings- teas to meet the impdrsotiety mothers,
receptions and fashionable outings, a formal danteeligible young
men invited **°

%Margaret Atwood (2001). The Blind Assassjhondon: Virago Press), pp. 217-18.
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It is apparent that the next step would be maerifg Iris. Pratt states that in
marriage archetype, the tension is between desinéssocial dictates. They are
presented by submission on the part of women ansupion the part of men. Pratt
adds that marriage is seen as a decision madeebfathily or kinship groups in
favor of an economic and social benéfttThis analysis by Pratt perfectly explains
the marriages in The Blind Assassitn the novel Iris’ marriage to Richard Chase

Griffen is in the foreground among the other maemin the novel. However, when
other marriages in the family are taken into coasaton, it becomes obvious that

their reason for marriage is identical.

To begin with Adelia’s marriage to Benjamin Chasesaid to be a typical
marriage in the novel according to Pratt’'s defoniti Adelia was coming from an
established society in Canada. Benjamin Chase heafotinder of a button factory.
He developed his factory into a big industrial onghen Adelia is thought to be run
out her time of marriage, her marriage is “arrang&t narrated Adelia’s marriage
like this:

so when time had begun to run out on Adelia withreadly acceptable
husband in sight, she’d married money- crude mohafton money.
She was expected to refine this money, like oihe(8asn’'t married,;
she was married off, said Reenie, rolling out thegegrsnaps. The
family arranged it. That's what was done in suahifies, and who is
to say it was any worse or better than choosingyéar self? In any
case, Adelia Montfort did her duty, and lucky tovéao chance, as
she was getting long in the tooth by then- she rhage been twenty-
three, which was counted over the hill in thosesday

This constitutes a model marriage for other maesaigp the novel since all of them

are done for business relations.

Iris’ parents’ marriage is also similar to AdeliadaBenjamin. Liliana’s father
is responsible for the law department in Chase sdtigiuherefore; their marriage is

under the category of social benefit. Their magiggbasically shaped by Liliana’s
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submission and Norval's aggressiveness. Norvalisijg the army in the First
World War and his coming with one eye and one legns that, in fact, patriarchy
not only fragments women, but also men physicatig enentally. Norval’'s return
with a mutilated body from the war makes him aidifft person and in return makes
Liliana more passive. After war, Norval is not tekeme person as he was so is

Liliana. Iris recounts that;

After some months my father began his disreputedoigbles. Not in
our town though, or not at first. He'd take tramto Toronto, ‘on
business,’” and go drinking, and also tomcattingt ass then called.
World got around, surprisingly quickly as a scandalikely to do.

Oddly enough, both my mother and my father wereemmespected in
town because of it. Who could blame him, considgtids for her,
despite what she had to put up with, not one wdrdomplaint was
ever heard to cross her lips. Which was entireli sisould be-"?

The other thing overt in their marriages is wishhaling man-child. As Meredith
Powers states about marriages in ancient Greeddonval and Liliana’s marriage,
man-child is a wish of Norval, he thinks that hayman-child is important and it is
the source of prestige as it was in ancient Gt&eklthough he has no man-child, he
changed the name of Chase Industry to Chase ansl Sdiso he felt he had an
obligation, if not to the memory of his father, th® those of his dead brothers. He
had the lettered changed to Chase and Sons, eveghtlthere was only son left. He
wanted to have sons of his, two of them preferablglace the lost ones™ In order
to persevere, to be permanent, it is thought teita to have man-child. Girls are
totally left out of sight. As in the ancient Greéhey are only significant for
economic purpose of the family and they are thowghtemporary members. It is
obvious that archetypes of ancient Greek arediiternable in the twentieth century

marriages.

Liliana’s death also stems from Norval's passiorhat/ing man-child. Her
body is highly damaged by her last birth giving asta lost her child. Women’s

172 Margaret Atwood (2001). The Blind Assassihondon: Virago Press), p. 98.
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health problems during their birth giving are umdigred in the novel. Mrs. Hillcoate
says that “oh dear, well, she can always have anstf® Pratt says that Matrimony
is a tool for dulling women’s initiative and blockj her maturation. It is true and not
surprising that under these conditions; women diremuld not have any initiative,

since they are seen as means of procreation.

The foreground marriage in the novel is Iris andhard’s marriage, like her
grand mother Adelia, Iris is also married of to liicd. As Pratt says that Iris is the
submissive since she is motivated by duty, Richarthe pursuer not of Iris, but
money. When Norval’s alias Chase and Sons Indistoy the way of bankrupt, he
decides to make business associate with Richaadtsries. Richard is the owner of
the Royal Classic Knitwear in Toronto and he is ¢heef competitor of Norval. Iris
defines her marriage as a “. . . put-up job betwtdertwo of them*® Richard and
Norval make a deal between them and they guisel¢laé within a package called
marriage. It is obvious that her father sees Issaa object of deal. The dialogue

between them shows this:

“I think he may be asking you to marry him,” hedsai

“What should | do?”

“I've already given my consent.” said father. “6e up to you.

“Then he added: ‘A certain amount depends on it.

“A certain amount?”

“I have to consider the factories as well”, hadséi have to consider
the business.” . . . “I don’t want it all to havedn for nothing. Your
grandfather, and then . . . Fifty, sixty years afchwork, down the
drain.” . . . looking past me with his good ey@wning a little, as if
an object of great significancé’®

It is clear that Norval was marrying lIris off fone sake of his Chase and Sons
Industries. He sacrificed her daughter which igmcal example in ancient Greek
traditions. Iris does not reject the marriage psgboMotivated by duty, she is a self

sacrificer of her own like Adelia and Liliana. ligally, Norval thinks that with that
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marriage “[Iris]'d be in good hands and Laura tob,course.*’® However, Laura
will be raped by Richard which will be dealt in Réprauma Archetype. Her
marriage is also shaped by Richard’s sister Widiftghe is in the role of “auxiliary”
to Richard. She behaves like she is the wife ofh&id. She decides and plans
Richard’s life. She intentionally becomes the plmior Richard’s life. Throughout
her marriage, Winifred sees Iris as a competitoithWher dominant planner
personality, she tries to prepare lIris like a dolRichard. In Henric lIbsen’s play A
Doll's House,Nora shouts to her husband “. . . I'm your dolljeyjust as | used to
be Dady’s dolly-baby*”° Like Nora, Iris feels that she is behaved as & amd she
is expected to be Richard’s doll to show his weafilhe is given sermons by
Winifred on how to behave, eat and drink, what ®awand how to make up. For
Iris, Winifred “. . . was a sort of madame, readlye was pimp**® In all of this re-
construction on Iris, she says that “| seemed mygeaked, featureless, like an oval
of used soap, or the moon on the wafié¥Women are re-shaped and re-constructed
in order to make them adapt to that system. Laties to awake her about the
marriage. She thinks that they can survive togdilgevorking and Iris does not have
to sacrifice herself. She says that “It's not righ@ll. You could break it off, it's not
too late. You could run away tonight and leave #&nidd come with you**? In fact,
Iris does not know what it costs. Her soul and bisdsedefined and re-constructed,
they are pruned off their excess. In fact, thishis cost of marrying that she will

understand later when she begins to see.

Pratt says that during marriage, wives are negleabel there is no room for
them to grow. They are always monitored and thewements are limitetf® Iris
says that “my job was to open my legs and shut rayttn™%* During her marriage

she feels that “I myself however was taking shaihe shape intended for me, by
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him. Each time | looked in the mirror a little mooé me had been colored ift®
Although, she realizes all of these, she thinks ivhat it meant to be from earlier
times. She does not believe that she can shapéfédry herself. Apart from all

others, she also conceives herself like a doletbdrded by others.

3.2.2. Other Enclosure Archetypes

Locked rooms, enclosed places, narrow sizes,dmgiand stiffed places are
the concrete examples of enclosure archetype. &sop who is sentenced to these
places are generally women and the persons or pevbo keep/s them are the
representations of the patriarchal system. Womenganerally victimized by the
polarization between developing her selfhood artdngiting to live by her own
decisions, the rules and the values of the patrjawehich do not let her to be her
own master®® Enclosure creates feeling of suffocation, struggle breath and

breathlessnesé’

In The Blind Assassinthese kinds of enclosure archetypes have great

significance, since it is possible to see themhanform of locked rooms, houses or
rooms in the house and at last in the form of mawukhs. As being a “roman a clef’
in the novel, the story told by Alex during his rtieg Iris has examples of enclosure
archetypes and it functions as a key to illustthéesituation of women in the novel.
To begin with the story of Sakiel-Norn city with#ycron planet, it can be said that,
although being a science-fiction story, it exeme#fthe traditions in the ancient
period and the desperate situations of female ctesawithin the novel. In Sakiel-
Norn city, nine maidens were sacrificed for the esa®f moon goddess who
symbolizes *“night, mist and shadows, famine, caveiildbirth, exists and
silences.*®® Girls, who will be sacrificed, should come frombitefamilies. It is told

that “the dedicated girls were shut up inside #ragle compound, fed the best of
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everything to keep them sleek and healthy and oiggly trained so they would be
ready for the great day, able to fulfill their dagti with decorum and without
quailing.™®° By illuminating Iris’ life, the story is obviousltaking a symbolic state.
Married at the age of eighteen to thirty-five yedd Richard, Iris is kept under
control. Her life is invaded and she is supposeshtmifice herself to Richard and for
his political career. She is like the sacrificial gf Sakiel-Norn city.

Laura’s situation is not different. After Norvaleath Laura has to live with
Iris and Laura. Laura has her own truths and simkghthat she can live by herself by
working. She is tried to be re-constructed by Watdt The plans of her future were
already established without her knowledge. Lauresdwot want to live the life they
planned for her and she has other reasons to gy &t the house which the

reader later learns about. Iris narrates that

Richard said he was tired of this hysterical noseeand so for a job,
he didn’t want to learn anything about it. Lauraswar too young to
be out on her own; she would get involved in soingtlunsavory,
because the woods were full of those who made md®ss of preying
on silly young girls like her. If she didn’t likeeh school, she could be
sent to another one, far away, in a different ciyd if she ran away
from that one he would put her into home for Waydvgirls along
with all the other moral delinquents, and if thadrt do the trick
there was always a clinic. A private clinic, witarb on the windows:
if it was sackcloth and ashes she wanted, that dvoaittainly fill the
bill. She was a minor, he was in authorty.

Enclosure archetype is most obviously seen in Lalife because as she more tries

to be herself, the more she is enclosed.

In fact, Laura is also a self sacrificed figuretie novel, she is raped by
Richard and she does not say a word about thaubedhey make a deal between
them. According to the deal, Richard would helpxAded in return, Laura sacrifices
her body to Richard. For this reason, Laura is gbmander the control of Richard.
By physical and mental pressures on her, Laurarbesomore aggressive to the
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outer world, she becomes more rebellious. Buttihi® she was said to be insane.
Iris narrates the dialogue with Winfred about that:

Laura had finally snapped, shapped, she said,lasifa was a bean...
However, today at the hospital where she’d beemglbier charity
visiting, she had gone out of control. Luckily teewas a doctor
present, and another one — a specialist — had f@®moned. The
upshot of it was that Laura had been declared getao herself and
to others, and unfortunately Richard had been tbtoecommit to the
care of an institution®*

Later, what Laura says is thought to be a lie, @imlis sent to a clinic on the reasons

that she lost her mind and she went mad.

In a word, mad house is the last circle of the @hle. It is the place where
the pressure on women is the most violent. As & waalyzed, there are different
forms of enclosure. In patriarchy, there is a gehenclosure against women’s
development. They are enclosed within an invisvéd of traditions and patriarchal
values. Within that web marriages become an engdsum women that are not done
on love, but on economic and social reasons. Bgdiu#, concrete forms are also

enclosures where women kept under control anddaheyorced to “grow down.”

3.3. Rape \ Trauma Archetype

Rape emerges one of the already accepted thirgriarchy. When we look
at the foundations of the patriarchal system, iha$ surprising to see “rape” as a
force to invade. Rape was one of the elements Eutopean groups used to invade
territories belonging to chthonic goddess culttiine, it emerges as a vital element
in myths and later in verbal culture. In Greek nojtigy, there are several examples
of rape archetype. Daphne chooses to be a trecépe from Apollo. In Hades and
Persephone story; Persephone is captured and bgpeidhdes and enclosed in the
Underworld. By these stories feminine Eros is disaged and masculine Eros is

flattered. Pratt stated that “The event of rapethat it involves the violation of the
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self in its psychological and physical integritiius becomes central to the young
women’s experience even if she is to be bedded degaily within a marriage?*?

In The Blind Assassirrape and trauma are central in women'’s livest faf

all “rape” archetype emerges as a lesson subjebeinlives. Mr. Erskine is engaged
by Norval as a teacher. After he has done soms, thetundervalues girls mental
capacity. He says that “... [they] had the brainsnetcts or marmots. [They] were
nothing short of deplorable, and it was a wondeeyit were mot cretins:**This is

an assault to their mental capacity. Every kindatthck can be evaluated in this

category. Mr. Erskine also applies violence onsgiliis states that

He was a hair puller, on ear twister. He would whire desks beside
our fingers with his ruler and the actual fingews,tor cuff us across
the book of the head when exasperated, or, ag eekst, hurl books
at us or hit us across the backs of our legs. &fisasm was withering,
at least to me. 1%

Mr. Erskine’s acts are a kind of violence and méseypressure on girls and he likes

the pain the girls feel.

Northrop Frye says that verbal culture grows outnofths. Rape stories
within mythology also continue in verbal culturer.NErskine chooses purposefully

parts related to rape from classics to teach dirlssays that

from Virgil's Aeneid- he was fond of the suicide Dido- or from

Ovid’s metamorphoses, the parts where unpleasamisttwere done
by the gods to various young women. The rape objgauby a large
white bull, of Leda by a swan, of Dana by a showofgold. These
would at least hold our attention he said withitdsic smile’®®

Mr. Erskine symbolizes the classic masculine purgsuage. He undermines Iris and
Laura mentally and he teaches the parts relatedp® as an ordinary and accepted

thing. He teaches the words “Rapio, rapere, raiptum.” meaning “to seize and
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carry of . . . decline?® This is the role of the women, to be seized, tadm®ied of

and decline in the patriarchal system.

In the allegorical story within the book that tak®ace in the city of Sakiel-
Norn there are rape images with a great signifieaAtready having hierarchical and
patriarchal system, Sakiel-Norn becomes a placeapé and assault. First of all
Sakiel-Norn is a city famous with its carpets wowsnchildren. In the underground
in shadowy places, children are made to weave tsarpdil they are blinded. The
values of the carpets are measured by the numbéheoblinded children who
become blind weaving it. According to the story ¢erthey were blind, the children
would be sold off to brothel keepers, the girls &melboys alike ¥*’Successful ones
who managed to escape are hired as “blind assds§hms stories of these children
are an allegory for women images in masculine ordlest like children assassins
women are primarily blinded and then they becomeirtlown assassin. They

assassinate their own lives or their relativesieiag themselves for nothing.

Within story again, there is another example raphetype. It is about the
girls who are sacrificed to the mean goddess. Nfafelies do not want to sacrifice
their girls. Hence they mutilate their daughterst since blemished or flawed girls
means an insult for the goddess. Whether sacrificatbt, mutilation is inescapable

for women. The girls who are to be sacrificed aptkn temples.

They spent long hours in prayer, getting into tigatrframe of mind;
they where taught to. . . sing the songs of thedgss, which were
about absence and silences, about unfulfilled laneé unexpressed
regret and wordlessness- songs about the impassifisinging*®®

Besides that, in order to avoid their screamingthi@ sacrificial ceremony their

tongues are cut off before three months. Sincethiought that “such outbursts could
spoil the festivities: everyone enjoyed the sameii . .***These girls are also raped
by the master of underworld, which is an allegarytades, before the night they are
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sacrificed since “the Zycronians are afraid of wgy dead ones especially. Women
betrayed in love who have died unmarried are drteeseek in death what they’'ve so
unfortunately missed out in lifé®This allegory is a part of the roman a clef within
the book. It illuminates the situation of womentle novel as well as being similar
to mythic stories in Greek mythology. This storyweals the silenced, passive,
violated and victimized roles given to women withioth stories and in real life.

These roles are so recurrent in verbal culture thay are inherent to female

experience in a patriarchal culture.

Laura and Iris’ situations are not different. Lausaraped and silenced by
Richard and she is told to be mad. Even she tramsfber message to Iris in a coded
form through tinted pictures. Besides her rapingRighard in the asylum called
“Bella Vista” meaning beautiful view is exposeddoretting. She is materialized in
that place. New treatment methods are tested anCrex of them is “electroshock

therapy.” All of these methods are to dominate woraied apply power on them

Regarding Iris during her marriage their sexuatiehship is one sided. She
was taught by Reenie that whatever unpleasant théppens, “grin and bear 3

Iris says that

| didn’t yet know my lack of enjoyment — my distasiy suffering
even — would be considered normal and even desir@lgl my
husband. He was one of those man who felt thatwbmen did not
experience sexual pleasure this was all to the gbecause than she
would not be liable to wander of seeking it elsereti&

Rape image is involved also in marriages becausaléesexuality is seen as a threat
to the patriarchy. Women’s sexuality is seen appnapriate sexual principle. For
this reason it is undermined and prohibited byitiaal It is one of the recurrent
archetype as well as being one of the ways to mak@en submit to masculine
system. It is employed in the novel to represeatyielded, victimized position of

women in the system.
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3.4. Green World Archetype

The relation between women and nature is known awépted since pre-
historic periods. In those periods, women are thotmrepresent the cycle in nature.
They were seen as entities symbolizing fecund,ildernurturing, embracing,
sheltering aspects of nature. The bond between wand nature is identified with
Gaia and Demeter mother cults in the agricultueiqal. In those periods Meredith
Powers asserts that these cults embody “preratiomeddgical essences [associated
with] birth, death, iliness, recovery, accidentd aid age but also, with good harvest,
plentiful rain, blight and drought®They denote the wholeness within nature.
However, in Greek culture they are cast aside apthced with male gods. Their
wholeness arising from nature is fractured, po&tiand reconstructed by Greek
myths. In women'’s fiction, nature emerges as amefg which helps women heal by
gathering her fragmented self. It relieves the ain her soul wounded by
patriarchy. It is a medium where she turns for veaieWomen find companionship,
independence and solace in nature. In additiohi$p Annis Pratt states that “in most
women'’s novels the green world is present in reeos something left behind or
about to be left behind as one backs into the enc™*

In The Blind Assassingreen world archetype is employed to juxtapoge th

lost wholeness of female left behind and enclogatk ©f her in patriarchy. In the

allegoric story within the novella, Sakiel-Nornilisistrated as a desert. There is not
any naturalistic element in that city. Even, the sloes not show up. Zycronians
sacrifice nine maidens to the sun god in ordemnteeat him. There is not an imagery
of wholeness represented by nature. On the contizeye is a hierarchical system in
which every class has a place in the ladder of glistem. Women and children are
thought as marketable objects. The fragmentatioditt by patriarchy is obvious

by this setting. Female wholeness, her qualitiagsstending between female and
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male embracing both of them does not exist. Womecoime an object in the
fragmented society. This allegorical story also kghzes the changing state of
nature represented within the memorial. Iris déssia period nearly comprising a
hundred years. Reader witnesses the changing pigsies of nature throughout the
mentioned period. While narrating her childhoodiquériris describes the rivers, the
mountains, the forests in other words the landsapbraces Port Ticonderoga.
However, as time moves on, nature becomes a derajgment. Nature is returning
into a concrete desert. Moreover, Iris sometimestioes about the global warming
as a made-thing. All these descriptions about degaynd destructed nature
symbolize the lost wholeness of chthonic female.nWo goddess’ embracing
individual as a whole is juxtaposed with the fragihmeg and decaying elements of
patriarchy. Through wars, nature is raped and dgstt. Furthermore, as eighty-two
year old woman, Iris comments on destruction offedlirough wars and she presents
them in a dystopian way. She narrates that “Lagttiiwatched the television news

. . . There is another war somewhere, what thely acahinor one,

though of course it isn’'t minor for anyone who hapg to get caught
up in it . . . Endless mothers, carrying endlessplichildren, their

faces splotched with blood; endless bewilderednwdth. They cart the
young men off and murder them, intending to folestaenge, as the
Greek did at Troy. Houses cracked open like egdgsir tcontents
torched or stolen or stamped vindictively undertfoefugees strafed
from airplanes. In the wake of invasion, any ineasithe ditches fill

up with raped women. To be fair, raped men as R&lped children,
raped dogs and cat¥

Iris begins to be interested in rock gardening initine framework of this decaying
nature descriptions and fragmented female imagestlyi- she is motivated to do it
by Winifred as a popular and high-fashion hobby aghbigh class society. Iris was
not aware formerly that she would be healed by mednher garden and nature.
Symbolically, her sowed seeds do not grow or tleevgrones rot easily since she is
blind to her self, her capabilities, and her fertilody and to her chthonic root. She

narrates her failure as:
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| was not fond of garden my rock garden, which wase in name

only, like so much else . . . The rock garden waslarly resistant to

my ministrations, nothing | did to it pleased itadit Its rocks make a
good show —there was a lot of pink granite, alorit) ¥he limestone —
but | couldn’t get anything to grow in it . . . lemt through . . . books,
making lists —lists of what | might plant, or elsgts of what | had

indezged already planted; what ought to have beewiggy but was

not.

In this period of her life, Iris is not aware ofrhenique self and she is also blind to
Laura’s condition, in other words, her rape by Rith She is indifferent under the
masculine system that undermine female in all asp&he does not question the
desperate situation she is in, although feeling phessure and undermining.
However, when she begins questioning the systenbaodmes aware of her power
within, her garden symbolically answers her. Slewats that: “I occupied my time;

I'd learned how to do that. | had taken up gardgnimearnest now, | was getting
some results. Not everything died. | had plans doperennial shade gardefi”

Reconciliation with her self brings her reconcibatwith the garden and nature.

Nature brings Iris a kind of transformation. Leagthe reality about Laura
and finding the hidden documents about Bella Vsiapel Iris to leave the house
and to divorce Richard. She hires a small housé waitgarden. There, she re-
expresses her self, regains the buried power whlein She feels no pressures of
patriarchy on herself and she learns how to hatltbeproblems. In return, her
garden embraces her. Most of her time is spenhéngarden watering, sowing,
reading books in it. She purifies herself from tleedefined patriarchal elements.
Nature gives her vision and wisdom. Green-world isirning point her life. In the
patriarchal system, her expression of herself agk#d. She is blinded and muted.
Even, her sexual expression is blocked with pafhn@r pressures. However,
expressing herself through nature gives her thesvlghower buried in history
regarding chthonic female qualities.

2% Margaret Atwood (2001). The Blind Assassjbondon: Virago Press), p. 540.
27ibid, p. 585.
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3.5. Eros as an Expression of the Self

Annis Pratt states that in Bildungsroman of worsefiction, patriarchal
expectations limit and thwart women’s quest forotalt self; in other words, her
Eros?®Essentially, Eros was a vital quality of women ie-pistoric period. It means
being whole with her nature, tribe and childrenislta state of being by which
women had all the qualities, which are now polatibg patriarchy as good and evil.
However, patriarchal system fragmented Eros rel&wedoman by thwarting and
undermining her physically and mentally. In spiteéhis, an attempt to attaining Eros
is visible in women’s fiction. This attempt is jadosed with patriarchal norms

throughout narrative.

Initially, Eros is handled as expression of femensexuality. Pratt says that

in considering the history of marriage | have talkeount of the
social insistence that potential wives be totalpste lest be “ruined”
for the marriage market; that wives limit themssivaot only to

monogamy but, through much of our history, eunugchtyat

adulterous wives are especially cursed; and thahewengaging in
sexuality outside of marriage are ‘fallen’, or ‘wie.>%°

It is obvious that female sexuality is seen as $bmg to be feared and prohibited.

In The Blind Assassinfemale sexuality also emerges as something toréssured

and forbidden. It emerges in Iris and Laura’s asicdat period. When Iris becomes
thirteen and her body grows up, her father begresures about her growing body.
He re-constructs Iris about her outfit, posture atiter things related to her body.

This makes her conceive her body as “other.” Eounts this situation as:

when | became thirteen. I'd been growing, in wayat twere not my
fault, although they seemed to annoy Father as nascifi they had
been. He began to take an interest in my postungyi speech, in my
deportment generally. My clothing should be simatal plain, with
white blouses and dark pleated skirt, and dark etebiresses for
church. Clothes that looked like uniforms —thatkied like sailor

298 Annis Pratt (1981). Archetypal Patterns in WomeFitgion (Bloomington: Indiana University
Press) p. 73.
299 Margaret Atwood (2001). The Blind Assassjbondon: Virago Press), p. 73.
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suits, but were not. My shoulders should be sttaighith no
slouching. | should not be sprawl, chew gum, fidgetchatter. The
values he required were those of the army: neatna@ssdience,
silence, and no evident sexuality. Sexuality, algio it was never
spoken of, was to be nipped in the bud. He hach&etun wild for too
long. It was time for me to be taken in hand.

Her father sees Iris’ growing body and sexualitys@asiething “to be taken in hand”,
or reconstructed. Throughout the novel, Iris’ sdityas also repressed by her
husband. Not only Norval reconstructs Iris’ bodyt blso Reenie dictates patriarchal
values on Iris and Laura. When Iris’ menstruatienigd beings, Reenie expresses it
to Iris as “it’s a curse’ she said. She stoppeorssbf saying that it was yet one more
peculiar arrangement of God’s, devised to makediigagreeable: it was just the way
things were, she said. As for the blood, you tgreags. (She did not say blood, she
said mess)?iris’ wholeness with her body is shaped by maseulimorms.
Menstruation which was celebrated as fertility re-pistoric period now comes to be
a “mess”, even a “curse” in patriarchal culturee3é patriarchal values imposed on

women prevent them from expressing themselves #gxua

Although Iris’ sexual expression of herself isdm@ented by Norval and
Reenie during her adolescence; and later by Ricldamthg her marriage, she
expresses herself as a sexual being through hetioredhip with Alex. When she
meets Alex, she tells about her feelings: “. .er&fs no use resisting. She goes to
him for amnesia, for oblivion. She renders hersgdf is blotted out; enters the
darkness of her won body, forgets her name. Imnoolas what she wants, however
briefly. To exist without boundarie$*?Alex is the one near whom she feels that she
expresses herself as a whole with her body. Howeshex thinks that her feelings
about Alex are seen as inferior by the patriar@tye considers that “such extreme
pleasure is also a humiliation. It is like beinguleal along by a shameful rope, a
leash around the neck™ She feels herself as a whole when she is with Alekshe

feels the pressures of masculine system heavilig. dibhotomous feeling makes her

219 Margaret Atwood (2001). The Blind Assasgihondon: Virago Press), p. 193.
“ibid, p. 194.
“2ibid, p. 319.
“Bibid, p. 318.
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write the novella which also named The Blind Assasgsthird person narration. As

it is obvious from the quotation above, Iris doe$ mse names while she is writing.
She codes the names as “she” and “he” since patehsystem does not permit such
a kind of female sexuality included stories to hélshed. Pratt says that “the
women author and her hero have internalized thealsalictates against erotic
authenticity to the extent that they experiencesE® a ‘shadow’ . . . Self-censorship
both conscious and unconscious, drowns the reeolaty powers of Eros*ris
motivated by self-censorship not only writes heveion third person narration, but
also published it as Laura’s novel after her dednatt calls this situation
“puzzlement.” She asserts that “the socially unptadgle status of Eros as a natural
force in the human personality automatically plasesnan in a puzzling double
bind. On the other hand she experiences Eros as@ect after natural maturation;
on the other hand such an experience for a womeanisidered ‘unnaturaf*ris’s

novella The Blind Assassinwithin her memoir creates in the reader such a

puzzlement. Their identities are detectable by <lugated to their outlook but,
names are covered. It is written with a “shadowedfration. When Iris published

the book, it was also ignored by the society. ®lis that

. . nothing about the, which most of them sutblyught would be
best forgotten. Although it isn’t, not here: eveiter fifty years it
retains its own aura of brimstone and taboo. Haréathom, in my
opinion: as carnality goes it’s old hat, the foahdguage nothing you
can't hear any day on the street corners, the sedeaorous as fan
dancers —whimsical almost, like garter belts. ThEoourse it was a
different story. What people remember isn’t the lbdself, so many
furors: ministers in church denounced it as obsceaeonly here; the
public library was forced remove it from the shalvéhe one book-
store in town refused to stock it. There was a warcensoring it*°

This shows not only Iris’ innate self-censorshipt lalso, patriarchal intuitions’

censoring on feminine sexuality. The book emerges threat, as a fist raised over.

2 Margaret Atwood (2001). The Blind Assassihondon: Virago Press), p. 89.
215 s

ibid, p. 82.
“ibid, p. 48.
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Eros is handled as a concept related to physieahtal and psychological
wholeness of women at the same time. However, abaie is no representation of
wholeness related to women in that respect. Orcdinérary, woman is represented
as physically, mentally and psychologically fraetir Meredith Powers related Eros
to chthonic female self. According to her, Eroshs experience to identify oneself
with the life of another, to participate in somethiwhich is larger than the self. She
states that “this Eros is the love which is celtdstan fusion and intensifies with the
blurring of the ego borders between individu&f<Powers means by Eros something
intensive and extensive than the bond of tribal haotexperiencing with her
children. Yet, it is inseparable from the tribalateon of mother with children and
with her power to give birth to herself as welltees children. This kind of Eros is

unusual in “phallocentric goals” of patriarchy. Rew states that

attachment behavior itself, that merging of selwdsich is most
intense in the participation mystique of the motti@td bond, is
theoretically dangerous to the social balance @t ihcontradicts the
priority of individuation; it challenges prevailingolarities; it
threatezqg both the social hierarchy and the metapbentrality of the
male.”

In The Blind Assassinthere are representations of fragmented femabs.Hris is

blind to her chthonic self most of her life. Evestne is not permitted to experience
the primary bond of mother with her children. Haugdhter, Amiee is taken away
from him and she ends her life waiting for her gralaughter, Sabrina. She longs for
the primary step of Eros, that is, to have bondhwigr children. She is undermined
and blinded to her “self.” Her bond with her chtiwself is broken so she is unable

to embrace others with a whole self.

Jung states that mother archetype has a vitalinokewoman’s life since it
functions as a determinant in a daughter’s life.da&ughter constructs her life
according to the maternal elements she experiefrtdss concept of “hypertrophy
of the maternal element”, he claims that “womentho$ type, though continually

living for others, are as a matter of fact, undblenake any real sacrifice . . . Her life

2" Margaret Atwood (2001). The Blind Assasgibondon: Virago Press), p. 168
“8ibid, p. 168
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is lived in and through others, in more or less pl@te identification with all the
objects of her care?**Hypertrophy of maternal quality in a daughter stdrom the

role given to her by the patriarchy. Women are Igoédlowed to have fractured
maternal characteristics. For this reason, theasEs not developed. In The Blind
Assassinlris can be categorized in this group. Becauskenfmother’s early death,
she is expected to look after Laura. Motivated byydlris lives her self through
others. She allows others to re-define and entmap Hypertrophy of maternal

element emerges as one of the ways of fragmentiosg} E

To put it succinctly, Eros becomes a fragmentetneht for women in the
patriarchal system. Women are unable to experighe& buried Eros and the
attempts to be whole again is prevented and cetisénagmenting Eros firstly
begins by breaking women'’s relation with their boldys made “other” and its vital
cycle is seen as a “mess” or “curse.” Alienatechvliér body, women are not permit
to have sexuality. They are psychologically madenteh.” One who experiences
Eros partly through her sexuality is also censoaed labeled. Internalized the
patriarchal norms, women are blinded to regainrtkeos. Women are pruned of
their qualities related to Eros in phallocentridture. Hence, they are unable to

express themselves through Eros.

3.6. Archetypes of Singleness and Solitude:

Archetypes of “singleness” and “solitude” of womisngenerally identified
with “being a spinster” of being “odd” according ttee patriarch norms. The reason
of this labeling stems from these women’s not ideldi in marriage institution.
Since, their being unmarried is regarded as a lieheb patriarctf?°According to
masculine system; women should be guided undeiapatal power. For this reason,
women are to be under the drive of their fathesspands and sons. When a woman

is not married or divorced, patriarchy is apt teelBher because they are redeemed as

219 carl Gustav Jung (1998) Four Archetypésondon: Routledge), p. 22.
220 A, Lahur Kirtung, Sézciikler Melegi: Marge Pierayitkérneksel Elstiri. (izmir: ileri
Kitabevi), p. 46.
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sexually threaf?Woman'’s sexual potential is feared and it is alwaae eunuch
psychologically. Single women’s sexuality is regatcs something to be pressured.

They are needed to be labeled outcast.

Margaret Atwood employs this archetype primarilyotlgh Laura. She is
represented as an “odd” character according toiapettial norms in novel.
Contrasted with other female characters of the lhdvaura emerges a figure who
denies masculine values and who wishes to havevine‘autonomy.” She rejects to
marry. During her conversation with Reenie she shgts “God pity her husband”,
said Reenie as Laura laid her bread men out iratiroer. “She’s stubborn as a pig.”
“I'm not going to have a husband anyway.” Said laduim going to live by myself
in the garage®*4_aura’s ideas on marriage do not change in her ldge Winifred
is planning a début for Laura without her knowled@he is planning to “. . . marry
her off to some nice man who does not know whiath isnup.®*Laura’s whish of
being single or not marrying to some one is juxtgabwith Winfred’s imposing her
to marry. Laura is the only figure with a visiorheSlearns what marriage means in
patriarchy. She thinks that marriage is an econobund without love. In her
dialogue with Iris, she tells that “I only said mage was an outgrown institution. |
said it had nothing to do with love, that’s all.\eois giving, marriage is buying and
selling. You can't put love into a contract. Thersdid there was no marriage in
heaven.??*Because of her ideas of singleness and differefidteve and marriage,
she is seen as an “odd” or “outcast.” Winifred Ksirthat “. . . Laura is more than a
little odd.” Laura’s whishing to have own autonomry her own life is regarded as
“odd.” It is thought that women are not capableledding their own lives. In a
dialogue between Winifred and Iris, Iris says tHday be it will be enough for
Laura. May be she just wants to lead her own lifesaid “her own life” said
Winifred. “Just think what she’d do with if®Patriarchal values wants to see

women guided by men, since women’s autonomy isrdeghas a threat and her

221 A Lahur Kirtung. Sozciikler Melegi: Marge Pierayitkdrneksel Eletiri. (izmir: ileri
Kitabevi), p. 46
222 Margaret Atwood (2001). The Blind Assassjnondon: Virago Press), p. 108.
223 i
ibid, p. 517.
224ibid, p. 518.
% ibid, pp. 517-518.
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capability to lead her own life means men and worasn equals. This equality
destructs the vision of man as a single divinedpein

Miss Violet Graham is another obvious example ie tiovel related to
singleness as an “outcast.” She is referred as fWisdence” by Iris because she
thinks that “Violence” is an odd combination witlkerhpersonality. Miss Violet is a
weak and wretched figure. In fact she conceivesdiieas weak and wretched. This
is the definition ascribed to her by the patriarblegause of her single status. Reenie
defines her as a “. . . poor thing had come dowthénworld and deserved our pity.
Because she was an old maid . . . she has beeredaom life of single blessedness
... with a trace of contempt®Re-constructed with, masculine values, women label
and define each other in terms of patriarchal alusince they are blinded
themselves, they identify their power with the powémen. When she is single, it
means that she is poor and wretched.

“Singleness” and “solitude” archetypes are alsolegga as a positive aspect
for a woman. These archetypes are related to ttanation of the women. Annis
Pratt asserts that through solitude period, wontear ©ut an archetypal part in her
psyche associated to “. . . a patriarchal, containse-forgotten possibilities of
personal development®Discovery of this part helps her transform herseith
“rekindling old images, buried archetypes, and alided choices®®3n single
women images, it is frequent that those women temds beyond gender roles.
They gain a new upper-identity above genders. pragents that they transcend
beyond their female gender and “being human” besopramary significance for
them. These kinds of women transcend a positicanobbject to be obtained. They
get rid of the patriarchal boundaries and enclasw@assigned on gender rofés.
Regaining their chthonic self through nature anduste, they become free and feel

the vividness of their body.

226 Margaret Atwood (2001). The Blind Assasgihondon: Virago Press), p. 188.

227 Annis Pratt (1981). Archetypal Patterns in WomeFitgion (Bloomington: Indiana University
Press), p. 127.

22ihid, p. 127.

29 A, Lahur Kirtung._Sézciikler Melegi: Marge Pierayitkorneksel Elstiri. (izmir: ileri Kitabevi),
p.48
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In The Blind Assassinjris embodies transformational solitude. Already

having learned to express her self through nasirggleness and solitude help her
complete her transformation. She achieves this vaienis not a daughter or wife.
Being freed from patriarchal definitions, constrans and pressures, she defines and
created herself again. Solitude and singleness diee the power to recreate herself

again and again in accordance with her will.

Single and lonely period gives Iris a chance teceesd past and present. She
spends her time in her garden and reads a lotd&ggshis, she has to market her
jewelry given by Richard to survive economicallyhi§ makes her an active and
independent being. She contemplates over her pdsirals out how blind she was.
During that period, she has to face with her blchtieelf and what she assassinated
in those times. She admits that “. . . unshed tears turn you rancid. So can
memory. So can biting your tongue. My bad bightgenbeginning. | couldn’t
sleep.®During her sleepless and lonely nights, Iris refmederself and her past
which helps her to gather the fragments of herdiie complete her transformation
as a whole human being through singleness andidelit

3.6. Transformation Archetype of the Self

Rebirth and transformation archetypes are fund&mhecornerstones in
women’s fiction. Process of transformation allowsmen to break through the
“persona” assigned by patriarchy. Transcending béyhe internal mask enables
women to declare their genuine voice that have lsdenced. As it is pointed in the
first part of that chapter, Bildungsroman is theesdial genre employed in women’s
fiction. Transformation occurs as an expected autwithin the framework of that
genre. It is the conclusion of the personal quesieyl the protagonists to rebirth.
Carol Christ divides “quest” into two concepts. SEiis the “social quest.” She

defines it as a “search for self in which the pgotaist begins in alienation and seeks

“OMargaret Atwood (2001). The Blind Assassihondon: Virago Press), p. 620.
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integration into a human community where s/he camelbp more fully.**'Pratt
states that “social quest is younger hero’s guesttems from her need to define
herself in terms of social roles. Second type @sfjus “spiritual quest.” It is related
to a “self’s journey in relation to cosmic powergmwers. Often interior it may also
have communal dimension§*Spiritual quest” is commonly embodied with older
woman in search of her séffSocial and spiritual quests are often juxtaposed in
women’s fiction. The period of social quest idaesfhero’s efforts to construct her
self in regard to gender roles without realizingttishe is being victimized by
patriarchy. Spiritual quest covers the second phrakero’s life. It emerges after the
recognition of her victimization and self-sacrificeole assigned to her by society. It
becomes the chief quest dominating her life and @de narration. Transformation s

obtained after this quest.

“Spiritual quest” is akin to Jungian “individuatioprocess.” It is the
procedure explained by Jungian “Rebirth” archetypecording to Jung, self is
attained by reconciliation of ego with the “persbaad “shadow.” Jung describes it
as a “total personality.” During the process thitowagtotal personality, undeveloped
parts and functions within the personality gainstasice and they begin to function
properly. An individual solve the conflicts in tlw®nsciousness and the repressed
intent within the unconscious. Hence, s/he rebants a new whole self. Jungian
concept of whole self is “. . . androgynous, nomsgexn tune with both inner being

and the natural world in the same manrf&t(137p four)

Northrop Frye’s romance genre also includes timsl fourney. Frye defines
it as a “wish-fulfilment dreanf®According to his model of romance; socially
ascendant class imposes ideals onto hero becatss lieals are seen as threat to
the ascendants. In this framework, hero triestirahis/her quest assisted by his/her

%1 Quoted in Annis Pratt (1981). Archetypal Pattém#/omen’s Fiction (Bloomington: Indiana

University Press), pp. 135-136.

232 Annis Pratt (1981). Archetypal Patterns in WomeFitdion (Bloomington: Indiana
University Press), p. 136.

233 |bid, p. 136.

234 Carl Gustav Jung (1998) Four Archetypésondon: Routledge), p. 137.

235 Northrop Frye (1957). Anatomy of Criticisrilelenae Uxori (Ed.) (Princeton: Princeton
University), p. 172.
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shadow. At the end of the journey, s/he advance®xperience world” from the

“innocence world.”

Jungian “individuation process” and his” concepself in collaboration with
Northrop Frye’s notion of “journey” in his romanamodel is similar to the
metaphoric journey of the protagonist in womentdidin. However, the protagonist
in women'’s fiction attempts to get out of the assigjgender role imposed on him by
the patriarchy. Besides this, she tries to recenwith her buried female archetypes.
Annis Pratt states that women’s journey is dividatb five recurrent phases.
#®These phases have parallel figures and sequencedurig’s concept of

individuation process along with Frye’s model adrfrance.”

Women hero’s journey begins with the phase ofittspd off from family,
husbands, lovers.” In this phase protagonist’s cioasness takes a new form. She
turns away from patriarchal values detailed thraughhe narrative and drives in to
inward plunge. Second phase is “green world guidoken.” This phase clarifies
protagonist quest to a whole self. It functions agefuge against patriarchal
pressures. It also guides the protagonist throweghblried archetypes in her inner
experience. Third phase is named “confrontatio warental figures.” Woman hero
confronts with her past and the figures in her mgnio order to come to terms with
her subconscious or personal memories in this pl&se has to reconcile with her
past and her fragmented self in the past. Thisgbeaaces her for rebirth. The final
phase is “plunge into the unconscious.” After confation with the figures in the
past and in the subconscious, the protagonist mmtesher unconscious. In this
phase, there is a guide which Jung describes @&soldsman or maid, leading her to
her unconscious. According to Jung, this guidehis personal shadow rebelling
against societal norms and gender roles. Accordind’ratt, “women’s rebirth
journey . . . creates transformed, androgynous pameerful human personalities out

of socially devalued being$®”

238 Annis Pratt (1981). Archetypal Patterns in WomeFitdion (Bloomington: Indiana
University Press), p. 138.
“7ibid, p. 142.
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Transformation of the self as an archetype icdrdral dominating pattern in

The Blind AssassinAtwood illustrates this archetype through Iris.eShreaks

through the entrapment of the patriarchy and plang® a metaphoric journey at the
end of which she transcends beyond victimized audifsced gender role assigned
to her. lIris proceeds phases leading her rebirtini®\ Pratt's phases of
transformation are in parallel with the phases f@es beyond throughout her

transformation.

As the first two phases described by Annis Predtaready studied in the
previous parts, they will only be reviewed hereeTist phase “splitting off from
family, husband, lovers” is examined in the part‘afchetypes of singleness and
solitude.” Iris’ singleness begins when she brehks ties with Richard upon
conveying him in broad sense. She realizes hovd [dive was to Richard’s violation
of Laura’s autonomy and his sexual violation of bedy. This awakening is turning
point in her life since it marks the beginning oérhtransformation upon this
awakening, she splits from Richard. She retredts mer solitude. She defines her
time as: “time passed. | gardened, | read, anchsoTdis makes her plunge into her

inward.

The second phase “the green world or token” is fase in Iris’
transformative journey. It is examined by “the greeorld archetype” in the
previous parts. Already taken up gardening as &dyathe continues gardening after
her splitting from Richard. She purchased a houile & garden and it becomes a
refuge for her in which she feels freed from pattial construction and pressures.
As women are believed to have the oldest bond matiare, Iris reconciles with that
bond in her garden. When she uncovered the bomatofe within herself, it gives
her power to shatter “internalized persona” sheldeen wearing. Hence, she gains

the potential to rebirth her self.

“Confrontation with the potential figures” is thengest and the domineering

phase in_The Blind Assassi@onfrontation with her constructed past and tbadd

89



figures left behind is essential part in her transfation. In this phase of her journey,
Iris decides on writing a memorial as a means psfamation. Since, writing, in

other words, “story-telling is her way to revisiamderstands, and justifies her life;
to gain power, to avenge herself on those who batayed her and to see her life in
order.”®**Besides this, Iris essentially uses writing to conf with her past and the

dead members of her family. Deaths of the familynbers are announced by news
clipping throughout the novel. They are scatteretiveen the chapters. Hence, at
intervals readers also confronts with the dead Wwinnakes them aware of the Iris’

encountering them in her conscience. Iris contiguahcounters the dead in her
dreams within Avilion or other places they spentditogether. Her sleep is distorted

with dreams. In a dialogue with her doctor:

‘| can’t sleep,” | told him. ‘I dream too much.’

‘Then if you're dreaming, you must be sleeping,’sa&d, integrating a
witticism.

‘You know what | mean,” | said sharply. ‘It's nohd same. The
dreams wake me up.”

“Must be a bad conscience.” He was writing out aspription, no

doubt for sugar pills . . . We put on innocencehvédtivancing age, at
least in the minds of others. What the doctor sde=n he looks at me
is an ineffectual and therefore blameless and bidftly

Iris has a “bad conscience” and her way of overognii comes from confrontation
with the dead of Laura because she was blind tactimsequences which lead her
death.

Iris first confrontation with Laura’s dead comeslyoafter her committing
suicide and found dead. Laura leaves five old sichotebooks purposely left for
Iris. She confronts with the notebooks, she hesstabnd she acknowledges her

feelings as:

| could have stopped there. | could have chosearace, but | did
what you would have done —what you've already dahegpou've
already read this far. | choose knowledge instdadst of us will.

238 Karen Stein “A Left-Handed Storyhe Blind AssassitWilson, S. Rose (Ed.Margaret
Atwood’s Textual Assassinations: Recent PoetryFaaiibn. (Colombus: The Ohio State University
Pres), p. 135.

239 Margaret Atwood (2001). The Blind Assassjbondon: Virago Press), p. 465.
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We’ll choose knowledge no matter what we’ll mainrsmives in the
process . . . Curiosity is not our only motive:dawr grief or despair or
hatred is what drives us on. We’'ll spy relentlesstythe dead: we’ll
open their letters, we’ll read their journals, wegb through their
trash, hoping for a hint, a final word, an explamatfrom those who
have deserted us —who've left us holding the ag.

Iris faces with what Laura left behind and shertets the coded messages Laura
wrote. This interpreting brings her a vision. SimeWws Richard’s rape of Laura and
his lies about it. Iris bursts out of her blind fpena” with this confrontation. By this
new vision, she also interprets the photos Launtedi and left before being sent to
the madhouse in order to wake her. However, Iris waable to interpret the
message given with the tints, by then. There acetimted photos. The first one is a
group photo taken in Iris’ wedding party. Laura em/the bridesmaids and bestmen
with a thick color Iris narrates that about the fohdWinifred had been colored a
lurid green, as had Richard. | had been given &@wésqua blue. Laura herself was
a brilliant yellow, not only her dress, but herdaand hands as well . . . Laura was

glowing within . . **in the second photo, there are only Richard aisd Ir

Richard’s face had been painted grey, such a da¥ that features
were all but obliterated. The hands were red, a® we flames that
shot up from around and somehow from inside thel hesif the skull
itself were burning. She’d dealt with my face, hoee—bleached it so
that eyes and the nose and mouth looked fogged likera window
on a cold, wet da§*?
Iris decodes the messages within the photo. Sherstaohds that Laura reveals the
souls by tinting. In the first photo, Winifred arRRichard colored green. Bouson
states that green is related to obsession, dekinpper class, and moné{’ These
notions cover Winifred and Richard’s souls. Laurgleswing yellow represents the
wisdom, autonomy, uniqueness. Iris is coded by hlbeh shows that Iris is asleep.
When Laura first takes up tinting as a hobby, shatp Iris blue in those times. The

dialogue between them clarifies what Laura mean®lue.”

240 Margaret Atwood (2001). The Blind Assasgihondon: Virago Press), p. 603.
2411

ibid, p. 551.
242ihid, p. 552.
243 3. Brooks Bouson (Sping , 2003). “A CommemoratbkVounds Endured and Resented:
Margaret Atwood's The Blind Assassin as Feministride” in Critique: Studies in Contemporary
Fiction, Vol, 44, No: 3 http://www.encyclopedia.com/doc/l-G02793317.html pp. 251- 268. 265.
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“l picked up the photographs of the two of us. Vény | blue?”
“Because you're asleep,” said Ladfa.

Iris understands that she has been sleeping whdibates her blindness to her own
life and to her surrounding. The second photo eladfies Iris’ absence in her soul,
her nullity in her life. Laura bleaches out Irigice which symbolizes Iris’ erasure in
her marriage. Richard’s face is tinted grey whibbvgs him as a statute, as without
soul. Her hands are tinted red and his skull ietinn flames. By this coloring, Laura
depicts Richard as evil or tyrant. Norval's sightSanta Claus costume with flames
of the fire places at the back of Norval's skuBembles Richard’s tinted photo. Both
of the patriarchal figures resemble tyrants in life. They silenced her and blinded
her. Iris becomes a victim in their hands. She a&aoses Laura’s victimization

because of her blindness.

Jung believes that in the “individuation procesa”,“spirit” guides the
individual. According to Jung, spirit is an entibetween life and death and it is
represented by a “shadowy image.” It is a “wise wldn” illustrated with a father
image. He shows up when a hero feels desperatadkises the hero. Jung states
that spirit figures are the representatives of wisdknowledge, insigHtn Iris’
rebirth process, spirit who guides her is Lauraeasally, Laura leads Iris from the
beginning, she represents her shadow self and sha&barates her spiritually.
However, Iris is in sleep and her self denies litsdow, represses and ignores it in

those times.

As it is pointed out, Iris writes in her transfation period. Her rebirth
comes through writing. During her one year writpeyiod, from 1998-1999, Laura
also assists Iris as a spirit figure. Their fundatakconfrontation is in this writing
period. During her writing process, Iris sees Ldueguently in her dreams. Besides
this, she brings Laura’s dead back through writMgrgaret Atwood thinks that “. . .

all writing of the narration kind, and perhaps alltimg, is motivated, deep down, by

244 Margaret Atwood (2001). The Blind Assassjbondon: Virago Press), p. 347.
245 Carl Gustav Jung(1998) Four Archetypésondon: Routledge), p. 100.
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a fear of and a fascination with mortality —by aid® to make the risky trip to the
underworld, and to bring something or someone fack the dead*9ris confronts
and negotiates with Laura’s dead through writingndamentally, she denies Laura
in the great deal of her memorial. Laura is illasgts as a shadowy figure. However,
through the end, and upon Laura’s death and lasiigg vision, she travels to bring
Laura back in her unconscious because she stdligterin the mind of Iris. She
narrates that “when you’re young, you think eveiryghyou do is disposable . . . You
think you can get rid of things, and people tocavéethem behind. You don’t yet
know about the habit they have, of coming bak.”

Atwood meditates on what the dead wants in retsine, tells that “. . . what
all of them want, in one word —a word that encorspadife, sacrifice, food, and
death —that word would be ‘blood’. And this is witle¢ dead most often want, and it
is why the food of the dead is often, though netagfs, round, and also retf®
Laura, as the dead, wants from Iris to empty hetyldoom its pains. Iris thinks that
“Iher body] ache like history: things long done lwithat still reverberate as paift™
Because of her rejection of her shadow self thaggypain to her body as well as to
her soul. Her denial to understand Laura, in otherds, her shadow makes her
victimized. Iris empties her body, her soul by wagt At the beginning of the novel
she admits that “. . . the old wound has split ggka invisible blood pours forth.
Soon I'll be emptied?*° Throughout her memorial, Iris sometimes suggédstsshe
Is writing with a hand independent of her and sheriiiting in red letters. Hence, in
this phase of her life, Iris metaphorically givebaw the dead wants through her
body.

In the last phase named “plunge into the unconstjas the title refers Iris
plunges into her unconscious. Assisted by Laurarmgbtiated with her, Iris comes
to terms with her shadow. On comparing her blindggewith her transformed self,

she ponders that: “[h]Jow could | have been so ign#?’. . . So stupid, so unseeing,

246 Margaret Atwood (2001). The Blind Assasgihondon: Virago Press), p. 140.
4Tibid, p. 485.

28ihid, p.147.

29ibid, p. 87.

*Cibid, p. 51.
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so given over to selflessness’According to Frye’s romance model, Iris completes
her journey from the “world of innocence” to thedud of experience.” Being an
eight-two year-old woman, Iris spends her one yeeigre her death, on writing her
memorial and through which confronting and recoatidn with the dead of Laura,
or to put in other words, with her shadow. She aisits for her grand daughter
Sabrina who is supposed to be abroad. She plagisecher memorial as a heritage
which she hides in a steamer trunk. Iris says atlmitmemorial: Laura was my left
hand, and | was hers. We wrote the book togetliesralleft handed book. That's
why one of us is always out of sight, whichever wau look at it.*’She defines it
as a “left handed book” because she admits thttH&nds are supposed to be bad . .
"?535he is the left hand of Laura because she doesa®otaura’s autonomy, her
struggles, her sexually violation by Richard, hacrgicing, herself because of her
blindness. She does not do any “goodness” tolhleewise, Laura is also Iris’ left
hand because she symbolizes her shadow. She nejgrédbe denied, repressed,
ignored part in Iris’ self. For this reason, thiemorial is the embodiment of a total
self, a whole self of Iris. In addition, it alsopresents the re-integrated self of the
chthonic female which is fragmented a long time.dge completes her rebirth on
the threshold “between our world and their woff@&Vaiting for and longing for
Sabrina who is said to come in a newspaper clipaftey Iris’ death.

To sum up, Iris completes her transformation cyelehe threshold. She re-
expresses, re-creates her self with her own freowmwriting. Writing becomes the
sole ground through which she finds the indepenelemd autonomy. By this way,
she opposes the victimized female images whichpagsent in myths. Through
writing, she rejects the passive role assignedeto $he burst out of her muted and
blind identity into an authentic and powerful beily her memorial heritage which
she intends to leave Sabrina, Iris suggests toeghet like Laura guides her. She
proposes Sabrina power of integrity and wholendsstwpasses hand in hand from

Laura to Iris and to her in order to survive in grariarchy. In transforming herself,

> Margaret Atwood (2001). The Blind Assassibondon: Virago Press), p. 632.
252 ipas
ibid, p. 627.
“3ihid, p. 627.
254 Margaret Atwood (2003). Negotiating With The De&dwriter on Writing (London: Virago
Press), p. 149.
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Iris like Pandora gives Sabrina her steamer triné& gift filled with the notebook of

her memoriaf>®

9 pre-historic period. Pandora was known as &$gihich means giver of gifts but later with the
initiation of patriarchy she is re-defined as ai@us receiver of gifts goddess.
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CONCLUSION

Archetypes emerge as the oldest building blockshwinan psychology.
Despite being used and termed under different ndapesgreat deal of philosophers
and writers, they are formalized by Carl Gustavgltor the first time. Jung, as a
psychoanalyst, encounters repeated patterns inntheidual’'s psyche during his
studies. For him, these patterns differ from theteots of the personal unconscious
since they are more or less the same in the psgtlevery individual. For this
reason, Jung formalized a wider and deeper layeedih the personal unconscious
which he named the “collective unconscious.” Acaogdto Jung, collective
unconscious is identical in all man and constitegte®mmon psychic structure which
emerges as ideas and modes of behavior in theidingdile’ minds. Jung defines it as
a “universal” ground in which recurrent pattermspther words, archetypes undergo
inconsiderable modification in time. This view athetypes as universal and eternal
recurrent patterns forms the base of this studigtassby the feminist modifications

on it.

Jung’s studies on archetypes lead him to analygbsrand literary works of
art in terms of recurrent patterns. In the courkdiis studies, he found similar
patterns and similar meanings attributed to speantities and objects which
characterize the person’s psychology. In the lamgaf his studies, he formalized a
distinct literary criticism based on archetypess Hichetypal theory includes myths
since Jung conceives myths as a ground which itedicthe essential archetypal
patterns forming the human mind. In the light of thyths, Jung suggests specific
archetypes related to different aspects of the imupssichology.

A distinguished woman writer, Margaret Atwood makese of the Jungian
archetypes in her works in order to depict thecstme of the female psychology
defined by patriarchy. She handles them in a feshifiamework. Particularly,
Jungian archetypes of “Persona”, “Shadow” and, f"Sate some of the basic
archetypes which are employed to illuminate pritgathe psychology of the

protagonist, Iris as well as the other female ottara in “The Blind Assassin.”
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“Persona” archetype is employed to depict the #siced role and defined modes of
behavior assigned to woman by the patriarchal sodoreover, it is also used to
reveal that “persona” emerges in the psyche ofdheale images as an internalized
pattern which estranges them from their “selveSKhadow and “self” are other two
significant Jungian archetypes which are made fisgith an interwoven point of
view. Atwood employs “shadow” archetype to deploe uncorrupted, unmodified
female archetypes related to pre-historic godddsshnare repressed and buried by
the patriarchy. These archetypes are embodieceihdhra character. She appears as
“shadow” primarily of the protagonist, Iris, alonwgth the other female characters
included in the novel. She represents a part irfedhmle psyche “shadowed” by the
masculine system. This part is exemplified with shddow” archetype since it
indicates the part women are “blinded” to see asitkriced” to talk about by the
masculine system. “Shadow” archetype has a fundeahmole in the novel because
Atwood includes it to show the contemporary womeblmdness to behold the
authentic and uncorrupted self within their selvAs. it is pointed out, “self”
archetype is employed interwoven with the “shad@rchetype. Since, as women
remain blind to their “shadow”, they could not attantegrity within their selves. As
Jung denotes, in order to reach “self” which heo almes “total personality”;
confrontation with “shadow” and reconciliation ofwith the conscious mind is vital
for an individual. This conception of Jung is usby Margaret Atwood to
acknowledge that it is only possible for women ttaia an integrated self by
opposing the constructed female archetypes byapelty and seeing the “shadow”
buried in deep in them.

In addition, Jung suggests other archetypes whéhelated to the different
phases in human psychology. “Mother”, “Spirit”, ‘Beh” and “Trickster” are the
four main archetypes which he believes to have mapce in individuals’
psychology. “Mother” archetype is used in “The Blidssassin” to illuminate the
secondary and lifeless role given to mother imagethe novel. Mother figures
included to the novel are represented as devomgbwkr and autonomy to shape her
life as well as her daughters’ lives. She is maifficient by the patriarchy to be

role model for her daughter. “Spirit” and “rebirtfchetypes are other archetypes
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included to the novel. “Spirit” archetype is fursted as a guide in the “rebirth”
process of the protagonist, Iris. Laura, again, rges as the embodiment of this
archetype. She leads Iris to confront with her tglve’, which is again embodied

with Laura, to get out of the roles defined by gagriarchy. Iris’ “rebirth” happens

on her reconciliation with her “shadow” part to wihishe was blinded.

Northrop Frye is the other literary critic of Artypal/Myth criticism. His
ideas on archetype differ from Carl Gustav JungeFRexamines archetypes from
literary perspective. According to him, archety@ge recurrent narrative patterns.
His theory is based on four genre model in whicldegrmines specific archetypes
peculiar to those genres. The patterns in his “ra@agenre, in other words, mythoi
of summer, are used by Atwood in “The Blind Assassihe dichotomous world
structure in “romance” is experienced by Iris. Tugb her transformation, she passes
from the “world of innocence” to the “world of expenced.” Moreover, Atwood
applies the quest theme in “romance” genre as btieeadhemes to the novel. Iris is
depicted with a quest to re-define her self exglisif the roles defined by the

patriarchy.

Furthermore, Atwood makes use of Northrop Fryd&as on archetypes and
myths to the framework of the novel. Frye thinksttlarchetypes emerging as
frequent patterns in myths determine religion, unalf language and literature all of
which are the essential structures shaping humaas.liAtwood uses this idea to
demonstrate that archetypes are exclusive posssssidhe patriarchy. They are re-
defined and re-constructed for the women givingrttsecondary and domestic roles.
Atwood illustrates this idea by her use of myth aetence-fiction molded stories
interspersed in the novel. In these stories, shpctethe victimized and sexually
traumatized female images presented by Greek mythesy are used to mirror the
lives of the female characters in contemporarygaewhich means that victimization
and sexual traumatization is still performing onmen. Atwood also employs
encompassing nature of archetypes constructed Ugianghy by means of

symbolizing enclosure confining women’s lives.
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Feminist critics need to handle archetypes in seofrfeminist criticism since
they are of the idea that archetypes are examirmd patriarchal perspectives by
Jung and Northrop Frye. Feminist approach to ayplestreveals that archetypes are
re-defined and re-constructed by the Indo-Europgbes which are known to be the
masculine tribes. According to them, these tribeshape archetypes giving the
heroic dimension to men and undermine female ate# Since their redefining
come to the fore with the initiation of writing, ebe re-constructed archetypes
become permanent in myths and literary works of @hey are accepted as the
original archetypes originating in history. Howeveaxccording to feminist critics
before the invasion of the Indo-European tribesreghwere female goddesses and
women had powerful and autonomous archetypes detatéertility of the earth and
cycle of nature. Women represented wholeness aedration by then. However,
these archetypes are buried to the depths of histoanged by re-defined ones.
Constructed versions of archetypes depict womefraggnented, victimized, and
sexually traumatized; despises female qualities gimds women self-depreciated,
self-sacrificed roles. Besides, they are made thlito their uncorrupted female

archetypes as well as being “silenced”, “muted” &tter.”

Feminist critics suggest that in women'’s fictiohe tuncorrupted archetypes
are still discernable which lead women to theirhaatic and autonomous selves
through transformation period. For this reasony thien to excavate these original
female archetypes belong to the periods of fematiElgss and reunite them with the
victimized female images in order to give them aotay by means of Feminist
Archetypal criticism. Margaret Atwood applies thagpproach to her novel in a
context of survival against victimization. Atwooduxjaposes the redefined
archetypes by patriarchy with the archetypes of dreginal nature in “The Blind
Assassin.”

There are several archetypes in women’s fictionctvhieminist critics
identify to juxtapose women’s victimization by thmternalized patriarchal
archetypes and women’s need of re-expressing #wlres through the buried

archetypes of their own nature. One of these aypbstis the “enclosure archetype.”
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Atwood employs it in a wider context that surroutiis women'’s lives in the novel.
Essentially, enclosure archetype symbolizes thdirmement of women within re-
constructed selves since they are given no changgoiwv their selves into mature
and autonomous selves. Enclosure archetype isralkmled by Atwood to represent
the concrete enclosures functioning as confinemaittsn women’s lives. Marriage
is one of the institutions handled as an encloatrbetype. In the novel, it is used as
a medium by means of which women are seen as nahikebbjects. All the
marriages within the novel are founded on econaedsons. Wives are seen as the
“dolls” that are expected to represent the weadlttheir husbands. Women are made
“props” of their husbands. “Houses” or “Madhouseas2 other enclosure archetypes
employed within the novel. Female characters arellys represented within the
houses. The main building where most of the ferchlracters spend their lives is
named “Avilion” which means the place where Kinghr came to dié>® Atwood
uses this name on purpose to symbolize women’s hgdifeless or to illustrate them
as they are in a deep sleep. “Madhouse” is theeladbsure Atwood includes to her
novel. She uses it to show as a place where woaé@niog their autonomy are put
to be enclosed and named “mad.” It emerges asce filg which patriarchy label
women as “mad” who wish to live outside the patiiel boundaries defined for

them.

In addition, “rape/trauma” is the other archetyipeluded to “The Blind
Assassin.” Rape emerges as the oldest archetypeegk myths since a great deal of
goddess is illustrated raped physically and psyatio&lly in those myths. Atwood
uses raped female image in “The Blinds Assassir@riter to demonstrate that it is a
still persisting archetype used to prune womenmijn psychically, sexually and

psychologically.

Furthermore, “green-world” archetype is also emgptb by Atwood to the
novel. However, Atwood uses it essentially as aioradn which women characters
feel themselves free from the constrictions andsgurees of patriarchal culture.

“Green-world” archetype emerges as a means by whghinds ease and perceives

256 Margaret Atwood (2001). The Blind Assasgjhondon: Virago Press), p. 89.
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her original peculiarities belonging to her ownurat Iris’ transformation is also
completed within her garden that symbolizes greemldvarchetype. Her garden
becomes a place where she gets out of patriarebariations and finds ease within

the mother earth.

“Eros” archetype is generally used as an expreseiothe self. It is the
archetype which belongs to women in pre-historidgois. It symbolizes women’s
wholeness with nature and representing its cycliéismtheir bodies. It is included
to “The Blind Assassin” from two points of view.rgily, Atwood makes use of it to
demonstrate that there is no expression of theirsédérms of women in the novel.
Women’s characters’ expression of themselves skxual restricted by the
patriarchy since women sexuality is seen as a tthieeahe power of masculine
system. Secondly, the protagonist Iris is represkat a single woman. Her relation
to her child and grand-child is broken; she issiitated as she loses her family and
relatives by one by which prunes her off her oadjimother attributes of embracing

and being whole with others.

Moreover, archetype of “singleness and solitude’aliso used by Atwood.
Atwood uses this archetype to demonstrate thatesiugman image is still alienated
and undermined in the present time. Having poweutwive alone for a woman is
despised and this desire is punished by patria®@hythe contrary, Atwood also uses
this archetype as a healer to the corrupted sev@gmen. She demonstrates this
transformative solitude idea through Iris charactes reaches her self being in
solitude in her garden. Living single and in salguenables Iris to unite with the
characteristics of her own nature, she attainsuéimeatic identity through her single

period.

Transformation is the last archetype Atwood emgploy her novel. It is the
completion of the quest of having an authentic fidgragainst the internalized
constructions of women by patriarchy. She demotestrthis archetype through lIris.
Iris passes four phases to attain her wholenesshwikifragmented by patriarchy.

She confronts with her genuine female archetypeshwére embodied with Laura.
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Her confrontation with Laura’s death reveals héndrless her own victimization as
well as Laura’s victimization and sexual violatioBy this confrontation, Iris

reconciles with her “shadow” and she solves thédlimb® in her conscious mind. Iris
also excavates the hidden archetypes buried irbyéhe patriarchy. Her revealing

them gives her a “total personality.”

In conclusion, all the examined archetypes seovdicate that victimized
female images defined in myths are still preserthexcontemporary female images
in “The Blind Assassin.” Patriarchal re-construntion women is still persisting
from ancient times to the time in present as coeddyy Margaret Atwood through
female images within the novel. While demonstratiajimized women images and
persistence of the victimization and sexual trauragibn of women, on the other
hand, Atwood employs authentic female archetypeserms of survival in the
patriarchy. Although, Atwood represents female igggs entrapped by society, at
the same time she shows them a way out by meatie d6hadowed” parts within
their selves. Through Iris character, she offefferaale image that reconciles her
“shadowed” part and re-expresses, re-creates leatityl through writing. By this
way, Atwood indicates writing as a powerful potehtfor women to survive.
Atwood, by Iris character, gives a message to womdm are confined in
stereotypes, assigned to live by defined rolegmgivo freedom to choose, victimized
and sacrificed concerning endurance of the patr@rsystem that there is a hope of
survival as an autonomous being through writing.Both re-defines her identity and
Sabrina’s identity through writing. She gives heffreaedom to re-invent herself
according to her will. By this way, she offers fdemanages who determinedly re-
invent their selves by re-writing their own verssoof myths. Even if she is
victimized, blinded and muted, this powerful womamage offered by Atwood is

resilient to “survive”, to “see” and “conceive” a&ll as “having voice”.
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