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Abstract
This dissertation considers thentes de féesritten towards the end of the seventeenth century
These tales have been the focus of research ardshfor the last thirty years, but much of the
research has been concentrated on the work on Madakulnoy. By widening the selection of
works considered, the writer argues that the aislexpressed abdhe roles assigned to
women and men find an echo in many other fairystalgtten during this period. By using close
textual analysis, the study considers the depiafomomen and their lives in a patriarchal
society. It further shows that the tales’ challetayéhe hierarchical society was broader, and a
concern not only of women writers, but also of th@es. The world that the authors depict is
sumptuous, a regal world in which aristocrats arnid govern. However, although the stories
usually end in a ‘happy ever after’, the princed princesses, and their parents, often go through
life-changing experiences. The authors use metamosrp and cross-dressing, to move their
heroes and heroines into situations that challémg®. Shape-shifting becomes a didactic tool,
and the story-tellers use an amazing variety oftmymto reflect the changes and discoveries
that were being made at the end of the century.atioption of the persona of the opposite
gender, a trope in seventeenth-century literaguestions the assumptions of what gender
implies in society. The depiction of women who ¢ight and be brave is unsurprising,
particularly since there is the historical exampfi¢hefrondeusesbut women are often shown as
being necessary for the functioning of good govesninand are not confined to the purely
domestic sphere. Man dressed as woman sets diffgsiesimeters. Such disguise may be used as
a means to access a woman in her private spacatt@napt seduction or suggest emasculation,
or a desire for egalitarianism. Both male and fenaaithors contend that equal status provides

better governance, and argue for freedom from erpalistic and authoritarian society.
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Introduction

Fairy tales have long been a source of entertaiharghpleasure; Disney and others
have reworked classic tales into film, and theisstrecent twenty-first century interpretations
reflect contemporary attitudes to gender rolesate, and to physical appearandeéhe writers
of fairy tales in France, towards the end of theeséeenth century, were no different; they depict
the society in which they live, and also on occasiobtly question its construct. This
dissertation considers the different ways in whictiers of fairy stories at the end of the
seventeenth-century viewed the role of women ime$pcBy examining and contrasting these
representations, | will draw out how these talkssitate the contemporary conditions of an
aristocrat. Many of the tales resulted from a sgame: for amusement members of a salon took
folk tales or themes from ancient Greek and Latiis and fashioned their orThis resulted
in tales which are of the same type, but which Hdiffering outcomes and plot twists, as each
author imprinted the tale with his or her own pexdpve and view of society. Though many
critics have examined the works of Madame d’Aulimoglepth, many other fairy-tale writers
have not received much critical attention. The 8dri the women writers were overshadowed
by d’Aulnoy’s success and popularity; as Jean Maioies: “elle fut la conteuse la plus adulée
du regne de Louis XIV” and he details the imporeantthe number of publications and re-
publications of her workd_€ Rire des féek9). The other writers may have escaped notice
because they had written shorter tales, not alyritgtailed, or as complex. Since it was a

fashionable pastime, they may have been overlowk#t plethora of works that existed. |

! The princesses ihangled Brave andFrozenare independent, feisty women. As Tom Shone wiitéss review
of Frozen “The Disney princess is such a tired trope tivanethe much-vaunted revisionism feééstrop these
days — find me a heroine who isn't spunky, feistg, — but where the film scores points for oritjtyas the tender
acuity with which the relationship between the sisters is observed”. Shone, ToRrdzeris celebration of
sisterhood guaranteed to melt the coldest heah&gtliardian.com. 29 Nov 2013. Web. 15 Jan 2014.

2 Seifert asserts that there is proof that such gameze part of salon lifécairy Tales230, n. 25).



contend that many fairy stories contain a discéenchitique of the restrictions placed on
women’s choices in relationships and their placeaciety. Although the narratives may be
distinct in tone and emphasis, the contrastingrreat of the same subject emphasizes the
author’s own viewpoint, while also revealing a corant world view. This is particularly
evident in tales that treat the Cinderella st@gr{drillon, Finette CendrorandL’Adroite

princessgor Prince born as a pitié Roi PorcandMarcassir).>

Gender Constructs

Recent research in the past decade has been tatenesnale relationships with other
males. In the introduction to a series of treateseamining male and homosocial relationships in
French literature, Reeser and Seifert note thayméthe essays “confront one or more ways in
which masculinity situates itself with respect éonfininity” (32). | contend that looking at the
opposite point of view, namely that of femininitythecontes as well as the way in which
masculinity is portrayed, gives a picture of howdé particular writers viewed women. It is
clear that the writers invest their characters wridlits that may be considered as belonging to the
opposite gender, and in this way the societal coasbf gender is subtly challenged. The first
chapter considers the depiction of women in thestadnd examines their relationships with
those with whom they interact. Although many ofsta@omen are much-desired babies, the
treatment which is meted out to them and the ttledy undergo reveal a society which
undervalues female skills and intelligence. Thesdahapter looks at the use of
metamorphosis, tracing its use in Ovid, and thieiht ways the seventeenth-century writers
use this trope. | examine how shape-shifting affélee female characters’ psyche and how this

affects their societal position. The third chamteals with the metamorphosis of males, and what

3 Alist of all the tales used in this dissertatisin Appendix A



this reveals about the authors’ views of the pathal society. The depiction of males is, on the
whole, not flattering; those who are changed ateeepowerful and rapacious, or fragile and
inadequate. The fourth and final chapter examinest Wwappens when characters assume the
dress and persona of the opposite sex. As welileagdman who puts on men’s garb, and is
more successful and competent than many of her coaleterparts, the authors deal with men
disguising themselves as women. The transgresshjed of cross-dressing might have been
treated in a prurient manner, and indeed indideeduch disguise might have the goal of
seduction. Some authors do take this stance, wttikers go further and question what gender
should mean in society. An introduction to and exation of the meaning and use of
metamorphosis and cross-dressing is made at therbeg of the chapters dealing in depth with

these topics.

A brief overview of the critical treatments on seteenth-century fairy tales will provide
a basis for this study. Mary-Elizabeth Storer waesfirst critic to analyze all the authors of the
first wave of tales. While it is clear from her Wwdhat she considers the output of the male
writers to be superior to the women authors, tlgtaiphies that she gives of all of them are
relevant, even while her occasionally dismissiviuate to women writers, reflecting perhaps the
social climate of her own time (1928), is surprigikler analysis of d’Aulnoy is especially
interesting since she acknowledges her importas@evariter of fairy tales, while at the same
time overtly denigrating her work because shevi@man. “Les critiques les plus avisés
d’aujourd’hui donnent a Mme d’Aulnoy sa juste plaleeconsidérant comme le plus célebre de
tous les auteurs de contes apres Perrault, avgoddisés et les défauts de son sexe” (41).
Raymonde Robert ihe Conte de fées littéraire en France de la fin du XVII° & la fin du XVIIf

siecle examines works from both waves of tales, the fitsh 1690-1715 and the second from



1730 —1748. She provides relevant definitions efdlements that are necessary for a story to be
classified as a fairy tale, as well as examiniritedng authors’ themes and the oral traditions on
which some are based. Some of the elements whechatsiders necessary, for example, that
the narratives always allow the wrongdoing inflecten the hero or heroine to be redressed, are
not always present in the narrative. | will showattthere is a dark side to the tales, in which
some authors clearly demonstrate their cynicismuardhppiness regarding the possibility of a
happy outcome. Robert also argues that d’Aulnogisations are a mirror of society. While that
is certainly the case, | find that the reflectitvown of society is distorted. While there are
elements that clearly show seventeenth-centuryt ¢éiéeirthere is also a representation which is

nuanced and suggests shadows.

Lewis Seifert is a major scholar whose researchdes on the Frenaontes de féeslis
seminal work[airy Tales, Sexuality, and Gender in France, 169015: Nostalgic Utopias,
examines writers of the first wave, because heidersthat ‘both thematically and structurally”
they “are more cohesive” (5). He also examines il of thamerveilleux Instead of confining
his study to d’Aulnoy as many writers have dons,work examines many authors, and is
valuable because of the breadth of study. He dumsgever, concentrate his work on the
conteusesarguing that their work “has strategic meaninthie quarrel of the Ancients and
Moderns” Fairy Tales61), stating that the women writers found the genmeans for
determining and championing their own position.dées not sustain this argument and
concludes that the fairy tale writers demonstrafesire to return to a courtly past. He considers
that “the marvelous powers accorded to or usechagaiale and female characters most readily
reinforce patriarchal gender stereotypes” (11ind that instead of reinforcing these patriarchal

values, the writers are rather attacking theseeg#uind showing that this hierarchical world-view



is damaging to society. | examine this argumerstefeotypes in greater depth, for although the
writers are very careful not to attack the socibtatarchy overtly, by the use of metamorphosis
and cross-dressing, they are challenging societatoucts of gender. Domna Stanton and Lewis
Seifert’s recent translations into English of sdiaiey tales, written by five women authors, four
of whom are in my corpugnchanted Eloquence: Fairy Tales by Seventeenttu@eRrench
Women Writershas brought these tales to a wider audience. Towesider the work of the

writers, and the place of the fairy story in Frefitdrature, as well as carefully surveying the
canon of research on these writers in their intetidn. By concentrating their valuable
scholarship on the women, they contend that theeg@tiowed women to promote individual

and collective interests” (11). There is clear ewick that the men who wratentes de fées

shared these interests, and were critiquing theeghimgs as the women, and advocating change.

Whereas Seifert has considered the tales of matihpia, other researchers have
concentrated on the work of d’Aulnoy. Jean de MaWladame d’Aulnoy et le rire des fées
examines her writing, and considers her depictidiaioy tale characters. Mainil considers that
she did not write stories that project a stereaipriew, as we would understand it, of the
trapped princess waiting for rescue by her pri2&).He sees, rather, an element of dissension
that stops the tales from being euphoric. For enrtarratives express sedition against
patriarchal dominance, by using parody and laug2i&r. Nadine JasminNaissance du conte
féminin: mots et merveillekes Contes de fées de Madame d’Auld690 —169&onsiders the
sources of d’Aulnoy’s stories, how she createditerary world, and the devices and themes
utilized. These two seminal works have providetaatisg point for my exploration of other
authors whose work was not as prolific as that Atibhoy, and which have not received as

much critical scrutiny because their works wereamwidely disseminated or as well known.



A study of societal constructs necessitates aenstahding of the differing attitudes to
gender, several works that consider the role ofigeroles in seventeenth-century France have
been key to my understanding and exploration aftibpic. Francis Assaf has examined the role
of a king, considering King Louis XIV iha Mort du roi: Une Thanatographie de Louis Xavd
the depiction of kingship in the tales in “L'impdsi® souveraineté: le roi-prétexte dans les
contes de madame d’Aulnoy (1690 —1698).” His inwghto the patriarchal monarchy explicate
very clearly the power held by the king, and theanea in which it influenced the functioning of
society. Louis XIV and his government aspired tamaatonomous and powerful nation; this
desire resulted in many wars, particularly aga8ysin and the Dutch. As a result of these wars,
the citizens suffered economically and the coumag impoverished. Certainly the general
populace found themselves in a society which cbeldonsidered to be in turmoil; lives lost in
war, famine, and unrest. Socially too, the aristticrpopulation was undergoing a change.
Independence, to live freely in one’s own landss wadermined by Louis XIV’s desire that
many aristocrats live at Versailles. In additioriyoa few men, close to the throne, had real
power in the realm.

Works which examine the situation of women in sbchave also been central to my
understanding of themes and depictions in thealitee. Joan DeJeanlender Geographies
examines the role of women in society, tedeusesnd their significance in the seventeenth
century and in particular the importance of theammiership of salons. Her study of how women
put on male clothing in order to fight in skirmish&uring this civil war is particularly valuable
in understanding the cultural and historical sigaifice of cross-dressing. Other writers have
also examined women’s situation in society. Makiviarner'sFrom the Beast to the Blonde: on

Fairy Tales and their Tellerexamines the reality of characterization in thegagrounding the



fantastic in the reality of life. Of particular erest to this study is her work on the theme of
assuming another identity through change of gagomnAdy be deduced from the title, Warner’'s
central theme is the blond princess, and she labise contrast between light and dark in tales.
She traces the depiction of women through talémdePerrault as her starting point for the
seventeenth Frendontes and also looking at world-wide popularity of fastories. She
considers that Perrault the fore-runner of the gieand that the women followed hfriler
insightful work examines the depiction of womemfrbagiography to Disney and she considers
several tales which are featured in this dissemaths she herself states, “any study which
attempts it [the story of fairy tales] must stumatel fall before any kind of ending can be
made” (Introduction xxv) suggesting that the brbauftstudy does not and cannot encompass
everything.

Patricia Hannon'&abulous IdentitiesWomen’s Fairy Tales in Seventeenth-Century
Franceexamines in detail the tales written by women, destrating how through writing
women strove to break free of the restraints plawethem. Her consideration of the use of
metamorphosis as a tool for empowerment providgarimgboard for my own study. Her
comment on the slipper’s significance in d’Aulnoffmette Cendropwas also thought-
provoking. She states that because of the “prof@mathl changes marking seventeenth-century
France, the sexual identity of the upper-class mwake in crisis”(145), which led me to consider
if this occurred uniquely in one tale by one autbowas evinced in a more widespread pattern
in the genre. Hannon also posits that d’Aulnoy’dieg her tales with marriage shows “this
resolution is in all instances related to the hests assertion of her right to determine her own
destiny” (213). In considering this, Anne Defrarecekamination of thisonteusi framing tales

in Les Contes de fées et les nouvelles de Madamend(dl690 —1698 L’'Imaginaire féminin

* In this she differs from much modern criticismtthacords d’Aulnoy the honor of being first.



a rebours de la traditiomvas enlightening. She also examines her use ofatogdl, and in
particular metamorphosis, and shows how her work lvedth traditional and innovative. These
two works suggest concepts and ideas which shatltenlimited to d’Aulnoy alone, and by
applying Hannon'’s and Defrance’s theses to otheksyat is possible to see a wider expression
of a critique of society.

Sophie Raynard’ka Seconde Préciositfloraison des conteuses de 1690 a 1756
examines in detail theonteusesrom both the seventeenth and eighteenth centiBles.
contends that they formed part of récieusanovement. She defines this concept as a
“recherche de la singularité, de la superioritds)(&nd notes that writing in this literary genre
contains elements of subversion and a questiorfititiegoatriarchal system. Raynard compares
the conteusedody of work to Perrault’s to show the differesdsetween their writing, but she
does not look at other male writersaointes de féeSSome male writers, although they could be
considered to be a part of the hierarchical stredh@cause of their gender also question
women’s status and suggest that they might betalileld a different place in the world.

Cross-dressing as a way of examining gender agststrs the final part of this
dissertation. In addition to stereotypical rolesigised to gender — as a result of the Church’s
teaching — there were also sharply defined ateedbassigned to gender which came from their
contemporaneous medical knowledge and understaodlipigysiology. This may be seen in the
work of Sylvie Steinberd,a Confusion des sexes: le travestissement derlaif&ance a la
Révolutionwhich examines attitudes and presumptions about gerslerelhas the
characteristics assigned to both. In particularwak is illuminating because she examines
cross-dressing from its roots as a historical phesrmmon, where women dressed as men to

protect themselves, or to go off to war. Her exgilan of the real-life phenomena suggests the



basis for the writers who use this theme. In han@ration of cross-dressed males, she details
the different foods that they would have been eraged to consume, an element echoed in the
stories. Women have to modify their ways of behgwito more ‘male’ practices in order to
conform to the societal prescriptions of the maseuparadigm. Steinberg does not however
consider the transgressive nature of cross-dressingpat such an act reveals about the author’s
understanding and critique of seventeenth-centitity@es to gender. Joseph Harris’s work,
Hidden AgendasCross-Dressing in 17th-Century Fran@xamines the use and interpretation of
cross-dressing. This seminal work looks at the a&albnt attitudes to cross-dressing in the
seventeenth century, and the reactions of seatibtiee Church and the Court to it. He proposes
that cross-dressing was seen as symptomatic aoaddir. He then looks at how this topic is
addressed in contemporary literature, and showdithary works frequently rely on a moment
of anagnorisis or revelation, to restore the transvestite petedheir “authentic” sexual

identity. He also explores the scenes of mistallentity and misplaced desire that such cross-
dressing can cause. He looks particularly at womeross-dressing as a means of obtaining
equality with men, in various genres including taiey tales. His work also examines the Abbé
de Choisy, who as well as being a published membitre Académie francaisalso became
famous, posthumously, through the publication efM@&moire(1737), in which he recounts
periods of his life when he dressed, and was aedeps a woman. Harris looks at how Choisy’s
writings reflect the general concerns of the periiie question of why men cross dress as
women, and the question of legitimizing same-sesirds is addressed by Harris, but will be

widened out in this dissertation to include otheitev's use of this trope.
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Fairy Tales and Short Stories

Since some of the writers obntesdid not confine themselves to only this particular
genre, and also wroteuvellesandcontes de féeJ he start of the century had been the era of
long, multi-volume, epic works such as Honoré d&k1.'Astrée(1607-10) followed by
Madeleine de ScuderyArtaméne ou Le Grand Cyr($649-53). These narratives were
immensely popular, but in the later part of thetagntastes had changed and they were replaced
by shorter stories. At the same time, the fairg tabkes use of many of these known themes and
settings, and adapts the pastoral and anthroponecaphmals from_es Fableg1668—-1694).
Instead of the world df’Astréewhich is entirely bucolic, the fairy tales contrése world of the
shepherd to that of the aristocrat. The exploithefheroic warrior, Artamene, his exploits as a
soldier, and his love story also find an echo imetories but theonteusesreat this epic
theme differently, giving the hero’s role to a @alyessed woman. At the beginning of the
popularity of the fairy tale, there was a fluidédgd variation in the forms that were used. As
Domna Stanton and Lewis Seifert point out “at teeght of the vogue’s first wave (1690-1709),
the few critics who bothered to comment on thiif@sable phenomenon were convinced it

would rapidly disappearHnchanted Eloquencgs).

| am going to begin by distinguishing between th&ifferent forms as this dissertation
considers differing examples of the genifbe nouvelke was short fiction that omitted the
supernatural. It was longer than tenteand a more literary narrative, often of real and
contemporary lifé. Shorter novels in the seventeenth century werevkrasnouvelles For
exampleLa Princesse de Cléveagas originally known as mouvelle historiqueln the

seventeenth century, the tecontewould have been understood to be a folk tale ,rahgenre,

®“Un conte plaisant un peu étendwit qu’elle soit feinte ou veritabilé-uretiére (I, sig: N2
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passed from teller to teller. Eacbnteurre-told and may have renewed the traditional stock
Many of the folk tales were pastoral and dealt witfal lives. These stories were eventually
written down, in the early part of the seventearghtury, and the word came to mean a short
story.Furetiere defines eonteas “ histoire, recit plaisant” and remarks “lavet est I'ame du

conte”®

Allan Pasco has worked on defining a short stoy motes “for a short story to succeed,
the author must overcome the restraint of limietgth and communicate not only a segment, a
tattered fragment, but a world” (127). This needtaw the reader into a universe, and involve
him or her in the lives and adventures of the attara has to be done in such a way that the
reader can bring his prior knowledge to bear, @adgnize the setting of the tale, and also the
type of character it will involve. Thus the seenmyniggpetitive “il y avait une fois un roi et une
reine” (or variations of this), immediately engadfes reader, who has these expectations (which
may or may not be met) of how the story will unfcdahd chooses to read the tale because he or
she recognizes the genre. It would be a mistalssame however, that all fairy stories are
linear and follow one character through a serigsials that end in a happy marriage. The tales
are complicated, and may involve more than one/ stthin the overarching tale. As Stanton
and Seifert remark: “With the notable exceptioriPefrault’s prose tales, all seventeenth- century
contes de feeare closer to the novel than to the ‘simple forinthe tale studied by André

Jolles” Enchanted Eloquencl).’Some of the writers afontes de féesr contes merveilleyx
made their tales more intricate by setting thera amframework. In this they follow the tradition

of writers such as Giovanni Boccacci®@scamerondfourteenth century), Chauceiffie

Canterbury Talegfourteenth century), and Marguerite de Navark&#eptaméron(1558-59).

® Antoine FuretiéreDictionnaire Universel2 vols. (The Hague: Arnoud et Renier Leers, 17B@jetiére published
a section of his dictionary before the Académie kis dictionary is considered by many scholansrtvide
definitions which are contemporaneous and univehsalddition, as well as giving derivations angnetlogies of
words, he shows their history and their currengada seventeenth-century society.

" They explain in a footnote that for Jolles a ‘sienform’ is one of many oral genres from which moeenplex
literary forms may develop (21, n. 68).
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These narratives involve travelers on a pilgrimagan enforced stay in an inn who entertain
themselves by telling storieBy using a framing tale, authors can give a stmecta their
narrative.lt permits different protagonists to recount trstory, which may take a diametrically
opposite point of view to the previous tale, and/iba expressed by a member of the opposite
sex, as ir.’Heptaméron The fairy tales also imitate the examples of thdiexdonger novels

like Artamene ou le Grand Cyruis which stories of lovers and soldiers are retedo the

hero. D’Aulnoy in particular, gives a framing stpfgr example irLe Nouveau gentilhomme
bourgeoig1698) the ostensible hero is told six tales to seriim. Much critical attention has
been paid to the six stories because they can atand with their rich detail, extensive
narrative, and complexity. The framing tale in lits€ comedic, telling of a nouveau riche man
who is educated through the telling of the talesiowever, the six tales and the framing tale are
regarded as a whole, then the work would be coressidde length of a novel. In the Jasmin
edition it is 350 pages long. The over-archingiligkof several tales seems to be a feminine
strategy, enabling madame d’Aulnoy to provide a¢fable critical reception”Habulous
Identities188) for the narratives. “The predominantly fenraderators are commended for
embellishing the ordinary=prtunég, for displaying their fine wit and delicate styabiole),

and for exercising their sublime intelligend&a (Chatte[B]lanchg” (188).

Madame d’Auneuil also uses the framing tale to heharacters meet others who are
suffering in the same way and who recount theieatiwes to them_@ Tyrannie des fées
détruitd. Whereas d’Aulnoy’s fairy tales can be, and frefly are, separated from the framing
tale, d’Auneuil has the three tales woven toge#mer includes the fate of all the characters in the
denouement. Having tales in which the characteosies are intertwined with others permits the

authors not only to develop a theme in a greatpthdinan a true short story, but also to add
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nuances to the adventures that befall the herolrieeas he or she encounters different
protagonists. The variety and interest of the wsite that there are examples of short tales,
where the author has a single point to make, aed embedded in a framing tale that give an
additional didactic element to the writing. Thigridute is twofold: the listener in the

overarching tale learns from what is recounted,iarable to make choices based on his or her
new knowledge. The reader also learns and cardie lguestion his or her own assumptions.
The value of the genre and literature in generalgs underlined; both the listener and the reader
learn to appreciate its worth. Anne Birberick psiatt that by the end &k Nouveau

gentilhomme bourgeotbe hero has “not only accepted Virginie’s abitibywrite tales as a
valuable commodity, but he has also sought to aecame of the intellectual capital for

himself’ (“Changing Places” 287).

As well as considering the length of these talas,e@ssential to consider what elements
constitute a fairy story. To have a story clasdifis a fairy tale, currently the expectation might
be of fairies, monstrous creatures and a struggi@ad versus evil, at the end of which good
triumphs. This would be a gross simplification loé tseventeenth-century genre, where the
whole ambiance of the tales, including descriptiohthe places, the food, the people, even the
animals combine to create a universe which is exaegd and other-worldly. At the same time
the improvements of the age and of the court ofid. UV are also displayed, grounding the
sense of wonder for the seventeenth- century readke discoveries and developments of the
time. Joan DeJean considéttse genre [of fairy tales] included many typegales. Many so-
called fairy tales featured neither fairies noresgnor any kind of supernatural presence, but
only the atmosphere of ‘enchanted’ perfectidaHstoire de la Marquise/ Marquis de

Banneville 49, n.24). In this fairy-tale world, the protagsia who inhabit it are aristocratic
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figures, who live and marry within their own clg#ise exception to this being those of Perrault).
On the surface, these are privileged beings, endovith great riches and power, who want
materially for nothing, supposedly inhabiting a ldasf utopian happiness. It is only through
their interaction with other characters, in a walday from the court, that we perceive that this
aristocratic world is not perfect, and that a seibtitique of the aristocracy is a sub-text to ¢hes
tales. In these stories, unlike the earlier shoriess, the world of the peasant or the shepherdess
has more or less vanished, and although the prene@grincesses may need the help of the a

lowlier, simpler, pastoral world before they arauraed to their rightful place in society.

The Choice of Tales
Charles Perrault was considered for many years thé main writer, and even the

creator, of the fairy-tale genre. He was part effirst vagueof sixteen fairy-tale writers and his
stories are well-known. He was not, as Seifert {soaut, the first of these writers in this first
group to publish prose; d’Aulnoy, Bernard and L’kér preceded himKairy Tales8).

Ostensibly the fairy tales were created for chitddigecoming a written form of the oral folk
tales, told by the “lowly” nursemaidsThese folk tales are regarded differently fromlitezary
fairy tales, which were written for the amusemdrdults. As critics have evaluated these
works, many have investigated their sources, amdthe writers changed the stories which
were circulating. Some of the authors reveal tieayried the stories from the women who cared
for them, as L’Héritier does at the endL.ohdroite princesse This oral tradition of folk tales

to amuse and teach children is detailed as a stwyrBaymonde Robert. Other critics have

8 Stanton and Seifert describe the differences tenikis folk form and the aristocratic writingEchanted
Eloquencel4).

% “Cent et cent fois ma gouvernante, /au lieu déefati’animaux, /M’a raconté les traits moraux/ dée histoire
surprenante”La princesse adroite. Contdsd. Raymonde Robert. Bibliothéque des génies et des fées 2. (Paris :
Champion, 2005.)144.
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identified other starting points for this genre fildace traces the use of fables and myths;
Bottigheimer demonstrates that the stories origimathe works of the Italian writers
Straparola and Basif8.Taking these simple tales was a salon game, inlwéatheme based on
tale or oral story was chosen, and salon memberuped their version of iDiffering
analyses of d’Aulnoy’s tales, among others, fentimterpretations (such as Anne Defrance),
humor (Jean Mainil), and psychological interpretatjAmy Vanderlyn DeGraff) have been
made. These viewpoints are all well-argued andlyalit confine their discussion to d’Aulnoy.
Many other tales written at the same time as tlhgsd#Aulnoy have not been explored. By
examining the ways in which female characters apatied in these fairy tales and by looking
at how the authors portray their heroines, a pectfrthe role of women in society may be
extrapolated. In addition, by contrasting how menortrayed by these same authors, a picture
of the roles that the genders play in society ee®tiyat controverts the patriarchy. A critique
of the construct of gender can be seen throughesetworks that is revealed by examining the
representations of male and female charactersthendmetamorphosed or cross-dressed
bodies In the fantastic world the authors created, the tdgheir characters’ human identity,
whether through shape-shifting into another lifexfpor by the taking on the persona of the
opposite gender, allows the princes and princesse®et situations outside their courtly
environment, and to mature and develop.

The authors who are included in my corpus are M@atherine Le Jumel de Barneville,
comtesse d’Aulnoy (1650/51-1706), Louise de Bossigamtesse d’Auneuil (?—1700),

Charlotte-Rose de Caumont La Force (1650-1724)ieMeranne L’'Héritier de Villandon

2 Raymonde Robert.e conte de fées littéraire en France de la finxddlle & la fin du XVllle siéclgNancy:
Presses universitaires de Nancy, 1982).

Anne Defranceles Contes de fées et les nouvelles de MadamendI690—1698 L'imaginaire féminin a
rebours de la tradition(Geneva: Droz, 1998).

Ruth BottigheimeFairy Tales: A New HistoryAlbany: Excelsior, 2009).
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(1664—-1694), Henriette-Julie de Castelnau, comtésddurat, (1670-1716), the Chevalier de
Mailly (1656—1724), Jean de Préchac (1647-172@) Faancois Timoléon de Choisy (1644—
1724). These authors have been included in my sdspaause they frequented the same salons
and came from respectable aristocratic familiegyTdll were part of the firstogue being eight
of the sixteen identified by Seifediry Tales5-6), and all use either metamorphosis or cross-
dressing to place their characters in situatioasttieir gender could not allow them to
experience freely* The work of the male writers is important becaihss played a pioneering
and significant part in supporting and encouraguognen writers, primarily because they
possessed the necessary contacts and credentids$rifoute and, in some cases, publish the
stories that circulated in manuscript form acrb&sdapital’s literary networks. Their male
world-view on the same tropes provides an obviausmterpoint to that of the women, but does
not, as might be expected, demonstrate an oppasitpmint of view.

| have chosen the period 1677-1709 for the follgwiasons. Received critical wisdom
assigns the start date of the first wave of faatgs as 1690, the publication date of Madame
d’Aulnoy’s first tale,Histoire d’Hypolite, comte de Duglawhich containd."lle de Felicité a
fairy tale recounted by Hypolite within the novallison Stedman remarks that d’Aulnoy
introduces “the fairy-tale as a sophisticated ditgrgenre by literally interpolating it into the
French novelistic tradition” (131). 1715 is oftezlexted as the end date of tiMave, as it marks
the end of the Louis XIV’s reign and the fairy skre “part of the cultural crisis that marked
[its] final years” Eairy Tales6). | have chosen the end date of 1709 as thieidate on which

the one of the authors in my corpus, Madame d’Ailnpublished a final collection of talés.

! Seifert’'sFairy Taleslists all the authors (5-6) .
12| es Chevaliers errants ou le génie familiee Raymonde Robert's conte de fées littérairgs-77 for a
tabulation of the dates of tlwentes.
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One of the authors in my corpus, Jean de Préchilatished fairy stories in 1698, during
the period generally accepted by critics as falliithin thepremiére vaguelt is my contention
that there was a pre-wave of this writing, initcht®y him in the period from 1677 t01681, when
he published hisontes galantsTheconte galantvas a specific genre abnteswhich dealt with
heroic exploits of warriors who are motivated bydoThe themes of searching for love, a
person’s place and rank in society, and treatmiechitdren by authoritarian fathers are features
of this genre. Critics have also found echoes isfgenre in the fairy tales. Patricia Hannon finds
that Mailly’s fairy taleBlanche Bellas “a cynically gallant version” of the princessding true
love with a king Fabulous Identitied55). Catherine Sevestre shows that the litenady a
stylistic devices of Madame d’Aulnoytontes de fédsave many characteristics in common
with these stories® Préchac'sontes galantslso feature female characters who dress as males
in order to fight, which some of the female faigjet writers employ to allow their heroines to
defend their country, as well as featuring exploftenale warriors. It would appear that although
the female writers “distance themselves from th&@mporaneousouvellé (Enchanted
Eloguence23), the male authors continue to use it. Theeeitotan be argued that Préchac’s
earlier stories are a fore-runner to the contef@eg. In addition, these stories are relevanteo th
central themes of cross-dressing and female empoeverof this study. In addition to Préchac’s
stories | will examine the narratives written bg tibbé de Choisy. One of the stories that | shall
study is theHistoire de la Marquise-Marquis de BannevillEhis story was first published
anonymously in th&lercure de France-first in February 1695, with a subsequent, revised
edition in August and September 1696. The explonadind further study of these widely
differing authors, comparing their work with naivat published at the same time, will provide

insights into the late seventeenth-century viewesfder, sexuality, and societal roles.

13 See the chart (241) in Catherine Seve$tadame d’Aulnoy, ou le jeu des miroirs.”



18

Methodology
The methodology that | shall use is a largely néstohicist approach; a critical method

exemplified in the work of Stephen Greenblatt. Hiial hypothesis theorizes that symbols,
objects, and words are essential in revealing niptwhat the author wished to say, but also in
the understanding of the significance of thesegshiior that period of history in other works of
the time. He comments that thesextualrelics]...]Jenable us to glimpse the social process
through which objects, gestures, rituals and plsrase fashioned and moved from one zone of
display [i.e. books ] to another.” (162) This pres®f looking at the layers of a text, and
discerning artifacts and symbols in different texil enable me to consider the political and
social culture of the seventeenth century and vérdtte differing writers have the same view
and usage of these, or whether there are percepliiérences. By close re-readings of texts,
and the placing of these stories in their histdoatext, and by analyzing themes and displays
of the body inter-textually, | shall explore hovetbgenre of the fairy tale reveals a complex view
of society and the sexes’ role in it. In “Resonaand Wonder”, Greenblatt clarifies what his
influential theory means in essence. Of particuitarest to me is his explanation of his use of
‘resonance’ and ‘wonder’. He defines resonancelas gower of the displayed object to reach
out beyond its formal boundaries to a larger waddgvoke in the viewer the complex, dynamic
cultural forces from which it had emerged and ftick as metaphor, or more simply as
metonymy it may be taken by a viewer to stand.’0j1Wonder is “the power of the object to
stop the viewer in his tracks, to display an amgssense of uniqueness, to evoke exalted
attention” (170). In his preface Tthe Swervé&reenblatt sets out how he discovered a pGam
the Nature of Thingsa translation of a two-thousand-year-old work gretius (?96 BC—?50
BC). Greenblatt was struck by the “scientific visiof the world — a vision of atoms randomly

moving in an infinite universe — was in its originsbued with a poet’s sense of wonder”( 8).
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The scientific facts of the world, for example thevements of the planets are described in
“thrilling language”, in terms of a love story (3-Z'he work resonated with his personal
experiences, he appreciated the richness of largarad)imagery that is employed, and he
marveled at the insights into the scientific wokldhich functioned without the aid of gods (6-7).
Greenblatt characterizes this work as a ‘swervetdbing it as the expected path in a work
which is veered away from and a new, unexpectexttion is taken. He applies his theory to
great writers — Shakespeare, Montaigne and Cervans well as artists such as Leonardo da
Vinci and Michelangelo This thesis can also be igplglo the sumptuous, regal world of the
fairy tale. Beneath the apparent simplistic worfld ¢ove story, the realities of seventeenth-
century life for men and women are detailed angigered and a new direction is taken
regarding the paternalistic society and gendeestgpes. By modeling my work on
Greenblatt’'s | examine how the tale writers in mypeis produced cultural resonances,
challenged the status quo, and had metaphors atwhyneies which were understood by each
other, and also how their writing produced and ptibduces a sense of amazement and
emotional response in the witness. To enable nnaderstand as much as possible the
symbolism of these artifacts to the seventeentlucgmind, | will rely on definitions in the

first edition of the dictionary published by Fugst (1690), and the cross-referencing of
symbols through the works. The differing uses ekthsymbols by the authors will allow an
exploration of common themes, and those artefabishaare unique, and therefore draw

attention to their use.

Notes on Citations to the Texts
The majority of the texts | have used have beerighdd in modern French. In the case

of the Choisy manuscripiladame de Guerchevillehave resolved i/j and u/v to modern usage,

and replaced the ampersand with ‘et’ but havemeththe spelling and use of upper- and lower-
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case exactly as is found in the original. Othegioal texts have been treated similarly. The first
edition of Antoine Furetiere'Bictionnaire Universetdoes not have pagination, and so

references to the definitions are given accordntié printer’s signatures.
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Chapter 1

Women: Domestic Goddesses or Equal Players

It would seem clear that men and women undertakepkar familial roles because of
their gender. The female mammal is, in the maia aine who becomes pregnant and carries its
offspring in the womb. Generally once a woman givieth, she is responsible for the feeding
and care of the infant, a role designated becalusergender and ability to feed the child.
Historically, wet nurses have also been employe@itwove this duty from aristocrats, but this
was not, as Leslie Tuttle explains, to free the worfirom the domestic sphere. In Judeo-
Christian societies where men are designated aseiqie of the household, women were
frequently put into a subservient place; they weeequal with men. This does not mean that
women did not strive, in subtle ways, to have aisayatters pertaining to their own lives, and
in subjects that affected society in general. laatlan’sWoman TriumphantFeminism in
French literature, 1610-165Bas examined the status of women in mid severitemnttury
French society through many writings, from legal amedical treatises to different literatures.
In considering ways in which feminist and anti-femt viewpoints were expressed, he notes
that: “the topics dealt with fall broadly into tlerelasses: marital and societal freedoms; the
right to be educated and to pursue learning [...]farally the question of public office and
Salic law” (53). In the last decade of the sevamiteeentury in France, although women were
being restricted to the domestic sphere: “there avascreasing pressure on women [...] to
retreat from the public spherediry Tales9). They sometimes needed to protect themselves

“as they had been the most compromised in politoakpiracies” Tender Geographieg6):
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so they sought ways to express their views, mashaoh the collective writing of the salon.
The writers of the&eontesgive a picture of women differentiated by age, iferelationships
and sometimes by social status. The depictionedf thstinct relationships, together with the
different obligations that these familial links athtdemonstrates and critiques their condition.
Women'’s relationships, in particular with their ats, are a key element. Very often, their
mother’s difficulty in conceiving, and the subsequpregnancy, defines the mother / daughter
dynamic, and also highlights one of the most sigarft markers of femininity, that of
reproduction and procreation. Women’s connectiortbeir fathers form an integral part of the
depiction of domestic life. Fathers ultimately dicthe status and life of their daughter,
particularly when they are of marriageable age.irfTdiitudes to their daughters’ happiness
show an entire range of emotions from a cruel fed#hce, through what might be deemed a
wholesome respect and care for their offspringtari to relationships which appear to
indicate an unhealthy attachment to them. The fdtdaughter relationship is an important
element because it reveals attitudes to the palahsociety, but mothers, and stepmothers are
also representetereotypical depictions of malevolent stepmoth&ush as that found in
Perrault'sCendrillongive an immediate idea of their evilness and seffAng attitudes.
Whether the story writers treated in this dissentahave the same view of them, or paint
different aspects of step-parenting will also helsd, together with the heroines’ relationships
with their natural or step-siblingBinally, how the tales reveal women as wives wvathf part
of this study, and what this reveals aboutdbeteurs and conteusespossible differing
attitudes to this role because of their own gemdiibe analyzed

Women used the fairy-tale genre more than men tingrapproximately three times the

tales considered in this dissertation — to exaramsubtly critique the society in their particular
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aristocratic domain? Although there were as many men as women writirthé firstvague
(Fairy tales5-6), the women were “[prominent] ... as initiatarsd writers of fairy tales” (8).
However, in addition to the women writers’ scrutmfyassumptions based on gender, the male
writers also examine the roles and identities of naed of women. All these authors question
and challenge the accepted norms through theisihgaith which they place their characters.
This chapter will consider which roles were estidid for women, as in the patriarchal society
of seventeenth-century France, women could notrexpee as much freedom as the men with
whom they interacted. Power was invested in a ‘ipydeof paternal authority” (Seiferairy
Tales157), at the top of which was God, then the kthgn fathers. The fairy tale writers often
feature a male who either commands or prohibitsetbimg Eairy Tales 158) — most frequently
concerning the woman’s marriage — and the resuédatshows how the woman reacts to this
oppressive authority. As well as considering howenaaithoritarian figures affect women, | will
investigate the representation of fairies. Theseafe figures are often the enforcers of authority,
and are frequently either painted as good, or@aethbodiment of one malevolent characteristic.
This enables the writer to show how such an allsoamng personality trait affects and
sometimes dominates the character, and how poweadzersely affect the subordinate person.
| will now briefly survey what critics have writteabout the portrayal of women in their
differing relationships. The role of procreatiordanidwives is examined in detail in Holly
Tucker'sPregnant FictionsShe looks at the role of midwives and birth prast
contemporaneous to the writers of the fairy stosied suggests that women writers, particularly
d’Aulnoy, are showing through the birth rituals tlaomen “affirm the power of the womb”
(118). By demonstrating the difficulties of gettipgegnant, that many women in the tales

experience, and featuring the birth of daughtéues viriters reflect the realities of Anne of

% There are fifty tales authored by women and fiftbg men.
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Austria’s childlessness and explain the consequeisie had produced a female heir (97).
This presentation of both the medical practiced, lastorical events of the time, suggesting that
the conteuseare using these facts as a way to challenge, aestign society’s rules, is
illuminating and well argued. Tucker, however, cemitates, as many critics do, on the work of
d’Aulnoy, with some references to L’Héritier and Earce. This chapter will consider these
views and examine how other writers view womenfgaduction, and if they too envisage this
different role for women. The examination of wongeplace in society was not just the concern
of a few female writers. | contend that there wasilastantial movement against the patriarchal
society and its subjugation of women.

Joan DeJean has traced the history and evolutismofen’s writing, throughout the
seventeenth century. She examines in depth thefekat she calls “salon writers” and how
women developed the taste for writing together,justtas a way of amusing themselves, but
with the goal of publicationTiender Geographie86-97). She goes on to consider the female
writers at the end of the seventeenth century wbheed from being purely salon writers to
becoming part of ‘the Republic of Letters’. In calesing and listing these women, she includes
d’Aulnoy, La Force, and L'Héritier. DeJean concladkeat “these women were far more radical
in their attack on marriage and the family plot28), and “they did not shy away from
controversy, in their lives and in their work” ()2@s Catherine Marin demonstrates, the
conteuseg&new each other and some were related to each (@thee Lecture des contes de
fées” 478). This relationship can be seen in tledgoes to their stories, where they acknowledge
each other’s work and remark on their use of timeessources. Moreover, Marin notes they
shared the same philosophy of enjoyment and fredd8M81), illustrating that the fairy tale

had its infancy in salon society. In his recentigtan the fairy tale, Jack Zipes considers
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d’Aulnoy as the instigator of the spread of the ylapty of the phenomenon, which continued

into the subsequent century:

In d’Aulnoy’s case, she inherited information tisae wanted to share discretely
with her conspecifics (salonnieres, male and femedéeers and writers of her
social class, and eventually readers in the odreguages into which her tales
were translated). Once prompted by d’Aulnoy, thiéglzared in re-creating tales
about fairies that informed the narrative traditiorunusual, extraordinary ways
that expanded the meaning of fairy tale so thatetv and became more

encompassing in the eighteenth centufe(Irresistible Fairy Tal&9)

In expressing their ideas together, the womveters also considered and gave voice to
their subordinat@osition in society, critiquing and suggesting thgb their stories ways in
which life could be different. By the use of timerveilleux they could let their characters enjoy
freedoms in a fantastic setting. Male writers @&sgaged in these stories, and their view of
women, and how their characters behave, providasaght into their attitude to women from

the standpoint of the dominant gender in early modeciety.

Whereas DeJean®nder Geographiesxplores the work of women writers throughout
the century, Marina Warner looks in more detathatwork of theconteusesn her book on
fairy tales and their teller§rom the Beast to the Blondghe explains both the reasons for

writing these tales, and also what they can reakalt the women of the time:

These tales are wrapped in fantasy and unrealtiichano doubt helped them
entertain their audiences — in the courtly salowel$ as at the village hearth —

but they also serve the stories’ greater purpasesveal possibilities, to map out
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a different way and a new perception of love, nagei women'’s skills, thus

advocating a means of escaping imposed limits agscpbed destiny. (24)

Lewis Seifert argues that the genre had moved traniolk tales narrated by wet-nurses
and peasants into the sphere of the aristocratwriters use models from heroic literature and
also from Greek and Roman mythology as a basithé@r stories, though, at times, they make
radical changes to these storf2tn examining how the writers provide challengestheir
female characters, Seifert remarks: “it is strikingnote that women of theontes de féemre
more likely than men to be defined in oppositionheir moral and / or physical antitheses.
Thus, whereas heroes more often than not strugtfefevces or beings totally unlike
themselves, heroines are quite often pitted againsigative mirror image of themselveBairy

Tales176).

This binary use of good versus evil allows theystetlers to define and codify their
characters, so that the reader knows from the igieer — beautiful / ugly etc. — whether the
protagonist is malevolent or altruistic. Thesedale beyond that, for even if they present good
versus evil, they also depict beautiful personas blecome evil, as well as portraying ugly
people who have good characters and who are maaifiok In looking at women in society,
Seifert states that the role of women “in presorgtvritings [was] but one acceptable identity —
that of wife and mother’Hairy Tales179), and the fairy tales examine and valorize ¢brscept,
looking at whether these expectations are valuf@ioleomen.

If one of the likelihoods for a married woman ig thearing of children, then an

examination of the seventeenth-century laws andopiations will be useful. Leslie Tuttle’s

15 For example, in using the myth of Psyche, d’Aulneglaces the beautiful Psyche with an ugly priac€sipid
with a snakel(e Serpentin veyt



27

recent work on pronatalism considers the legal@oittical changes introduced during the reign
of Louis XIV, encouraging the production of largarfilies. She scrutinizes the role of women in
society, and perceives that the encouragementebgdtiernment to increase the population
makes the cogent point that without women suchah\gas impossible. In seventeenth century
society women were valued as mothers and wiveshadplace in the home. Tuttle emphasizes
that is where their domain was; it was not in tbétjgal or public arenas. Men were given
money from the government for the production cdrgé family, bonuses for ten or twelve
children were paid out (73), but it was women whaied and gave birth to these numerous
infants: “one in five of the wives of dukes and fgeeould expect to give birth ten or more times
in her reproductive life, [...] nearly always exp&weg pregnancies in rapid succession” (75).
Fertility is not confined to marriage, and so toateusesiso consider the problem of producing
a child out of wedlock, and the reverse situattbe,inability to conceive. As Holly Tucker
shows, the fairy tales reflect these common segsales noting “the peasants’ ability to
reproduce, and abundantly s&régnant Fiction$81), comparing their fecundity to the
barrenness of aristocrats, caused by their indaledtsedentary lives. Many would-be mothers

go to extraordinary lengths, and make extravaganises, in their quest to reproduce.

Pregnancy and Birth

Many fairy tales start with the desire to produnéhair and theonteuseparticularly
consider this biological drive in their narratioBdeven of d’Aulnoy’s tales involve the difficulty
of conceiving a child and the ensuing grief thigses. In nine of these the resultant child is a
girl, an only child; there are only these two miailehs in d’Aulnoy’s stories. A further three of
her tales concern a girl born into a family witkled siblings. La Force tells of three girl’s births

one of which is into a family with other childreBight of Murat’s tales involve the birth of a
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daughter, six of which relate the birth of a giteaa considerable period of marriage, and one
tells of the arrival of a boy. Neither L’Héritieond’Auneuil includes births. Of theonteurs
Choisy does not concern himself with pregnancyuab sbut with the raising of a child. Mailly
deals with pregnancy in a matter of fact way; pfens following marriage, but he does recount
in two tales Blanche-BelleandFortunio, that the parents cannot have a much desired. child

Préchac does not feature reproduction or its problie his tales.

The question of what the gender of the offspringhthbe is also crucial. Under the legal
principle of male primogeniture the delivery of almheir was of great importance. This is
forcefully shown in d’Aulnoy’s tald-ortunée when the pregnant Queen is shut up in a tower,
having had six daughters, and the narrator wrylproents: “et comme si elle et été la
maitresse d’avoir un gargon, son mari et son béaepi dirent qu’ils la poignarderaient, a
moins qu’elle ne leur donnat un héritier” (I: 51B)ost often, though, the storytellers, and in
particular d’Aulnoy, choose to write about a baliy. @y placing her in a magical environment,
they are permitted to examine her role in sociatyl to select what gifts and abilities are
necessary for her to function in her milieu. Veften the baby is beautiful, and is given great
gifts by the fairies who come to her naming cereyn@mnbaptism. This is also the time when she
is cursed, and must be shut away from the world sim¢ reaches marriageable age. The
detention may be seen as a metaphor for protettterghild, and depending on how biddable
she is, she is able to submit to the parents’avihe rebels. When she reaches puberty, the
problem of her fertility, in particular her abilitp become pregnant out of wedlock also becomes
an issue for her parent(s).They take measuresdid &vis, but are not always successful in their
attempts. IrL’Adroite Princessgthe princesses are locked up in a tower, and giisaffs that

will break if they lose their virginityPersinette is put into a high tower, and becomegnant,
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having admitted the prince (335), and she gives lvar twins. Tucker points out that:
“Persinette’s sequestration is motivated, therthieyfairy’s interest in preventing her charge in
following in the footsteps of the mother — thattesprevent her from marrying and bearing
children” Pregnant FictionsLl06). When her planning goes so badly wrong, akestrevenge
and Persinette is exiled, and the prince blindegbriette (e Dauphir) also has a son, and even
though these two princesses, Persinette and Liegteve gone through a ‘marriage ceremony’
with the fathers of their children, they are pueiecause they have not gained the permission
of those in authority over them. They both finalharry the fathers of their children after many
tribulations. In these tales, tikenteusesare only recounting the realities of their time,Tauttle
recounts:
For example royal laws stretched the period ofllegaority, forcing French
young people to obtain parental approval for mggaiantil a woman reached age
twenty-five, and a man age thirty. Young adults wlaced to make marital vows
without parental permission risked being deniedr thatal family’'s money and
prestige. If a man or a woman married an underpgase without the consent of
the spouse’s parents, he or she risked prosedatioapt, or criminal seduction, a

capital offense. (15)

Even if the story tellers reflect the reality oéthepoch, this is not to say that they
approved of this law. In their tales whilst thegmancies result in punishment, the mothers are
shown to love their children, and after many yesnter into a sanctioned marriage with their
fathers. Marcelle Welch cogently argues that twthetonteusesMurat and d’Aulnoy, try to
correct the idea that women should be kept inte stamoral servitude, and that adulthood can

only be reached, sexual desire satisfied, or acledwyed by “I'ordre patriarchal [qui] sanctionne
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la consommation du désir sexuel de la jeune félesde mariage” (“Rebellion et resignation”
138). In these tales, sexual desire is clearly shand the young women who become pregnant
develop a good relationship with their lovers. Nege becomes the societal ratification by
which the errant daughter is permitted to re-emtigr the good graces of her parents, and in
doing so can provide them with an heir. The conolushust be that these marriages are devices
used by theonteusegnabling them to suggest that a woman can foretleéionship with a man,

which is durable and satisfies her emotional ne@dbput the intervention of her parents.

The difficulty in getting pregnant and the hearatis causes to both parents is a feature
of many tales, reflecting the reality of the neegtoduce an heir. Once the long-awaited
pregnancy happens, frequently the pregnant Quesorhgings, causing her to seek out the
desired food. Two stories by d’Aulnoya Biche au boisndChatte Blancheand La Force’s
Persinetteuse this trope in slightly differing ways. The @aénlLa Biche au boislesires a
child, and in her quest is taken to the fairiesdga, where the apricots and cherries are huge
and have such an exquisite taste that: “apresajrgrie en eut mangé, elle ne voulut de sa vie
en manger d’autres” (Il: 116). The Queen then séighe fairy Ecrévisse who supported her in
her desire to have a child — by not inviting hettte her daughter’'s naming ceremony— and as a
result the princess is incarcerated in a paladeonttwindows or doors to protect her from the
fairy’s curse. This mother’s enjoyment of the frelems to be natural, and although the fruit in
the garden is exceptional in itself, the behavidhe Queen is not the cause of the curse; that is
caused by her not remembering the fairy’s helfChiatte Blanch@ndPersinette however, the

punishment of the daughters is caused by the Quaeidgy. D’Aulnoy likens the cure of fruit
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in Chatte Blanchgeto the removal of a heavy and restricting dfés$sannon comments:
“Metaphorically liberated from social protocol &$rom the restrictions of an elaborate garment,
the Queen gives free reign to her sensuali®gbulous Identitie84). Certainly the satisfaction

of her overwhelming desires liberates her, ancctmparison to clothing removal underlines the

oppression that her illness has caused her.

Her daughter, the princess who becomes the whitésgaunished and shape-shifted
because she manages to exert her own free wiksrape the enclosed life planned for her by
the fairies. It is clear from thaoralité at the end oChatte Blanché¢hat d’Aulnoy regards the
behavior of the mother as the cause of her daughtesfortunes: “Pour golter de funestes fruits
/ Au pouvoir d'une fée elle la sacrifie” (1. 24Mlowever, as Seifert remarks, in thi®rale,or
concluding remarks, by d’Aulnoy, “the mother-dawegghtond resurfaces as a conflict that is
downplayed by the plot itselfFairy Tales185)}’ These pregnant women make promises to the
fairies, who grant them the desired fruit, and ttiexy renege on their promises, but their
daughters’ stories are the central core of eaeh tlaéir metamorphoses will be examined in a

subsequent chapter.

Persinettegives a slightly different interpretation of thiispe in La Force’s tale, for
instead of fruit, the Queen consort craves pardibg. exoticism of this herb is underlined by the
narrator: “en ce temps-la, le persil était treg r@m ces contrées; la fée en avait fait apporter de
Indes, et on n’edt su trouver dans tout le paysdauns son jardin” (332). In using this as a
reason for desiring it, La Force differs from Baslsource story, in which the parsley is just an

herb grown by an ogress, who only misses it becslisavas going to make a sauce with it. The

8] lui sembla qu’on lui dtait une robe fort pesagtdort dure, dont elle se sentait comme accalelégy’il avait

des endroits ou elle tenait davantagi: 220).
" Seifert does not includeersinettein the works that he considers in his study.
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reason for the Queen desiring such a rarity migggsest that she wants to have experiences
which are beyond the norm; her penchant is so gtitoat it makes her ill, to the point where she
is “méconnaissable” (331), in both mind and bodyhér husband. When she does get the
parsley she wants, she consumes it “avec avidd®1)® Persinettealso differs from

d’Aulnoy’s tales for not only does the King stelad tdesired food, but it is he who promises to
give the baby to the fairy. In this way the Kingc@mplicit in his wife’s desires, and in the fate

of his daughter.

The King, in order to assuage his unhappy wife'srés, enters the fairy’s garden by
stealth and steals the parsley from the fairy.ddisons could be interpreted as those of a
concerned husband, with a pregnant wife, seekimgscst her, but it is theft. The text hints at the
desperation in the relationship, as he attempsatisfy his wife. In the “fruit’ stories both Seife
and Tucker see a parallel to Eve and the fruihenlonging for particular food, but although the
Queen’s desire for the fruit is as strong as Esettuction, one could argue that Eve wants the
fruit for the authority that it will give her. Byicluding the King irPersinettan the obtaining of
the craved food, La Force echoes Eve’s involvero€Aidam in taking what was forbidden. It is
clear, however, that in this tale, La Force trélagspregnant mother in the same way as d’Aulnoy

does, and equally regards her desires as foblish.

Not only do the Queen’s actions affect her husb#ral; also have a bearing on her
daughter’s life. The removal of the child from Iparents, her enclosure in the tower, and her

upbringing away from the commerce of the world,ldalso indicate that this is a punishment

'8 The herb is associated with conception and childlin folklore. Medicinally it was used for stinating the
uterus, for menstrual cramps and to induce a miscg, or to dry up lactation. (S&&e Dictionary of Plant Lore
285-86). Clearly La Force could be drawing on thedBesions, but equally she may have used pargeguse
Basile’s original story did so.

¥ D’Aulnoy characterizes the queen’s craving astcédlle envie” (1I: 240).
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for the child because her mother was not satisfigldl what she had. This fairy-tale type of
mothers who crave fruit is taken to extremes is¢hales, and the consequences for a mother’s
desires can be catastrophic for her daudfit€ucker analyses the uséthe maternal cravings

in theBiche au boisandPersinetteaales, and theorizes “not only is the daughteodyb

imprinted (both literally and figuratively) with ¢hfood desired, once born she is returned to a
womb-like existence, where she is punished fontloéher’s transgressionsP(egnant Fictions
99). This removal from the world, she suggests) jgrevent the princess from copying her
mother’s faults, by marrying and becoming pregri@négnant FictionsL06). In addition to
Persinette’s sequestration, Tucker argues thaettiendicates that the mother’s consumption of
the herb has caused her daughter to be born vaittthemark, which only the fairy can help
remove (105). This interpretation, while borne byther analysis of the tale, could also be based
on a close reading of the original tale by Basilevhich the baby born to the Queen has a
parsley-shaped birthmark on her bréd8he is marked by her mother’s desires, which are
therefore shown to be excessive. Female bodiedeady necessary for the production of a
child, but in the male-centered construction ofistycthey cannot be allowed to dominate. Any
excesses in physical desire, whether caused byaneyg or by manifestations of sexuality, are
frequently punished in the tales and have consemgsdior those with whom the woman has
contact. It is noteworthy that it is two women aarthwho use this theme; as Tucker explains, by
eating large amounts of fruit, mothers increase tteances of having a gifP(egnant Fiction

85). Male authors, apart from Perrault, do not @®rspregnancies in their tales, and apart from

2 These talePersinetteandChatte Blanchén the Aarne-Thompson classification are type R MainilLe Rire
des féed 78.Chatte Blanchés also classified as type 402, because of thammafphosis of the cat. Robéss
Contes de féek9, 139.Chatte Blanchédnas the two classifications as it is a “doublétri@diatique (MainilLe Rire
des féed77) The Aarne-Thompson classification identifiasterns and tropes in folk tales.

L Jo Eldridge Carney explains how the writers ofesgeenth-century fairy tales reworked source talkesstories
which reflected their own culture. She also examinen-fictional queens, and demonstrates how lives are
reflected in the events that befall their fictiosalnterparts. She argues that a queen is a cehtradcter in the
fairy-tale world and not just an adjunct to a king.
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Choisy their explorations of sexuality concentrateeither transgressive elements (as in cross-

dressing) or their male character’s loves and dssir

Breast Feeding and Nourrices: Maternal Love

If one aspect of the reality of marriage that feagun the tales is pregnancy, and the
desire to reproduce, another aspect is the nugwfithe baby, once it is born. Normally the
parents pay wet-nurses to provide milk for the b&syTuttle recounts, “early modern
Europeans believed that sexual activity when a wowas nursing posed dangers for the infant.
Medical texts argued that sex drew blood away ftieenbreasts, diminishing the quality of the
lactating woman’s milk” (134). Therefore nurses &vhired, which enabled the mother to
resume sexual relationships, and thereby provideétessary fidelity demanded by the Church.
D’Aulnoy has two stories in which mothers breadtféeeir own child, which was very unusual
for aristocrats at this point in the seventeentitury. InLa Grenouille Bienfaisantthe Queen
has to feed Moufette, as she is alone, hidden dnwaythe world. It is possible to consider that
her isolation, and the fate inflicted on her anddeughter, are the result of her inability to
behave in a manner which would protect her chilaviRg been sent away from court for
protection from the war in the kingdom, this Queeis bored, and amuses herself by having a
carriage built and going hunting “comme une secddidae” (1I: 84). On one of her high-speed
rides, she realizes she has acted imprudently;¢eather enfant que je porte dans mon sein va
étre aussi bien que moi la victime de mon imprudé(id: 85). She and the reader interpret her
actions as reckless; they lead to imprisonmenhbydiry — who like her captive is bored by
being alone — and hopes the Queen will amuse h&6)l. One interpretation for the underlying
reason for the incarceration of the Queen, whialsesa her to assume full care of her child, is

that she took risks while pregnant. On the othadh#he child becomes a wonderful princess,
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which shows that the Queen was an excellent modineryaised a child on her own who is able
to take her place in the world. This thereforedaties the role of mothers in their children’s

development.

In contrast to this Queen, who has no choice bteédd her baby herself, lra Princesse
Carpillon the Queen elects to breastfeed her son. If Tatterharks are applied to this
relationship, then this expression of maternal loaeld also be read as a rejection of her
husband. This king, however, is older, and hisrdesi replace his unsuitable heir with his
newborn son can be read as permissive of his wiliessre to nurse and bond with the infant.
Whether the Queen would have decided to feed tite i€t were a girl is a valid consideration.
She chooses to nurse him because he is the heireapppand therefore needs more special
attention than a girl. Elisabeth Badinter in hedstof maternal love in France observes “la mére
garde ses trésors de tendresse et de fierté powisé, hériter exclusif du patrimoine ettdre
guand ses parents sont nobles” (80). Although ting Kas an older son from a previous
marriage this is this Queen’s first child, so i surprising that she is devoted to him. In
addition, the king intends to let this second chmlderit the kingdom rather than his first-born
son, which reinforces this interpretation. Evenghiace, her stepson, recognizes that the bond
created by this breastfeeding mother and her chdkles his plot to remove the baby more
difficult: “car la vigilance d’'une mére est plusagde que celle d’'une nourrice, et il est bien plus
aisé de tromper I'une que l'autre” (1l: 28). Crdigenerally consider the Queen as a loving

mother, as Anne Defrance succinctly illustrates:

Chose fort rare gu’une reine allaitant son bébéareateur en attribue le désir a
I'amour maternel. Cela laisse par conséquent s@ppge I'usage d’une nourrice

reléve d’une déficience non pas fonctionnelle @afice de lait) ni sociale
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('obéissance a la coutume en vigueur dans ledifssmobles), mais
sentimentale. De surcroit I'insuffisante protectagportée par la nourrice aux

enfants passe pour un fait acquiseq Contes de f&93)

However, if one of the reasons that the Queen @sotwsnurse her child is to protect
him, then she does not succeed. The baby is rentpyvbdr jealous stepson, and replaced by a
cat that bites her breast when she tries to feeadt she dies of the poison caused by the bite.
The real bond created by the breastfeeding uneésrtime fact that this is a worthy, loving,
mother, and emphasizes the grief and pain tha&ithg suffers, losing both his son and his wife.
Breastfeeding also occurs in a slightly earlie tay PerraultGrisélidis (1691). A consideration
of this may suggest d’Aulnoy’s attitude to this gifee. Perrault’s story is of a queen, who was
formerly a shepherdess. As such, from a pastoddraund, and therefore not from the
nobility, breastfeeding would have been considénechorm, the only way of ensuring the
survival of a child. In addition, this Queen fetfat looking after her baby in this way completes

her as a mother.

Elle voulut la nourrir: elle-méme

“Ah! dit-elle, comment m’exempter de I'emploi
Que ses cris demandent de moi

Sans une ingratitude extréme?

Par un motif de nature ennemi

Pourrais-je bien vouloir de mon enfant que j'aime

N'étre la mére qu’a demi? " (1279

% Tony Gheeraert in his edition of this contePirrault, Fénelon, Mailly, Préchac, Choisy et anomgs Contes
merveilleux Bibliothéque des génies et des fées 4. (Parismplan, 2005) gives this footnote to the word
“nourrir”. “Nourrir signifie aussi donner a tétewa enfant, I'élever jusqu’a un certain age. Unerteomeére doit
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In spite of her strong maternal love, this mothdfess because her husband is jealous of
the love she shows to their daughter, and remdwebdby from her care. The root of his
jealousy may well be that his sexual urges aresat$fied, and he wishes to be the sole object of
his wife's love. Grisélidis is held up as an exaenpl patient suffering, continuing to love,
despite her husband’s cruelty. Both Perrault ardibiioy present these women as good, loving
mothers; so why these two women are deprived obgpip®rtunity to fulfill this role is a
legitimate question. For Perrault, the emphasmithe patient suffering of his heroine.
D’Aulnoy stresses the ability of others to fill theother’s role, and shows that maternal love is
not limited to a birth mother, but can be providadd felt by others.

The death of the mother in childbirth, a realitytloé time, allows d’Aulnoy to feature
two surrogate mothers lra Princesse CarpilloA® After the removal of the baby from his
mother, he is placed in an eagle’s nest, and darday the bird, which keeps him warm and
feeds hin?* The eagle is such an effective substitute mothat,“elle le nourrit si bien que la
reine sa mére n’aurait su le nourrir mieux” (1) 3efrance comments that: “le narrateur insiste
sur la supériorité de la nourrice-animal sur larnoa humaine, n’hésitant pas a la trouver
meilleure que la reine, mere de I'enfant” (192)eTove and excellent skills of this noble bird
are further emphasized by additions to her own lfarAitter four years of carefully providing
for the prince, when she has two new eaglets t foay “sa tendresse était encore plus grande
pour le jeune prince, parce qu’'elle le voyait demlus longtemps” (lI: 33). A mother’s love
increases as she spends time with her offsprirdyttas imperial bird is an excellent surrogate

for the young prince and a model for humans.

elle-méme nourrir son enfant” écrit Furetiére. Eachoix de l'allaitement, Grisélidis témoigne emcde la piété
qui la caractérise et qui explique sa grande pedie(l27 nl).

2 For statistics on maternal mortality see Tutt@1(1

% The care given to this young prince by the ealfileles to the legend of Romulus and Remus, and liygine
upbringing.
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Once the prince is returned to civilization, anotmaternal figure takes care of him and
provides him with the emotional nurturing he negatemising: “Je I'éléverai dans son enfance
et je le chérirai comme mon propre fils” (II: 40he child is given a family in which all the
members contribute to his raising, for not onlyslbe receive a mother’s care, but also wisdom
from a father, in addition to the companionshipvad sisters. They all do a flawless job of
raising a prince who can take his place in sociBltye pastoral aspect of this familial setting has
been noted by Raymonde Robert (116) and SeiferS¢amton Enchanted Eloquenc?) who
all see it as a foil for the rich aristocratic rauidescribed. Seifert also considers the bucolic,
natural settings of stories as indicative of goptringing Fairy Tales186). The simple life,
away from court, ensures that this prince learmgpk values that are set apart from his regal
status. D’Aulnoy is advocating a natural, unfettiechildhood in which a child is given the best
of starts. This commences with the bond of a lowamth mother, it is continued by the eagle,
who gives simple protection and care, and ends tiwgHoving care of a family, whose simple
wisdom and love teach him how to behave as a atéid/man. The author favors the nurturing
of regal children away from court, and in this atller storiesl(e Prince MarcassinLa
Grenouille Bienfaisande she seems to suggest that a simple, Arcadiaptidvides for a good
upbringing. Her reasons for this attitude are reagay her more explicit criticism of the
fawning attitudes and currying of favor by coursigt Such flattery gives a royal person a false
sense of worth, and he, rarely she, becomes agatiand proud. Children benefit from the
pastoral life, where nature and simplicity andaktention of one or two parents enable the baby

to grow into a prince or princess who is not a #avindividual.

% Le Prince Marcassin is taught this lesson by hither when she criticizes his behavior, learnirag tlecause of
his position, subordinates want to gain advantagd,so are not true friends (I: 474). As Bienfatsaexplains to
the queen, the monsters in the lake of quicksihaefe been closely associated with court life: tias sur le trone,
les autres dans la confidence de leurs souveibing,méme des maitresses de quelques rois, gaiodité bien du
sang a I'Etat” (11:88-89)
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Although Perrault and d’Aulnoy explore the themenadternal love and care in these
tales, more usually the new-born female child i&gito the care of the fairies. This influence
that “good” fairies play in the role of their chagis significant. They advise parents on the
protection of their child. Sometimes they remowe ¢hild and raise him / her themselves, in an
attempt to ward off the curse uttered at the namergmony. Sometimes a nurse maid in a
family stays with the female child until she is m@adl and acts as an advisor and companion to
the young princess. In La Forc&/ert et Bleuhe fairy hides her daughter on a cloud with her
nursemaid and four princesses the same age as$fhanskeprovides her with a vell of illusion so
that she cannot be seen if she wants to amusdfrmrssarth. Generally nursemaids are
dedicated to their charges, and serve them with &owd devotion, treating them as if they were
their own children. These magical beings make thakthe young princess has all that she
needs, but they frequently advise her parentsubtsér away for her protectidi:The parents of
Princesse Rosette, who are warned by the fairgsstie will cause the deaths of her older

brothers, sequester her to safeguard them.

The fairies provide amusement and training in fens&ills to those who are given into
their care. As with the eagle that provides food sinelter, the new-born must have the basic
necessities for survival. lna Princesse Printanierghe choice of a wet nurse is very important
to the royal couple; who want their much desireitldo have an excellent start in life,
particularly as all their other offspring have diadnfancy. D’Aulnoy underlines the realities of
life for aristocratic mothers, the necessity forhair and raises the specter of infant mortality.

The king and queen are angry that their childreninfancy, particularly as “ils avaient des

% Princess Printaniére, Désirdiche au Boij Chatte blanche, Peine perdue, and Persinetiilasieut up in
towers when very young to protect them from thesewf malevolent fairies. Philonic&yrannie des fées détrujte
and Heureuse Peine are both locked away at thefdgeyears old, presumably before puberty, to @nétheir
being able to act on their burgeoning sexuality.
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biens de reste, il ne leur manquait que des erifdn®47). The subtly ironic treatment of this

issue prevents it from becoming too grim.

Instead, d’Aulnoy’s gaze moves to practical issaesl, the joy of having a much wanted
child. After five years of infertility, the Queepeands her pregnancy planning everything “pour
conserver la vie a la petite creature qu’elle desnaoir” (I: 247). One of her most important
decisions is the selection of a wet nurse to pm child with milk. Several possible
surrogates come to be considered for the job, badom is the epitome of ugliness and
deformity, and is nursing “un petit magot de sinfje248). Amy Vanderlyn DeGraff in her
psychological analysis of the tales observes ttiatfémale “represents a degraded form of life
closely related to the subhuman and the purely madit¢18). DeGraff analyses the physical
description of the fairy and notes that her humipictv forces her to look down, is the “perfect
symbol of spiritual deformity” since she is “unalbtestand erect and face the heavens”, and that
“clearly the creature’s blackness is also meairnfay that she is of diabolical nature (Satan is
also known as the Prince of Darkness)” (19). It thayhat d’Aulnoy meant to give a
personification of evil to this nursemaid; but #és no doubting her ugliness, and her feral, non-
human aspect, underlined by her nursing an uglykexarShe is summarily rejected by the
Queen. All the other nursemaids are healthy, aheltaldo the job: they are admired for “leur
teint frais, leurs belles dents et leur sein rerdplbon lait” (1: 248).When the queen selects her
surrogate, the first two are killed; one by a snaike, another by a turtle dropped on her head by
an eagle, and the third is blinded in one eye thoeny branch. These events are caused by the
rejected nurse. Defrance, in a psychological imegtion to the fate of these three nursemaids,

remarks:
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Dans la symbolique freudienne, pied, téte et oertespondent au sexe de
’lhomme. La valeur symbolique des trois agressesiglaire:

1. La pigUre au pied par un serpent est symboligu&ade sexuel.

2. La téte cassée est symbole de castration.

3. L'ceil crevé par une épine est symbole de I'acteisksuivi de castration.
(Les Contes de féd91)

This may be a valid interpretation of the symbolshthe attacks on these women, but a
logical point is to ask who fears castration. Iffifaace is correct, rather than a direct assault on
the women, who are mothers themselves, and thueshe sexual relations, the attacks are
really acts of vengeance on the king who had playgde on the ugly fairy, putting “dsoufre
dans son potage” (I: 248) There is no evidence in the story that the wesesihave damaged
their husbands or sexual partners, physically eemtise, but Defrance’s interpretation indicates
the real reason for the hatred and desire for \eamgge the rejected fairy desires the king. Thus
this is a symbolic castration of the fairy, wholtegegraded and marginalized by her treatment.
This interpretation is also borne out by Tuckerialgsis of the fairy’s descent down the
chimney to enter the meeting held by the monardttstiveir advisors. She explains: “The
witch-fairy’s penetration of the enclosed familyasp through the chimney is not unlike that of
the child through the birth canal. Symbolicallyeth the fairy and her “surrogate” child are
united, and the child’s fate will suffer for itP(egnant Fiction$8). The fairy’s acts therefore
have consequences not only for the healthy nunsesal$o for the child. The fainpserts herself
into the intimacy of this family, and revenges ledfren them, and the parents can only protect

their daughter by shutting her away in darknesswenty years, surrounded by women. Her re-

27 Sulfur was used as a punishment for wickedne#i®imible, from which | infer that the king recoged the
fairy’s innate wickedness. (see Gen. 19.24, PS,, 1uke 17.29).
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admittance into the real world will come when sharmes the man her parents choose for her.
Her boredom and frustration caused by the lifelssebeen forced to live make her rebel and
run off with the ambassador; in spite of her pag'emest efforts to protect their child, the girl's
desire to be free causes the breaking of the grotegust before the allotted time is up. Thigis
leitmotif in many of the tales, and reflects theistal sequestration and lack of freedom that
young women endured. There is a certain ironyéncilivse placed on the child that forces her
isolation from the world, in an attempt to save. fidre fairy’s curse is in fact fulfilled, since
such an incarceration could be interpreted as tortusie. Even allowing for this more benign

interpretation of the parents’ actions, the badyfaiumphs, because the girl rebels.

Whereas d’Aulnoy scrutinizes the lust that afféhts provision of a nurse, Préchat®
Reine des Féesxplores the financial realities of the servamiéen dynamic. This nursemaid is
a companion and advisor to her adult charge; stsef@cher own benefit, and not for her
mistress. King Guillemot has arranged his marrtagdrraca, and all the ceremonies have taken
place, with the ambassador as his praXyaca is expected to traviel his country, but her pride
and new status as queen cause her to dissengfaise Her nurse encourages her refusal to
acquiesce to the King's demand, and this statéfaifs goes on for more than a year. The
nursemaid is categorized as “méchante” (732), hadharrator makes it clear that the motivation
for her intervention is greed. She has receivedudayprésent” (732) from the king. Since the
count of Urgel, Urraca’s rejected suitor, “contifitaujours a accabler la nourrice de présents
(732) he expects to be successful in his questitoarcess to the princess, because of “l'avarice
de lartificieuse nourrice” (732). Having given tharsemaid gold which makes her “éblouie par
un si riche présent” (733), this woman allows hinmbodwink her mistress, pretending that he is

the King in disguise, who has come to meet hisebrks a result, Urraca becomes pregnant, and
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has a baby girl. Queen Urraca decides to feeddi®y berself, because: “[elle] craint [gnait] que
si elle sucait le lait d’'une nourrice ordinairdeete prit aussi les mauvaises inclinations qu’elle
pourrait avoir” (734). This queen is still far framumility; she believes that her baby will be
adversely affected by the milk of a less highlykashwoman than herself. Her decision might
appear reasonable, since she has directly withégsgdher own nursemaid has behaved, but it
also indicates that her experiences have not tehgghto be unassuming. She believes that her
rank places her above other women and she aatsliae what she wants. The narrator recounts
that her sole reason for marrying was becauseesinetlfrom the stars —she is an accomplished
astrologer — that she would give birth to “une peisse toute parfaite” (732). Her only interest is
her child, and although she is proved innocenh@&matter of her unfaithfulness, the shame of
her experience makes her retire from court, teeraes daughter with the help of a fairy. When
her daughter is taken away, she dies. In this tlepiof obsessive motherhood, together with its
portrait of a companion who does not protect, itdys her mistress for her own ends, Préchac
describes women who have strong desires and abtam what they want; they are not

altruistic, but self-serving.

Nurses had a great influence on the child, sineg tiere with her from birth and acted
as surrogate parents, looking after and advisiag tharge until she was given into the care of a
husband. The child’s life can be impacted eithethigyfaults of their human nurses or by malign
influences from a parent’s past. Thus by explotihmmaternal bond, either by showing what
good mothers can do, or by giving examples of thgdity of these women, the story tellers
indicate how they envisage the role of motherschild’s upbringing. They scrutinize this facet
of a woman'’s life further by placing supernaturairtys, fairies, in this job, so that they may

explore in greater depth the influences of those might raise a child.
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Fairies: Benign or Malign Substitutes for a Mother

The marvelous creatures that inhabit the talesloMeave an impact on the fate of the
newborn, particularly when they are malevolent. ldamurses are portrayed as fallible, but
“bad” fairies epitomize the worse aspects of fenmalture Fairies are frequently at the naming

ceremony of the new-born child, endowing her wiftsgas Jack Zipes points out:

Fairies do more than attend the birth scene; thsey@chestrate every
stage of reproduction. They predict conception #rahgry, cast spells of
infertility. They determine the circumstances antcome of pregnancy by
providing — or withholding — aid to the mother-te:lf-ollowing labor, they attend
to the needs of the newborn and dictate the chidth in life through their gifts,
beneficent or malevolent. And, in true fairy-tadeshion, woe to those who forget
or refuse to offer adequate compensation to thiegaicontributions to these rites

of child birth. (rresistible Fairy Talel8)

Rather than the fairies directing the child’s pifough life, it would appear that they
endow the child with gifts that enhance its exgtgoodness. In addition they frequently have to
mitigate the wrongdoings of their sister fairiesr hen a pact is made with the fairies, humans
must abide by its terms, since as the fairy in @hBlanche points out, if “vous avez irrité mes
sceurs, elles ont autant de pouvoir que moi et MeNMOUS agissons les unes contre les autres”
(I1: 225). If a curse is laid on a baby, fairieswoat undo it, but usually they are able to temfser i
effects. They might try to persuade their iratéesisf the need to forgive the erroneous human
who has unwittingly insulted them. lra Biche au boishe other fairies, fearing the fée de la
Fontaine’s anger, flatter her in an attempt toesofier reaction: “Ma chére sceur, lui disaient-

elles, que Votre Altesse ne soit point fachée eoutre reine qui n’a jamais eu dessein de vous
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déplaire, quittez de grace cette figure d’écrevifgites que nous vous voyions avec tous vos
charmes” (Il: 119). This compliment has the dese#dct, and the fairy softens the punishment
she was going to give. The fairies, caricaturetheir human equivalents, reflect their enjoyment
of compliments, the sense of their own staturemety, and their worth.

Although some fairies can be persuaded that teaitions are excessive, and temper the
punishment, others are plainly menacing, and moustr~airy Lionnel(a Grenouille
Bienfaisantgfirst appears as a giant to terrify the Queenelbffered money and even half a
kingdom to set her captive free, Lionne retorts:sjis suffisamment riche, il m’ennuyait depuis
qguelgue temps d’étre seule, tu as de I'esprit,-paetque tu me divertiras” (lI: 86). D’Aulnoy,
as Jasmin points out, always respectdthaséancesut she adds that there is “une veine de
cruauté” (650) running throughout her work, thatigst frequently embodied in females, and
often in malevolent fairies. Lionne, like other eftairies, sets the hapless Queen tasks; the first
to make “un paté de mouches” (ll: 87). Knowing timathe grotto where they are such a task
will be essentially impossible, Lionne is surpriselden the Queen cooks offeThis is done
with the support of Grenouille Bienfaisankowever, such a fulfillment of her task does not
make Lionne any less disagreeable. Her next demsaafouquet of the rarest flowers, which
the Queen gets with the aid of a bat (ll: 91-929nhe is again astonished that her tasks have
been completed; simply using the trope of the wsueable demand. A further consideration is
why she desired these things. It could be arguatdhttr selection of food, made of flies, is there
to emphasize that she is an animal. However, tb&elof a pastry (no matter that it is filled
with flies) and flowers, might indicate that shelesirous of a world that is richer and more

sophisticated; she wants to be pampered, and halverate dishes, and ornamentation. It is

2 Furetiére notes fof pasté: piéce de four faite de viande cuite hachée, miéks, et enfermée avec plusieurs
beatilles ou assaisonnemens dans de la pateg(lIG&).
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possible that she asks the Queen to provide thexsube she wants to attain a lifestyle which

has regal overtones.

A more credible assertion, in view of her chargateuld be that the tasks she sets the
Queen are impossible to achieve; they could nabbepleted without Grenouille’s intervention.
The motivation behind these requests is one ofitgrueer reaction to the Queen’s protest about
making the pastry is “impitoyable” (Il: 88), andesthreatens to beat her captive if she does not
get the flowers (II: 91). As well as assigning wbah be regarded as domestic or home-making
duties, Lionne also shows a savage aspect to neommdity when the Queen gives biriihe
narrator explains: “la reine, avec bien de la peibént permission de la fée Lionne de la nourrir;
car elle avait grande envie de la manger, tanttie féroce et barbare” (1l: 94). This fairy
seems to exhibit all the animal nature that heranauggests, living to satisfy basic needs, but
without the higher emotions that humanity wouldegher. It is Moufette’s charms which tame
her a little; she is sufficiently “apprivoisée” (B5) to permit the Queen and princess to go
hunting. Her motivation is in no way altruistic;rreaptives may enjoy the fresh air and sunlight
that release from their underground prison givesithbut they are freed on condition that they
give Lionne all they catch in the hunt. Lionne’si@ity and savage nature are the antithesis of the

sweet nature of the child and her mother.

Her cruel treatment may also been seen as a puergHor the Queen who did not wish
to stay in the castle provided for her by her hasb&hus the life that Lionne forces her to live
might be seen as a condemnation of her inabiligettle into domesticity, and Lionne represents
the repressive element of society that wished tdite women. To rebut this belief, the narrator
reveals that it is the Queen’s isolation, her safp@m from her husband, and the wilderness in

which she finds herself (II: 83-84) that causeriestlessness. D’Aulnoy further underlines that
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she is not condemning the Queen, first by the wtrdsGrenouille says to the king, when
instructing him that he must rescue her — “ellard tle mérite” (1l: 98) — and by tmeoralitéin
which she notes the Queen was “au milieu des haridun infernal séjour”, and rescued from
“la Lionne cruelle” (II: 112). The queen’s remo¥edm her husband’s side, her ability to endure
her suffering, as well as the love that the spogkesy to each other are the most important

elements in this tale.

Fairy Magotine appears lre Serpentin verthe Queen forgot to invite her to the
naming-ceremony feast, and has no gift for her. dfiag refuses the gifts that are hastily got for
her, as she states “je venais seulement pour Moiius aviez pensé a moi, vous m’avez fort
négligée” (I: 632), and so curses one of the twid&tre parfaite en laideur” (I: 632). In her
passage to adulthood, Laideronnette is imprisoydtidfairy, and given three tasks: to wear
tight iron shoes, to spin cobwebs, and then to nmake from the thread she spun. This pattern of
three tasks recalls the tasks given to Gracieus@rbgnon, and is a trope in fairy taf@sThe
number could allude to the three temptations oisthand suggests a struggle against, and
overcoming, evil (Luke 4.1-33In La Force’s storyPlus Belle que Fédhe heroine similarly
has three tasks. The first two are: to clean te aa&o which she is placed of spiders’ webs, and
to fetch the water of immortality from a high moaint, which can be regarded as domestic
chores. The task of obtaining the water is furtt@enplicated by the fact that Plus Belle que fée
is to fly to the summit of the mountain (again #insaon to Christ and the pinnacle of the
temple, Matt. 4.5), and is given wax and feath@rsnake the wings, the hope being that “elle se
perdit comme un autre Icare” (316). Her third testo catch a doe with silver hooves. Although

this doe is a fairy queen who has been metamorphesbke can only be freed from her

% The tasks given to Gracieuse will be further exadiin the following part of the chapter: “Step-grats and
Mothers-in-law”.
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enchantment by a beautiful girl chasing her fordays. Those who have tried have never been
heard of again, and the task is seen to lead te fyemte assurée” (323). The reason for Plus
Belle que Fée’s tasks is quite clearly expressiéd:y eut rien que [les feés] ne pensassent pour
se venger de I'orgueil de son nom, et pour détmuire beauté qui leur causait tant de jalousie”
(309). Whatever the reason for their punishmehtstasks that Laideronnette, Gracieuse, and

Plus Belle que Fée are given are difficult and tiépe, and of impossible scale.

Laideronnette receives a further punishment forcheiosity, once she has declared her
love to Serpentin Vert, and asked his forgiven8b®. is sent to get the water of discretion in a
broken pitcher, with the millstone tied round heck Patricia Hannon notes: “the aggressive
dimension involved in domestic oppression cannanbee forcefully rendered. Symbolizing the
futility of the never accomplished, always renevedsehold task, the iron shoes, millstone and
pierced jug recreate the domestic ‘prisons’ imagjiibg the century’s prescriptive literature on
women” Fabulous Identitied13). This conclusion by Hannon is equally apiedo the other
two tales, where the excessive chores would be ssiple without a fairy’s help to complete
them. Laideronnette asks for, and obtains, thg faiotectrice’s support, but with a stark
reminder that all this is “le juste paiement dergdatale curiosité, ne vous plaignez qu’a vous-
méme de I'état ou Magotine vous réduit” (I: 65@irkes might want to aid their tormented
protégées, but that does not stop them from beanegtdand truthful, pointing out the mistakes
that the young women make, particularly when thesequences of their actions affect others.

As well as gaining the support of fairies when sagke given them, princesses get aid
from others. Fairy Tigrine iha Princesse Aimonette described as “malicieuse et implacable
guand on s’opposait a ses volontés” (852). Her wggh marry Lohier, Aimonette’s lover.

Aimonette is helped by her dog, which has been amteld, and cannot be affected by the fairy’s
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spells. In a comic scene, the dog smells the iblstigrine because “les fées ont beau se
parfumer, elles exhalent un godQt infernal, qu’etleatractent avec leurs démons” (856). The
faithful dog aids the princess, and as a foil ®fthiry, as Preyat succinctly comments, Choisy
“réduisit ces créatures fantastiques a I'impuissaad’instar de la colérique Tigrine dont la
passion malsaine pour un humain confinait au ridiadans I'atmosphére médiévale de

I'Histoire de la princesse Aimonett299). La Force’s Plus Belle que fée also conmgsdier

tasks, assisted not by an animal but by the sdmiopersecutor. This nemesis is the queen of the
fairies but “n’était pas une de ces bonnes fédssant les protectrices de la vertu et qui ne se
plaisent qu’a bien faire. Aprés le cours de plusiaiecles, elle était parvenue a la royauté par
son grand savoir, et par son artifice” (309). Notyas she not a good fairy, but her sovereignty
is also subtly critiqued. She rules, not by righbioth or by her regal attributes, but by her
knowledge, and her skill. The word ‘artifice’ isfoleed by Furetiére first as “adresse, industrie de
faire des choses avec beaucoup de subtilité etédaytion”, second as “fraude, déguisement,
mauvaise finesse” (I, sig. Q3Thus her reign at best can either be interpraseone in which

she manipulates events by careful managementvaorat she is duplicitous. This portrait of a
gueen is unusual in the tales, as usually thepateayed as spouses and mothers, but not as
regnant queens. Rather than directly attackingrtbearch, La Force may be using a queen to
guestion the abuse of power. She may also be makiraiplique commentary on women at court
who were able to influence events by their wildbeathan their position. Even if the portrait of

this queen is not of a real person, it is clear fiea character is not admirable.

Whereas Nabote is not punished when Désirs repa@ingowers, others acknowledge
their errors and try to make amends for them. By fvho helped Duchess Grognon to

persecute Gracieuse recognizes her unjust treataraht'elle chercherait les moyens de réparer
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les maux qu’elle lui avait fait souffrir” (I: 139%he leaves the feast immediately for the King’s
palace, where “elle chercha Grognon, et lui tdeditou sans que ses gardes ni ses femmes I'en
pussent empécher” (I: 139). Once a wrong is redJigestice is swift, and brutal. D’Auneuil also
has the fairies repent of their cruelty, and ingestinLa Tyrannie des fées détruiteghich was
published much later than the otltentesin 1702. In this story, the power of the fairies
removed, and they are made to work filling the layic system for the fountains of Versailles
at Marly Contesed. Robert 530 note 1). This punishment is fousttes maux que vous avez
infligés a tant d’illustres malheureux” (549), dnmecause they have used their powers to oppress
them (549). If fairies are understood to be exagger symbols for human failings — in the same
way as figures in a tragedy embody extremes— antsly, these vices lead to exclusion or
death. Sometimes, as with d’Auneuil, their punishimg tinged with an ironic smile; how fitting
that the disenfranchised fairies should be mageduide the means to serve the King’'s

marvelous designs for his chateau.

Step-Parents and Mothers in Law

Fairies are not the only beings who might be inedlin the raising of a child. The death
of the mother shortly after the birth of the lornvgadted child, underlining the reality of the
dangers of childbirth for seventeenth-century wonsemetimes results in a remarriage. This
allows the appearance of the binary characterizatiaghe stepmother. PerraulCendrillon
gives a picture of an imperious stepmother, whesher stepdaughter because she is “d'une
douceur et d’une bonté sans exemple; elle tenktdsesa meére, qui était la meilleure femme du
monde” (223).An altruistic and loving stepmotheaigare creature in the magical world; more
frequently the stepmother is the diametric oppaditie birth mother. Her intentions are to

either gain precedence for herself, or for her ahifd. D’Aulnoy deals with this phenomenon in
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two tales. InGracieuse et Percinetluchess Grognon states unequivocally “je veuxIléatr
maitresse de votre fille [...] qu’elle dépend entigeat de moi” (I: 115). Ih.’Oiseau bleuthe
new Queen consort favors her own daughter ovestepdaughter, and treats her cruelly. The
two girls find their fathers have chosen secondesiwho are the complete opposites of their
birth mothers. Seifert remarks: “In each of theded the narrator takes particular delight in
describing the horrible ugliness and corruptiothef stepmother and her daughter, who of
course are the perfect antitheses of the incompab&lautiful and kind heroine and at least

implicitly, her deceased motherZ&iry Tales183)°

This dichotomy is perfectly illustrated Bracieuse et PercineGrognon is described by
Gracieuse’s infatuated father as “une colombe”cietsse sees her as “plutét une chouette” (I:
115). Grognon, having decided to punish her stegiatay, enlists a fairy to aid her: “je veux la
faire souffrir et lui donner toujours des ouvragdgciles, dont elle ne puisse venir a bout, afin
de la pouvoir rouer de coups sans qu’elle aitdiews’en plaindre; aidez-moi a lui trouver chaque
jour de nouvelles peines” (1: 131). David Adamssigers that Grognon’s cruelty “in which she
exults in the flaying of Gracieuse by four furig¢6), demonstrates d’Aulnoy’s realism, and also
the things she witnessed at the court of Spain evtsdre had seen barbarities such as burning
live of heretics” (16). While there may be no dewythe truth of d’Aulnoy’s experiences, her
inclusion of acts of persecution demonstrate taprapther’s desire to wield dominance, and
power, which may be motivated by feelings of inadexy and inferiority. In botksracieuse et
PercinetandL’Oiseau bleuthe inescapable truth is that both Grognon andtdnne’s mothers
are deficient. Their characters are unpleasany,dhe physically unattractive, and they embody

vices, in complete opposition to the virtuous, higalprincesses to whom they are now related.

%0 Seifert includes.a Biche au boisn this comment, but in this tale it is more thelevolence of jealous servants
(Longue-Epine) and rejected suitors (I'Ethiopientialt cause the princess’s downfall.
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With the assistance of the fairy, Grognon givesehasks to Gracieuse, to unravel a
massive skein of tangled thread (1: 131-32), toatarrel of a wide variety of birds’ feathers
into individual species (1: 133-34), and to takeoa, which she must not open, to Grognon’s
castle (1. 135). Gracieuse manages to complete thsks with Percinet’s help. Mainil indicates
that Grognon is consumed with “la jalousie, souted¢ous les maux de la princesseg (ire des
féesl131), but although Gracieuse is more beautifillesk and regal in her bearing, she is not
presented as perfect. She cannot resist showingathe curiosity as Laideronnette shows, and
opens the box which she was told not to. The carsszps are not too dire, it contains dancers
and musicians; she has not opened Pandora’s Behwhieashes evil on the world, but the
inference is ther& Jasmin clarifies this in her edition of tBentes remarking that “ouvrir une
boite, c’est toujours prendre un risque” (I: 13%en®3). Jasmin goes further in her analysis of
this box, noting: “Ouvrir une boite fermée en phd'satiation sexuelle comme c’est ici le cas
de 'héroine, n’a rien d’'innocent si I'on se réferéinterprétation de Freud, y voyant une
représentation du corps féminin” (I: 135 note 3&smin’'s comments are interesting, and there
is clearly an element of risk, and inevitabilitythre temptation to do what is expressly forbidden.
Parents and psychologists know that children aneraldy curious, and will inevitably do what is
prohibited, which is why her stepmother forbadedizase to open the box. Yet this Freudian
interpretation would not seem to fit the circumses It is clear that this young woman is
attracted to Percinet, she is described as beiag ifpdifférente” (I: 137), but since it is not the
young man who gives the box to her, nor are itderds damaging, in this instance, d’Aulnoy is

again using the trope of Psyche’s curiosity — Peyadnnot resist looking at her husband’s body,

31 See Jan N. Bremmer’s “Pandora or the CreationGregek Eve” for a full examination of the originsda
meanings of the myth.



53

even though forbidden to do so, which has becometanymy for the insatiable desire to know
of women — but this time it is used to humoroudecif

In contrast to this tale, where the stepmother sdenconsider her stepdaughter as a
rival, othercontesdeal with blended families. Both L'Héritier andAdilnoy write of a re-
marriage involving a stepsist&rin Les Enchantements de I'éloquenicéiéritier's heroine is
certainly beautiful, but the emphasis is more anititellectual differences between Blanche, her
stepsister, and her stepmother. The narrator poirtthat the stepmother “avait donné a sa fille
une éducation pareille a celle qu’elle avait etisadfille étant d’'un caractere rude et fort propre
a recevoir des impressions grossiéres, il n'estque pas possible de voir deux personnes plus
populaires et plus rustiques qu’elles étaient” (Blanche loves to read, and when she is
discovered by her stepmother, who can barely meadling a novel, she is accused of reading a
love story in secret. Blanche’s father, unusuallyd father with a second wife in the tales,
defends his daughter, and lauds her reading ifotleeving manner: “L’histoire peint les
hommes comme ils sont, et les romans les reprégdpte qu'’ils devraient étre, et semblent par-
la les engager d’aspirer a la perfection” (R¢ading is a means of improvemearidBlanche
learns to express herself with “une politesse @&he.. on ne peut pas s’exprimer avec plus
d’agrément et plus de justesse gu’elle faisait) (Certainly this ability leads to her marriage,
and despite the tasks that she is set by her stepmshe is able to charm, and win her prince.
Clearly, theconteusas also promoting the very task in which she igaged, and so there is a

vested interest in having such a panegyric to #stime of reading literature.

As well as stepmothers who replace mothers, sontkermare displaced by the marriage

of their son. Blondine encounters a particulariiois mother-in-law ifBelle-Etoile.She is

32 D’Aulnoy’s tale isL'Oiseau bleu She also emphasizes the differences in beautly,fysical and in character,
between the two stepsisters.
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described as “la plus cruelle de toutes les femetds, plus emportée. Quand elle sut que son
fils s’était marié sans sa participation, et suréoune fille d’'une naissance si obscure, et que le
prince en avait fait autant, elle entra dans ulhe ¢elére, qu’elle effraya toute la cour” (ll: 376
She does not consider the harm her actions migisiecer son, but is determined to rid the court
of her daughter-in-law, attempting to have her dcidren murdered twice, once when they

are babies, and again when they are adults andhrtetthe court. This may be because she
wants to retain her supremacy, which she will pbiyp#ose given her new status as dowager
gueen. This supposition is borne out by the effputsinto persuading her son to re-marry, “que
la reine-mere et ses sujets I'ayant fortement praks’était résolu a épouser une princesse de sa
Cour” (Il: 424). Since, as we have already seearyne in the court is terrified of the dowager,

this princess will doubtless be under her influeacd governance.

Chaste Until Marriage

A seventeenth-century girl-child did not often es@ece an independent life, with
choices and freedonshe was under the tutelage of her father, wharigtocratic circles
particularly, decided who she would marry. In tlase of royalty, these arranged marriages were
for reasons of state, and even the King’s sistedsdaughters were not exempt from a marriage
to create alliances which were advantageous tocErdviany tales illustrate these demands on a
girl, and they differ according to the degree tachithe father is autocratic, and therefore does
not countenance any opposition to his will. Someeetional fathers are delighted to let their
daughters choose their spouse freely. In addibarhbosing a husband, the necessity for the
bride being chaste, a virgin, until her weddin§régjuently underlined in the tales. Two
particular instances demonstrate this neetlelauphin Livorette goes through a ‘wedding’ to

the canary Bibi which is sanctioned, and witnedseter parents. When her engagement to the
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canary is announced, her ladies-in-waiting are ahlry her “parfaite innocence” (Il: 518); she
has no understanding of what marriage and a selagion entail. Since the canary returns to

human form at night, and having slept with the ntha,princess becomes pregnant.

Livorette suffers, and is unwell, throughout hezgorancy. This is unusual in the stories:
many women have difficulty in getting pregnant, their pregnancies, apart from cravings, are
uneventful. The difficulties that Livorette suffargy be a literary device to enable the
revelation of her state, or there may be an unohgyignoral here, to discourage young women
readers from following her example. The countrytdowho is summoned to her side diagnoses
her pregnancy. The innocence of the princess, ltegetith the care and supervision, given by
the courtiers — she has not been left alone wittaa — do not make the court suspect that the
cause of her ailment is pregnancy. The only peaple suspect the truth are the doctor and
Alidor. When the baby is born, the reaction of fagher is condemnatory in the extreme; he
wishes to have her thrown off a high peak, withliaby. It is only the intervention of the Queen,
Livorette’s mother, which spares her this fate. &ithweless, the King is determined to exact
retribution, as the narrator states: “il fallait sang pour laver une tache si honteuse dans leur
maison” (Il: 525). The investment that the kinggaa in the chastity of her daughter, and his
inability to marry her advantageously since shehaba child, produces an extreme reaction in
this father. His daughter is shut up in a toweilthé baby is born, since she will not confess
who the father is (she cannot, as she does not)krama the child is used to reveal who his
father is. Once the parentage is known, Livorétée,baby, and Alidor are put into a barrel, with
“un pot plein de lait, une bouteille de vin, durgaand “le roi ordonna de les jeter ainsi au fond
de la mer” (Il: 527). The sacramental and sacsfioature of the food provided for the adults

cannot be overlooked (bread and wine), as thisnresat is going to end in their death. If not for
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the dolphin, they would have drowned. The coupl§ anhieves happiness and a married life
together once the princess gains forgiveness fremparents and recognition of her innocence in

the pregnancy.

In another talel.’Adroite princessea father has his daughters locked up in a towelewhi
he goes off to fight a war. This king has two ftmes daughters whose basic characters are
demonstrated by their names, Nonchalante and Badsl) and a third daughter, Finette, the
youngest, who is bright and accomplished. As migghéxpected, the two foolish daughters, who
are bored, and unable to amuse themselves inwer,tare seduced by a roving prince and
become pregnant. To ensure their chastity, duns@lhsence, their father gave them a distaff
made of glass. The distaff, a traditional symbdiesfininity deriving from the fact that women
used this in their homes to spin yarn, shows tiafather intends that his daughters should
conform to their female rof& There is also an allusion to the Fates, who usdistaff to spin
thread, either white or black, for the outcome pkason’s life** Patricia Hannon also comments
on this use of weaving in d’Aulnoy’s storfyinette Cendronwhen the Queen offers to weave
nets for the king so that he may catch birds fodfavhich Hannon remarks, “is associated with
both women’s tasks and with the Fatesq Parqueswho preside over man’s destiny”
(Fabulous Identitied42)3 Whereas in D’Aulnoy’s tale, the Queen consortdstmlling the

fate of the King, and of the kingdom, as Hannorgests, in L'Héritier’s tale, the use of the

% There is also an allusion to women telling stori¢arries comments, using an analysis of a wooidctite
Frontispiece to Perrault’s tales, which depictsceman who is “simultaneously spinning and tellingtary,

spinning wool or flax and ‘spinning a yarnTice upon a Timd7). This metaphorical use recalls the work of the
conteusedn creating their tales, and also brings to mimeltoots of these tales, based in folklore, andatgul by
women to their charges.

3 Furetiére: ‘filer’ “les Parques employaient surguenouille de la laine blanche pour filer une leingue et
heureuse; et de la laine noire pour filer une vierte et malheureuse” (I, sig. B3

% The Queen not only directs the King in how he $héead his life, but also decided that their daeghmust be
removed, as they will be a drain on their resourédtbough the King is sad to lose his daughtedspm he loves,

“la reine était la maitresse” (461).
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glass distaff suggests that the young women haieftite in their own hands. The glass distaff
will break if they have sexual relations, an indiga of the rupture of the hymen, and their loss
of virginity. If, like Finette, they resist the aalvces of the male, they will remain in control of
their lives. When their father comes back, in a edim scene, they share the one remaining
distaff, that of Finette, to try and hoodwink thiather into thinking that they are all still whole
Their deception is revealed, and the two sistexgasen into the care of a fairy, who makes
them use their time working “aux travaux les plussgiers et les plus vils; et sans égard pour
leur teint, elle les envoya cueillir des pois daes jardins et en arracher les mauvaises herbes”
(110). The reference to weeds makes an allusitimet®arable of the Sower (Matt. 13), in which
good seed is choked by the weeds that grow upsiBters can be seen as bad seed, in that they
do not fulfill any useful role in society, and aitigh there is an attempt to rehabilitate them,
their basic weak characters cannot be overconmntiteworthy that although the babies have
been returned to their father’s court by Finette] therefore there is no physical evidence of the
princesses’ loss of virginity, the King knows oéthloss of virtue because of the broken distaffs,
and has them removed from his court. The brokeafflishows that they have not fulfilled their
role as daughters, and disobeyed their fatheromtrast, Finette, who is only given the same
treatment as her sisters, because the king wishesat them in the same way “pour faire tout
égal” (97), receives love and advice from bothfadrer and the fairy. She is able to defeat not

only the seducer of her sisters, but also to semwiguous husband for herself.

Filial Obedience
Once the girl reaches marriageable age, she agbtuit to her parents’ choice of
spouse. In the real world, daughters generally@edetheir parent’s selection. In the tales,

women step into a magical world, in which they thie arbiters of their fates. Some, like Babiole
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and La Chatte blanche, run away to avoid theiruggdijon. Some relationships between
daughters and their fathers raise questions ahewgpropriateness of the bond. In particular, in
d’Aulnoy’s taleLe Moutonthe affinity between the king and Merveilleuse r@aghes a rapport
which goes beyond that of a normal father / daugftee King is more affectionate to his
youngest daughter to whom he gives “plus de casegsaux autres” (I: 422). Angered by his
erroneous perception of her designs on his thrioa@|ots her death. When she returns to the
palace incognito for her eldest sister’'s weddimg, slips away before the end of the ceremonies.
Her father, however, is captivated by her beautg.rbi qui avait espéré de la rejoindre et qui
bralait de la connaitre, fut au désespoir de ne lalwoir; il ordonna absolument que, si jamais
elle revenait, on fermat toutes les portes sur etlgu’on la retint” (I: 440).The use of the word
bruslerindicates a strong feeling for this woman, andféoe that he then gives orders that she
should not be allowed to depart the next time sigsy gives an impression of a man whose
passions rule him, and who is not prepared to Wertied in his desire$.When she does return
for her second sister’'s wedding — as Merveilleuse floretold in her dream — he pours water

from a ewer, so that she may wash her hands. Defriaterprets this in the following manner:

Par-dela le fait que la toilette entraine la repméstion d’'un corps dénude,
I'aspect provocateur que contient le récit du r@een pere est renforcé par la
symbolique des gestes de la toilette, qui impliglefrottement, I'intervention
de I'élément liquide. A cela la symbolique freudieme manquerait pas de

donner un sens sexudleg Contes de FéE462)

D’Aulnoy’s choice of vocabulary and imagery certgiauggests elements in the father /

daughter relationship which are excessive. For8eifh Peau d’AneandLe Mouton “fathers

% Furetiére: ‘brusler’ “étre agité par une violeptssion d’amour, d’ambition, de désir, d'impatiéh@esig. LI3).



59

are potential seducers, a phenomenon Freud exp@laiagirl’s own desire for her fatheFgiry
Tales163). But there is also a questioning of Mervesle's desires. The crowning of her as
gueen regnant, to his king, and the abandonmemrgbromise to return to Mouton — “elle
s’oubliait aupres du roi et de ses sceurs” (I: 44@hows that the daughter has her own
aspirations. Elizabeth Harries points out that “Didoy deliberately thwarts our narrative desire
for the expected ending [...] her heroine, “MerveaiBe” in every other respect, does not return
in time and fails as agent of transformation” (“Mince of the Lambs” 58). It is clear at the
beginning of Merveilleuse’s stay with Mouton, skendt happy; she states: “je ne suis pas
accoutumeée a vivre avec les morts et avec les msupoi parlent. Tout me fait peur ici” (I:

433). Nevertheless, she is won over by Mouton,jtlirmouton, bien doux, bien caressant ne
laisse pas de plaire, surtout quand on sait gstit@, et que la métamorphose doit finir” (1:438).
She does love him, though the narrator's obsemsatsnggest that she loves him because he is a
king, and she wants the resultant power and paosikiat she will achieve once he is returned to
his human shape. Once she re-establishes heoraaip with her father and attains the rank of
gueen with him, her promise to return to Moutoswsftly forgotten. As well as being seen as
attack on patriarchal ordefdiry Tales165), this tale questions the bond between fathdr
daughter.

In contrast to Merveilleuse, the abbé de Choisyisdesse Aimonette is a model of duty,
but her response to her father is a result of eotgforced to bend to his will. He talks to her
about Lohier, saying: “ouvrez-moi votre coeur, jeveax point vous contraindre” (855). Her
response is “je suis soumise a toutes vos volori@s). Such a response may be surprising, if
we consider the author, who might be expected,dmiechman, and an aristocrat, to uphold the

primacy of fathers’ rights, but Choisy allows wonterexpress their own will, and is concerned
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that their emotions should be taken into accourgrwinarriage is contemplated. In this respect
he follows the model of d’Aulnoy who demonstratet & Prince Marcassithat arranged
marriages end in unhappiness. As Sophie Raynaesstaoth these authors believe: “il n'y a
rien de bon a forcer une union [...] et la seuleassst le libre choix’l{a Seconde préciosité

438)%

Siblings

In fairy stories, siblings play a vital role in tfete of the heroine. Family dynamics are
obviously important in the stories, and why thestellers choose these members of the family
is revealing. In the introduction ®ibling RelationsJohnson and Sabean make the point is that
in the German high aristocracy in the seventeeaititucy, all that was needed was “one male
heir to the patrimony, and a daughter with whoraltp one’s house with another” (4). The
authors point out that because of the high incidesfachild mortality, parents conceived more
children than the two needed, to ensure that ptppemained in the patrimony, these children
classified as “the ‘extra’ ones” (4). In a famihere was a set order for the offspring: “both sons
and daughters were fixed in a hierarchy based er].ag the older ones destined for secular
roles (successors and wives) and the younger anexdifor celibacy and the Church” (5). The
same system of rank was also applicable to Frenstoeracy, although as Tuttle points out,
Louis XIV’s 1666 marriage edict gave rewards togoeators of large families, because “human
fertility signified the blessings of God upon Hisgple, and offered tangible, worldly benefits to

a monarch” (6).

37 Raynard goes onto cite other instances wheredhag/woman flees rather than submit to marryingesume
chosen for her whether that be a man, or a monsdePrincesse CarpillonLa Grenouille Bienfaisante, Le Pigeon
et la ColombeHer full exposition of this theme can be found_a Seconde préciosit&8-39.
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Frequently, the stories feature three sistersjtaadhe youngest who is instrumental in
saving her sister$. Accepting, therefore, that there is a hierarchg family, these younger
sisters step outside the expected and due farorligr. Their motivation may be to show that
although they are younger, age is not a barridhnéo abilities; indeed, the younger sisters are
much more capable and astute than their oldersidte=inette Cendrorthe heroine saves her
sisters from starvation. loAdroite Princessd-inette is wiser, less gullible, and does all chie
to save them from the disgrace of their pregnantigbe three sisters are equals, but because of

their marriages, Blondine suffers from the jealoagiier oldest sibling, Roussette.

D’Aulnoy’s tale Finette Cendromecounts the loss of their kingdom by a king andeu
Having sold off everything they possess, they asitlite, but have three daughters to raise. The
gueen’s judgment of her offspring is “ce sont gabhes paresseuses, qui croient étre de grandes
dames’(l: 461). Since the Queen “était la maitresse4@1) in her marriage, her determination
to rid them of the girls wins. However, the yourtgaster Fine-Oreille saves them, aided by her
fairy godmother’s instructions. The first time tiagry godmother gives Fine-Oreille a bag
containing beautiful clothes of gold and silverdanthread that does not break; she uses it to
mark their route. Genevieve Patard comments thalfif‘éragile de la quenouille se révéle aussi
le fil de la vie et de la mort” (“De la quenouill@41). Without it the sisters will not survive.

When they are abandoned, Finette is tempted t@ leavsisters, “car elles me battent et
m’égratignent jusqu’au sang” (I: 464), but shenslie to do this, and they promise her a doll if
she takes them back home. The control that theotder girls have over their sister is

emphasized when they return. Their father is neaggd to see them, so not only do they not

% There are also stories which tell of two sistére,antithesis of each otheHeureuse Peine, LBrincesse
Léonice-. By placing an opposite in close proximity, the ‘gosister is threatened, and placed in exaggerated
difficult situations.
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give her the doll, instead, “prenant leurs quenesiilelles la battirent comme platre. Quand elles
I'eurent bien battue, elle se coucha; et commeasléat tant de plaies et de bosses, elle ne
pouvait dormir” (I: 466). The fact that they usstdifs to beat her underlines their complicity in
the subjugated female role, and their dislike thair sister is able to act independently of the
restraints of her gender. Her inability to sleedentines the severity of her beating, but also

alludes to her active role; she is not a passieefshg Beauty.

However, at this juncture, she is unatddreak the bonds that exist between her and her
sisters. The second time she prepares to leadssheris told by her fairy godmother, not to
bring her siblings back, for “elles sont trop medicses, et si vous les ramenez, je ne veux plus
vous voir” (I: 467). Finette is won over by hertsis’ affectionate caresses, because they need
her to lead them back (I: 467) which suggestsdbahe youngest child she has been starved of
affection, and therefore is swayed to act agahesinisdom of her godmother. The third time
they are taken into the forest, the sisters scp#as, on their own initiative, which are eaten, so
they cannot find their way home. When Fine-Oredlisisters discover the fine clothes and
diamonds given her by her fairy godmothéey decide to take everything for themselves and
when she protests, threaten to kill her (I: 47tlis bnly after she has been reduced to the ldvel o
their servant, and beaten continually, that Finetteks to find her own prince and to escape. In
her examination of this tale, Tatiana Kooneva @Bt it with L’Héritier’'sL’adroite Princessge
and Perrault'$etit Poucet She argues that these tales show a desire fgeaene, and that
Finette is constantly seeking power. She illusgrdités by referring to the bartering that Finette
does with her sisters as a reward for her help bgmmbting her selection of fine clothes and
jewels, rather than food, when she knows they ameggto be abandoned (740). Kooneva

concludes:
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The interactions of the protagonist with the ottiearacters are therefore
constantly determined by power-based relationsiiipen in the conclusion of
the tale, when Finette negotiates the return oplheents to their thrones and the
distribution of power between her parents and legr family, she does not
establish equality between the two royal houset)-41)

For Kooneva, this tale demonstrates that while tkéne some ways seems to forgive her
family’s wrongdoing, in their treatment of her, smevertheless makes sure that she is never put
into a position of subjugation, or want, ever agaimd that she is the strongest character. Her
acceptance of this prince, however, who appedns tmore in love with her footwear then the
actual woman, and her acquiescence to her rolefasmight reduce her to a much more
passive figure. She gains physical and fiscal sigc@and she is able to restore her family to their
former status, but in doing so she loses the freedod ability to act that she has enjoyed as a
single woman. This underlines the realities thabanan faced, for although the writers might
suggest more liberty for women, in reality, oncemed they became much less self-

determining.

Like Finette Cendron, the namesake FinditAdroite Princessgis able to demonstrate
her skills and outwit both Riche-Cautele, and hantual husband Bel a voir. She shows
determination, and enterprise; causing Riche-Cautefall into a sewer (104), to trip into the
barrel full of knives he has destined for her (1@nd on her wedding night makes a dummy,
“[elle] composa une figure de paille dans laquelle mit les boyaux et la vessie pleine de sang”
(112) so that her husband can kill this represemtanstead of her. The symbolism of the
‘killing’ of the dummy might be considered a medosllow Finette the happy ending that she

obtains, and L’Héritier comments that it is herdgence et [sa] presence d’esprit ” (113), that
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allows the couple to have a successful marriages. Uinon, however, like that of Finette
Cendron, does not enable her to continue to ergoyreedoms. In addition to her entering into a
subjugated role, “la bizarrerie des sentimentsedprice” (113) is also remarked upon. He is a
man who could not break the vow that he made toiather (to kill Finette), even while
admitting that he knew such a promise was wrong)ldnd who contemplates suicide as a
means of escape (112). Since the author herselfnemts on her hero’s peculiarity, some doubt
may be inferred about his suitability as a husb&dthe other hand, since this is a fairy tale, the
love of a good, strong young woman may be the ysttalhich enables him to overcome the
malign influences of his youth. Both Finettes havevercome singularities in their husbands’
characters, and the authors show the strengthasfcter of these women. Their marriages to
weaker or flawed males, give them status whichhasg/bungest daughter they would not
otherwise get, and there is a possibility that tbay continue to influence their husbands and

therefore use their fortitude to help the men rule.

In the realm of the fairy tale, there is an expiateof a happy ending and that through
trials and tribulations, the heroines and theilisgs should be refined and improved. L'Héritier
shows that experiences do not always eventuateanges for the better. L’'Héritier uses
caricatures irL’adroite Princessgthe two culpable sisters are incapable of belypambefits
their royal status, and despite the best efforth@f father, enclosing them in a tower with their
wise and virtuous sister Finette, they are sedumed both become pregnant. The king loves
Finette “beaucoup plus que ses autres fillesfatsait un [si] grand fond sur son bon sens” (96),
but he treats her in the same way as his otherhdexsg even though he is “sir de sa vertu” (97).
Because of this treatment, Finette does not hay@blems getting on with her sisters, and

often seems to be the older, and more astuteedhtiee. Her distress at their pregnancies could
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almost be that of a mother, rather than a younigeers“la honteuse faiblesse de ses sceurs la
mettait dans un désespoir dont elle avait peireramsdre maitresse” (105). Certainly Finette’s
sisters could be considered to change their ligdecally after their seduction, but it is clearttha
they do not undergo any character improveniérithe heroine is the person who is most altered
by her contact with Riche-Cauteéle, transmuting fiself-assured, and self-contained woman,
to a dutiful wife. She acquiesces to her fatherssnmage arrangements for her, for even though
she is his favorite, “des ce temps l'inclinatiorieta moindre chose qu’on considérait dans les
mariages” (111). However, the point by Christineekin contrasting women who put on male
garb, and act as men, to those who always remdheinfemale attire, is very well made. She

suggests:

Heroines who have not been separated from thetsskiby which | mean the
prescribed behaviors and treatments for which kive &cts as symbol — often do
not enjoy these freedoms in the fairy-tale univei$ey do have all kinds of plots
to foil and dangers to avoid, but their focus isootwittingthe men and women

immediately around them. (“Heroinism” 29)

These ‘skirted’ women, although they exhibit chégdstics that may be considered
‘masculine’, never leave the female realm. Theydbset out, as their cross-dressed
counterparts do, to actively participate, and totcm events, but rather respond to the actions of
others. When they eventually enter into a marrilgey take the role proscribed by their female
condition in early modern society, and since mgeis what they have expected, they accept it
without demur. These tales appear to argue thdirightness and independence shown by a

female child may well be curtailed by marriage amaturity.

%It can be argued, of course, that they are nohéneines of this tale.
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Virtuous women

Women cannot just be seen and considered in tumilti&l roles; they also have an
identity as a woman, living in society, subjecthe rules that it places upon them. It cannot be
over-emphasized that seventeenth-century Francawasiarchal society, and that the tales, by
using themerveilleux enable these characters to move out of the nuimaissive role, to which
they then return once they are married. To putdatlaer way, once women have chosen to marry
(or have consented to the choice of husband madbedm, a much more rare occurrence in the
tales), their behavior is unimpeachable. Two tates, by L'Héritier,La Robe de sinceritéand
the other by Choisyyladame de Guerchevillerovide a view of virtuous womeha Robe de
sinceritéis a type 1620 in the Aarne-Thompson classificataom is like the later Hans Christian
Andersen storyThe Emperor's New Cloth€$837) In L'Héritier’s story, prince Cléarque who
is by nature untrusting of women, is given a mauslgarment, on which he will see
extraordinary embroidery if his sisters or (futunele is virtuous. Of course, there is no such
embroidery, but every man who is shown it cannatitithat they are unable to see it, apart from

one, King Téléphonte.

Another man, Dinocrite, the favorite of Cléarquispacauses his wife, Anaxaride, great
distress, and harm, because he does not believeitidulness to him. In comedic scenes,
echoing the conventions of farce, he is sure thatis entertaining a lover. The first time he gets
up in the night, believing his wife is with a loyése grabs the female servant bringing a jug of
water to his wife. He knocks her down, the jug kseand he is soaked. He cries out for
assistance, believing he has been wounded —“Autneéals secours! je suis noyé dans mon
sang” (231) — but then has all his servants se@iehouse looking for the ‘lover’. He does not

hesitate to voice his suspicions, and his jealolieg. second time, it is his dog that knocks over
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a seat, and Dinocrite grabs a handful of the Hanisattacker. It is revealed that he has pulled a
lump of the dog'’s hair out (233), but in falling has injured his head (233). In spite of the
explanation given him by the servants, he contiiagseat his wife as a pariah; “il regut
excessivement mal les soins d’Anaxaride; mais meafgut ce qu’il lui dit d’offensant, elle ne le
voulut point quitter qu’elle n’edt pris toutes l@cautions possibles pour son soulagement”
(234). In contrast to her husband’s suspiciousreatnd ill-treatment of her, after his death she
is characterized as having given him “tous lesseirtoutes les complaisances que la plus
exacte vertu lui pouvait prescrire” (264). Like dildoy, L’'Héritier is drawing on her knowledge

of Moliére’s plays, as this characterization cadlsnind Georges Dandff!.

Like Dinocrite, prince Cléarque believes immediatélat his sister and the princess he

loves are not high principled and chaste womeaspite of the evidence to the contrary:

car, sans se souvenir le moins du monde de toytieéa renommée publiait
d’avantageux de I'exacte vertu de Célénie, ni $ains attention a la noble
modestie qui paraissait dans toutes les paroléaret toutes les actions de cette
princesse; entierement livré a ses chimeres,ditsgue c’était bien assez d’avoir
une sceur qui flétrit son honneur, sans aller er€erposer a se donner une

épouse qui pourrait le couvrir de honte. (227)

Cixous examines the role that fairy tales havegian depicting the quiescence of
women, “belles, mais passives” (120), and critiginestraditional view that women are the
weaker sex, waiting for a man, a prince, to wakeupe so that she can begin her adult4n

exploring this depiction of women, and their immiaij Cixous also analyses the men who are

0 For a full analysis of allusions to Moliére andciin d’Aulnoy’s tales see Nadine Jasnhiajssance du conte
féminin162-173.
*1 Elizabeth HarriesTwice upon a Timalso comments on Cixous’s work (138).
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“faits pout réussir, pour grimper I'échelle social£22). In contrast to this argument, it is clear
that the virtuous women depicted are not just wagitor a man to wake them up. If the ‘waking-
up’ is put into a sexual context, then it is ob\@dhat the married women are beyond this, and
therefore have reached a maturity, both sexuatig,ia their character, which enables them to be

constant in their chosen path.

Choisy’'s Madame de Guerchevifteces a different problem for it is neither herthey
nor her husband who assail her virtue: it is theg<namely Henri IV (1589-1610). Known for
her virtue as much as her beauty, although thecbbjeadmiration of the king, who wishes to
give her presents: “elle n’ecouta rien, n'accen,ret pour lui oter toute Esperance, elle evita
de le voir, et se passa de la Cour pour se corrsienvie entiere a son honneur” (fol. 155
Realizing that to win the battle, she must retiréhie country — “Il est de certaines victoires,
gu’on ne remporte gu’en fuyant” (fol. 195- she explains to the King that she is not highly
enough born “pour etre votre femme et J'ai le Caeap noble pour etre votre maitresse” (fol.
165'). So she retires to the country, living quietlyhier home, saying that she can live more
luxuriously there (because it is cheaper), thaRdris (fol. 166). The infatuated king, out
hunting, sends a gentleman to ask if he can stayh@ht. Madame de Guercheville receives him
with every honor, and appears beautifully dressedring diamond jewels and peailée king
is overjoyed at his reception “si favorable eteii@mccoutumé” (fol. 16% because he thinks he
has won over the lady. Marie Thérése Hipp obsatesChoisy “compose une scene ... baignée
de tonalité quasi racinienne entre Henri IV et Madale Guercheville” (40, n 68). Certainly the
risks that the marquise is taking could end ing¢yg and the reader knows that the king is not

going to get the outcome he expects, as a restiiisofeception. Having escorted him to his

*2The words ‘toute entiere’ have been added to taeuscript, in the same hand.
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room, Madame de Guercheville then orders her caathprepares to leave. When the King
remonstrates with her, her tart reply is “un roit@dre le maitre partout ou il est et pour moi, je

suis bien aise d’avoir quelque pouvoir dans lasxlieu je me trouve” (fol.16Y.

Madame de Guerchevilis an unpublished manuscript that is held in thl&ections of
theBibliotheque de I'Arsenal in Paris. It is very shaix leaves, and has not received critical
attention. The inclusion of this tale is importaetause it shows how an ecclesiastic viewed
married women, and their behavior, and it is malkddferent from other works by the Abbé de
Choisy treated in this dissertation. It is base@aeal person, Antoinette de Pons, marquise de
Guercheville (1570-1632), who apparently did lelneKing in her country house, and go to
stay with her friend. The tale calls to mind Madasheelafayette’d.a Princesse de Cleves
(1678), and her retreat from the world, to escajpva affair. This allusion is amplified by the
placing of the tale in a previous reign, and thedlgiven to courtly life. However, it is clear
that Madame de Guercheville, unlike Madame de Gleigenot running away because she fears
succumbing to her feelingd Second, the moral standing of the heroine is nievguestion, but
her method of dealing with a difficult situationeth unexpected, and skillful. She informs the
King that although he has power, she does toooltldvseem that women who are or who have
been married, are able to do what they choosedietso In looking at other works by Choisy, a
writer of historical treatises, of stories for #h@ucation of young women, it is possible to see
how this work fits into his overall philosophy. @éarticular insight in this regard is Preyat’s
article on Choisy'distoires de piété et de moralewhich he analyses Choisy’s work,

contrasting it to the writings of Francois de Sadéig de La Mothe-Fénelon (1651-1715), and

“3 Joseph Harris explores the relationship betwdistoire de la Marquise/Marquis de BanneviladLa Princesse
de CBvesin “Novel Upbringings” Harris posits that Choisyaaselements from Madame de Lafayette’s tale and
parodied them.
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Claude Fleury (1640 —1723%)He notes that Choisy used tales based on histanstruct:
“L’historiographe voyait dans I'anecdote le moyengalipplanter I'Histoire, selon les criteres
d’une plus grande véracité et d’'une moralité exaimgl L'anecdote aurait eu pour objet le ‘vrai’
dans toute son étendue et ne disconvenait paadgqoaiemplation du vice pat former le
jugement” (312)Madame de Guerchevilboes not necessarily portray the veracity of Her li
but rather is a means to illustrate how a womanneaimtain virtuous behavior, and also win the

approbation of her would-be seducer.

While these mature women are held as examplessofom and worthy behavior, their
younger, unmarried counterparts have to grow inirole. These older ladies act in clear
contrast to teenaged women, for example PrincestaRiere, who because she is infatuated by
Fanfarinet, rejects accoutrements which would enbbr to enter the adult world as a woman (I:
255). DeGraff analyses her behavior, and posits‘tlea complete indifference to the crown, the
scepter, the golden mantle and the skirt of bugterings is revealing, for each diese gifts can
be seen as a symbol of transformation to a higlagesof being” (25). Printaniére refuses this
transition, and instead of the beautiful signsaf $tatus, is given “une écharpe de toile
d’araignée, brodée d’ailes de chauves-souris"q)20nce she has learnt her lesson, and has
suffered, and matured, she is given a richly endem@d gown (I: 272)La Princesse Printaniere
focuses on the garb of the differing characteshtmwn personality traits, and their status. The
dress is a symbol of the princess’s refusal to@deer position in life and of her naivety. She
accepts the courtship of a man whose betrayalsaddwereign and his selfishness show that he is

not a worthy partner for the princess. Wherea®imestales, elopement might be a literary

4 Fénelon)es Aventures de TélémacqU®99),Lettres et Discour : (Euvresd. J. Le Brun (Paris: Gallimard,
1983).

Claude FleuryCatéchisme historiquel679) Opuscules Nimes: Baume, 1780)raité du choix et de la méthode
des étudef2 vols., 1686)( B Jolibert ed. Paris: L'Harmattaf98).
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device to bring the lovers together, in this téhe, objective seems to be to demonstrate that if a
young woman is shut away from the world, with omlymen for company, the likelihood is that
she will be gullible and easier to lead astray. phecess is infatuated with Fanfarinet because
he is the first adult male she has seen, apart frenfather, and although he is gauche in his

interactions with her, she is captivated by him.

Several critics, namely Christine Jones, Jack Ziped Lewis Seifert, have pointed out
that the writers of theontes de féessist on the power of the fairies in the taleg] ¢hat this
can be interpreted as either a metaphor for thditias as writers, as an expression of their
aligning themselves as modernLia Querelle des Anciens et des Modermess promoting the
role of women, and using tales to subvert the gathial suppression of women. Both Zipes
(“The Meaning of Fairy Tale” 231), and Summerfi€l87), explain that the etymological root
of féeecomes from the Latifata, from whichLesParques(the Fate¥ also derive, and thus they
can be considered as controlling, in some degheeditection of the lives in which they are
involved. However | find Summerfield’s assertiomitlthe fairy “can do anything, she can
change everything” (137), to be hyperbolic. Freqlyehe fairies, whether they are good or bad,
are limited in what they can dd1n Murat's tales, they even admit that they are/gdess
against human passion as fairy Anguillette tellbéithat if she gives into her feelings for
Altimir “je vous avertis que vous m’invoquerez esirv pour faire cesser cette passion fatale que

vous croyez un bonheur si doux, mon pouvoir neesépas juque-la” (91-92.

> Seifert Eairy Tales 198and Warne(Beast to the Blond )%lso comment on the etymology of the word,
emphasizing the derivatidatum past participle ofari ‘to speak, reveal, bear withes$lot only are the fairies
involved in the fate of their protégées, but thespaommentate on what they see.

6 Geneviéve Patard, in her edition of MuraEsntes comments: “Le peu de pouvoir des fées est un théme
récurrent dans les contes de Mme de Murat ” (9% b
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In the conventions of the fairy-talgpod fairies are usually beautiful; their exteroalks
are a reflection of their inner grace and admirabiaracter. They are forces for right;
benevolent, supportive of those in need, and abd\vkey are kind. An example of this altruism
is shown by the fairy ihe Rameau d’qrwho transforms Torticolis, because he recogriizes
inner goodness, and gives him an outward appeathateeflects it. The narrator remarks that
Torticolis’s transformation “[c’] était le digne ortage d’'une fée bienfaisante et sensible” (I:
304). Fairies are female; there is only one exarap&emale fairy— Percinet— in the works
studied in this dissertation. They educate, andahstnate wisdom, and upright conduct. As
Christine Jones cogently remarks, they are “contejs$iof seventeenth-century manners”
(“Poetics of enchantment” 68). However, fairiesrsemispicious of humans, and they may
disguise themselves to find out if the person wieets them is really altruistic, and is deserving
of their help. This disguise may be as an old l&diyexample irLa Princesse Belle Etoil@l:
372), and_a Bonne Petite Sour{$: 373), or as an old shepherdes8aile-Belle ou le chevalier
Fortuné(ll: 250).The fairy inLa Bonne Petite Sourisxplains why fairies hide their true shape.
They want to have friendships, and find that, “@mous aime que par intérét, et cela ne nous
touche guére; mais quand vous m’avez aimée ere@atitris, ce n’était pas un motif d’intérét”
(I: 375). Finally fairies are seen as wise, ofte®m tconfidents of kings, who seek their advice in
managing their familial lives, though they do need their advice in matters of sovereignty. An
example of this is the fairy ib’Adroite Princesséle roi étant un ami intime” (97) who is asked
by him to make the glass distaffs to protect hisgtiers’ chastity. When he discovers that they
have lost their virginity, he sends them to hekkeep them with her for the rest of their lives “et

de les punir comme elles le méritaient” (110). ©hthe punishments that she has for them is a
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gallery of pictures “de femmes illustres qui s’étdirendues célebres par leur vertu et par leur

vie laborieuse” (110).

These examples show fairies that demonstrate thieuaes and virtues of a woman who
lives her life according the precepts of the Chwaot of society. Fairies, however, tend to be
dualistic figures in the tales, and in contragih benevolent, and helpful figures, there are
many who display the more ‘sinful’ aspect of hunmarture, embodying desire for revenge,
spitefulness, jealousy, and hate. Summerfield giwesxplanation of “[the] dichotomy of
wickedféesand goodées]...] [which] can be the reiteration of a presence efdtificulties of
carrying out motherly duties” (137). This explanatidoes not go far enough in explaining why
maleficent fairies are more forceful, and domirtar more benevolent sisters. If as Seifert
posits, “evil fairies [...] comply with a rigid lawfgatriarchal representation: they incarnate
unvirtuous femininity, just as good fairies embaidyvirtuous opposite”Hairy Tales201), then
it is not duties as mothers which are critiqued,rather the repressive desire to contain women
within the home, in a submissive roléhe fairies not only comply with the rigid patribad rule,
but they are also enforcers of it, trying to fotike women in their care to accept their choice of
spouse, enclosing them in a world where feminireipations are expected, and punishing the
women who attempt to rebel against their designgheir lives. In the subsequent chapter, |
will examine how the trope of metamorphosis is useemove women from their world in an

attempt to make them conform to the life that heenbplanned for them.

In the fantasy world of fairy tales, women can iberated from societal constraints and
can fulfil many roles. Mainil remarks in his anal/sf d’Aulnoy’s work, “ces personnages
féminines sont aussi libres de devenir une hérnithépendante qu’'une femme frivole,

vindicative, idiote, passive, menteuse, mére samsig épouse sans parole, voire une ogresse
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aussi monstrueuse que ridiculement coquette’Rire des féek73). In other words, d’Aulnoy
and the other writers in this corpus use other woaeea foil for their heroines. Women are not
all depicted as paragons of virtue, and the wriaeesnot afraid to paint unpleasant traits which
can be used to throw the heroine’s virtues intefel he less pleasant aspects of female
personality traits, either through the introductairstepmothers and stepsisters or through bad
fairies — who embody differing vices — allow theters to threaten the innocence of a young
princess, in a way which is not sexual. Those wishwo protect the female child resort to
isolation and sequestration to do this. The boredodhfrustration which then ensues, as
rebellion makes even the most perfect girl longde a world outside the four walls which
protect her, are the catalysts which lead to tvemidires which provide the maturing process for
the adolescent. Even as the story writers reflextealities of differences in personality of their
female characters, there is no doubt that theyrizaldhose who are able to be independent, and
to escape the bounds of domesticity. It is rareah@aoman who is able to do this as an
adolescent can continue to be free of these camistraince they remain in the patriarchal
system, they accept marriage as the culminatighedf adult life. Since matrimony is the
outcome for the young woman, with the prince of derams, the expectation might be that men
areheroic chivalrous knights, serving their ladies anaviding them with a courtly ideal of

love. However, as seen in the interactions thaefat have with their daughters, the fairy-tale
world is a means for authors to expose the weakseswd failings in relationships. While they
offer ideal personifications of gender, they asoalkillful in illustrating the flaws their
representations. The fantastic microcosm contaneslégsm which critiques the societal
constraints placed on women and suggests thatsherdd be equality with men in the societal

responsibilities of women.
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Chapter 2

Shape - Shifting the Female: Power and Freedom

In their exploration of male and female roles igisty through their stories, the writers
of French literary fairy tales select classical nsytsymbols, and tropes as well as contemporary
events to weave their tales. One of the princifhents they use is the literary trope of
metamorphosis, which began with Ovid/ietamorphosedt has been used since by many
authors as a basis for imagining how such a phlysaasformation might affect their characters
as they examine their development and maturatmm fsabyhood to adulthood. This change of
human beings into a distinctive non-human formss ased by seventeenth-century French
authors as a means to explore differing aspedtsimian experience. They use the physical
change of metamorphosis, a fascinating and conipté&gical process which some insects and
amphibians experience as they change from infamegltilthood, to consider the physical,
mental and sexual changes that humans go throuifeyasoo progress into adulthood.

In analyzing the possible reasons for seventeesnitucy writers’ use of metamorphosis,
it is essential to consider their society. Womepidglly held a subordinate position in society
and they were generally either under the controheir fathers, or of their husbands. They could
only achieve emancipation if they were widowed, Hrateby gained autonomy of their own
lives. Women faced “serious consequences of alreb@gainst marriage as a legal prison and
too frequent childbirth as a health hazartiéider Geographie®l), and these issues kept most
women from openly resisting. All of these socigassures and difficulties may well have
driven the writers’ need to suggest radical changelke societal norms. They use an indirect

means, metamorphosis, exaggerating and making pleeseived wrongs grotesque and ugly, to
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throw them into relief. French authors were nohalm using this literary device. A study of
metamorphosis in German texts by David Gallagherments that figures such as Undine
“allow([s] insights into the female psyche, her fiegé of alienation and the changing social
position of women in society” (386). Clearly authdom these countries are using the same
concept. They place their characters into bodigsiwdwre radically different from their reality,

to permit them to experience either utopian hagsre alienation and isolation; whichever they

experience contrasts sharply with the realityeMfenteenth-century court life.

Therefore, if Gallagher’s idea that metamorphasissed as an examination of a society
in flux is applied to the French seventeenth-cgnsiort-story writers, it is clear that they use
the genre to critique society. Jean Mainil's maggisi work on subversion and the use of humor
in fairy tales, shows that these stories do notrag®“le mythe patriarcal de la femme passive
qui dort pendant cent ans en attendant I'arrivéPriluce Charmant” (14) nor “le mythe du
bonheur conjugal éternell_¢ rire des féed5b). In addition to this he states that the sexamth-
century writers do not accept the stereotypicahsdessociated with happy endings; their writing
“s’oppose a ces topoi génériques, qu'il s’agisskadélicité obligatoire, de la passivite, la
faiblesse ou encore de la ruse de la femme” (2@)s€quently, it is possible to see that
metamorphosis was used as a means of subtly exajrihne society of seventeenth-century
France towards the end of Louis XIV’s reign. Siedécism of the state and of those in power
had resulted in imprisonment, censorship, or siggwa of a work, authors had developed more
discreet ways of disseminating their views.

One of the ways of circumspectly communicatingrtigg@as was through stories using
unreal and wondrous settings. By shape-shiftintpismmmake-believe world, four authors in my

corpus — d’Aulnoy, Murat, d’Auneuil, and Mailly—eaable to move their characters out of
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human experience. Mailly is the only male writeccohtes de féesho uses metamorphosis and
corporeal transformation. The other male writetBegiuse cross-dressing, that is, a superficial
transformation of outward coverings, to positioaitipersonalities in a different environment,
which | will examine in the fifth chapter, or th&gep them solidly in the male or female human
form. Both male and female writers’ explorationgladse roles demonstrate how societal
demands mold women and men into definite gendesHspexpectations of behavior. Therefore
in this chapter, | investigate how metamorphosabéas the authors to explore how, by being
taken out of their human appearance, the womemsrirhagined world can experience more
freedom.

One broad view of metamorphosis is that, in onasseevery human being changes, as
he or she matures and grows from a small babyntetin others for its needs, to being an
independent, physically mature, adult. If | used tiroad definition of metamorphosis, then the
subject area would be so vast that it would be ssjide to look at in any depth. Therefore |
have limited the scope of the metamorphoses studitds chapter to include only stories in
which a whole body transformation takes place, @s®lthe original meaning of the word from
the Greek, ‘shape shifting’. | also exclude anintat talk, as they do not change their original

physical form and so remain outside the scopeisfstudy®’

Societal Norms and the Need for Liberation
Transformation as a means of exploring situationsdeveloping character has been
used in a variety of literatures. Aspects of Metamorphosd3avid Asker argues, “where

species blending occurs in literature, whatevessfiexific form, the impulse to place one living

*" Talking animals are used by the French fairy-aigers to help and advise the main charactersViAga Slater
notes, their use in Madame d’Aulnoy’s work “indiglimportance de ces créatures hybrides pour atésreffets
de suspens et d’ironie dramatique” (159).
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form into another is exposed as a way of explotimggnature of human life and its limits within

a larger world of nature” (18). Certainly the usenimals allows the fairy-story writers of
seventeenth-century France to place their chasater places and situations where the cultural
norms of the day, and ti@enséancewould not have permitted them to §dn this way,

females are emancipated and can escape the clofigzlaf court as iLa Biche au boisare

able to rule as Chatte blanche dawsan ugly young man succeeds in gaining access to his
love’s bedroom as ihe Dauphin However, in the tales, nature, that is, the rmdtenvironment,

is not itself a way of testing the characters, nervastness compared to the microcosm of man
himself. It is frequently used by the story-tellassa singular place to which their characters are
removed, often to pastoral, utopian surrounding® from the confines of court, and from those
of aristocratic life. D’Aulnoy also uses it as a@ to which metamorphosed beings escape,
when the conflicts of being both animal and humecoimne overwhelmingly difficult. Both
Babiole and Marcassin flee court as Seifert indisatthey both retreat to their natural habitats
when the constraints of human society overwhelrmtHa each case these constraints become
unbearable while they pursue their unsuitable (peeduman) marriage partners” (“Animal-
Human Hybridity” 248).

One aspect of this aristocratic life was the imgoce of outward appearance and how a
person presented him/herself to the world; clothuag not only a symbol of status, but also of
power. Philip Mansel in his worRressed to Killexamines court dress in many realms and the
attire worn at the court of Louis XIV. In his disgion, Mansel shows the importance of the

correct dress for courtly functions establishedHgyKing: for a man “[an] elaborate silk or

“8 Bienséancea wide definition of this word would be ‘rulesrfbehavior in society’, or ‘etiquette’. In sevenée
century France, this concept was strictly applediat was allowed in society, in plays, and otherks of
literature. Language had to be moderate, and gelmehavior such that no one would be shocked @noléd.
Politeness and good manners governed all behd&uioetieére defines it as“[I'laction qui cadre aures, aux lieux
et aux personnes;[I'légard que I'on a pour touesssortes de circonstances” (1, sig. Bd.2
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velvet coat [...] often covered in jewelry and embesy”, for a woman “a bare-shouldered
embroidered dress with boned bodice, puffed slea/asavily trimmed skirt worn over a hoop,
and a long train” (2). Sophie George commentsaha&bman’s court dress: “ne differe en rien de
celle de la tenue quotidienne des dames de quatitéevanche, il est beaucoup plus richement
agrémenté de divers ornementslodes du XVfisiécle61). In addition, the clothing of the
King’'s body was very important; Mansel comments thize only new office that [Louis XIV]
created in his own household” (5), was thafjigind maitre de la garde-robthe head of a
section of the King's retinue entirely responsitadehis clothes. Some courtiers received the
distinction of being selected to being at the Kglgverandcoucher helping the King to dress
and undress. In addition he comments that “dressanaolitical issue”; Louis XIV “used dress,
like architecture, to send out a signal of his €ewrealth and splendor” (2). In such a society,
where power and appearance are so important, fibeygherefore, from not only clothing, but
also the human form, and the constraints of rigetal rules, liberates the metamorphosed
person. He or she can enjoy nature and the pedcafgjuility of the countryside. Very often
this experience has a maturing effect; the charaetarns to his or her human body having
progressed through a difficult adolescence intouniigt He or she is now a reasoning adult.
Such transformations take place in d’Aulnoly’®ranger et I'abeille, Le Rameau d’oMurat’s

Le TurbotandLe Palais de la vengéana#Auneuil’s La tyrannie des fées détruimdLa

Princesse Léonicén Mailly’s FortunioandLe Prince Arc-en-cigl’

*9 This tale is found in thBlouveau recueil des contes de f€221). Mary Elizabeth Storer attributes somehef t
anthology to Mailly, also stating that she doeskmatw whether he wrote or edited the tales, &lpas rédigé a sa
facon tout le receuil” (171). Following this, Bailon attributes this edition to him (53) and tHere the 1731
edition of therecueildoes too: “Authorship attributed in J. Barchiltwe, conte merveilleux francais de 1690 a 1,790
p. 53, citing the 1721 edition.” However both Rayrde Robert and Elisabeth Lemirre in her editiothefCabinet
des Fée$2000 class this tale as ‘anonymous’. Robert acknowledggisthe tale is a original work, but since the
receuilwas published in 1731, after Mailly’s death, ahd ¢arlier 1718 edition is lost, she doubts ityidvailly.

Tony Gheeraert acknowledges that attribution iblenmatic, but decides “le volume contient effeatnent une
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Shape-Shifting and its Importance in Fairy Tales.

Joseph Parker considers that generally in the tobpgetamorphosis the change reflects
the character of the person who shape-shifts.dnrttioduction to his seminal work
Metamorphosis and Plac@arker notes “the very outlines and contoursn&f®own psyche are
drawn in one’s descriptions of an Other which aragorarily inhabits” (2). He contends the
projection of the person’s character while metarhoged does not change from their original
personality. This is certainly the case with thtis® are changed once they have a personality of
their own, when they are adolescent. As we willw#k animals such as the boar, the monkey,
and the pig, the writers of seventeenth-centuny fiagles choose a creature whose characteristics
embody the personality that they wish to deschidbile this use of metamorphosis enables an
adolescent character to escape from the confinesaiéty, and frequently parental control, and
thus to mature, other stories suchLafPrince MarcassijBabiolg andLe Roi Porchave the

child changed at birth. The newly-born child doesmave a personality that can be changed.

Asker continues his thesis on the use of metamaiphby defining it as a way in which
“a real transformation does take place in the rattmmy that we rely on shifting our mental focus
between human and non-human living forms in ordeyain a perspective on human events and
identity” (19). Thus having the story told throutjie animal’s shape, we gain perspective on
humanity. By their use of metamorphosis, the wsitae able to examine both human activity
and individuality. Theconteusesin particular, examine the role of women, thdiitade to
marriage, the societal norms by which they lived] the constraints and curtailing of their
freedom. By using a mammal or (more rarely) a birdn insect as a vessel for their character,

the writers are able to permit women to rule asequa their own right (an impossibility under

imitation de Mailly” and that it shows “au moingnfluence persistante des fées de Mailly jusqu@ucdu XVlille
siécle”. For his complete argument see Introdudiidres PerroquetsContes Merveilleux655-56).
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Salic law) as the Chatte Blanche does, or to traageBabiole and the beelifOranger et
I'abeille do, to marry for love, and to express eroticism s@xual desire, albeit in veiled and
discreet manners.

Bruce Clarke has examined the theory of allegodylaerary metamorphosis in
Allegories of WritingWhile he does not study the writers of seventeestitury France, his
remarks on the concept and use of metamorphosiseatiaent to this study. In examining Plato
and his use of metamorphosis, Clarke notes: “Imafjsman metamorphosis seem to serve
two main purposes. One is the metaphoric allegsmy poetic vision for moral consequences and
judgments” (26). This objective can be seen invthigers studied in this dissertation. In these
tales, it is the fairies who principally replace thods found in Greek and Latin texts, and
become the omnipotent instruments of judgmentpaljh magicians and enchanters also
intervene. As the method of correction for fauftshe people they encounter, they use shape-
changing. D’Aulnoy explicitly states this Berpentin vertDiscrete learns of a prelapsarian
forest in which all the animals live in peace téget “Rien n’était assorti selon son espéce, car il
ne s’agissait pas d’étre tigre ou mouton; maisesraht des personnes que les fées voulaient
punir de leurs défauts” (I: 663). Clearly, the ilzruse metamorphosis to show human beings
that they have committed faults and to punish thEme. fairies are the judges, who mete out the
appropriate punishment for the transgressor. Ofssunot all the fairies that metamorphose
humans do so because they see their role as admyoriihe function of the female fairy is often
to teach, assuming a task which is usually thearesipility of a mother in society. Mothers give
their daughters the skills to be a wife and pareut this duty may be taken by the fairies if the

mother is absent.
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Fairies may be imparters of skills, but the depitinf female traits, as seen in the
preceding chapter, is not always approbative. €&aare not always benevolent, altruistic beings;
they have their own desires, and like the GreekRmuhan gods who used metamorphosis, they
are omnipotent and employ their power for their gvensonal objectives. They yearn for love,
and as Céoré doelsq Palais de la vengeangéhey punish if the object of their love does not
respond in the desired manner. Social recognisorery important, and they react with rage if
they are not treated in the same way as theirdatées. La fée Ecrévisse curses the baby
because the Queen has forgotten to invite her & the new-born princess, Désirdgiche au
Boisll: 119), and Magotine casts a spell of uglines®ne of the twin princesses for the same
reason $erpentin vert: 630-33). They can exhibit spitefulness, as it fairy that mutters
words and cackles with laughter when visiting tiife mother of Marcassin. When the Queen
recounts this incident to the King, he remarks:plapart [des fées] sont malicieuses, et ce n’est
pas toujours bon signe quand elles rieh# Prince Marcassitl: 456). Fanfreluche
demonstrates the same maliciousn8sd(olel: 549, 570), as do several fairieslia Tyrannie
des fées détruitavhose names symbolize their charactBemcuneCruelle, andEnvieuse
Marcy Farrell remarks in her article on violencawo of d’Aulnoy’s tales, that the fairies ira
Chatte Blancheare “overtly described as merciless and violdrgse fairies are at once more
powerful and more despicable then any of the maépaits found in [d’]Aulnoy’s work” (37).

The power that these iniquitous fairies wield letigsm to punish, even when the human being is
innocent; punishing a helpless baby, or an adudt wiwittingly sees or does something which
they should notl(a Tyrannie des fées détruBd3). The stories demonstrate that, depending on
their character and their own desires, magical pswakow fairies to bless or to curse. Their

power is often encapsulated at the christening®thild, when they bestow a name on the new-
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born baby. As Anne Defrance states: “C’est aingi lgufée associe pouvoir sur le corps et
pouvoir sur les désignations, de maniére a leurtéte arbitraire” Les contes de féd41). The
naming of infants establishes their power, and kxsaibhem to extend the designation to shape-

shifting when they so desire.

The second part of Clarke’s thesis on Plato’s dgeetamorphosis is that the
metamorphosed creatures are “figures for inteladevelopment” (27). He expands this idea to
show how Plato uses his characters to expoundhifespphical ideas and concepts of “a
metamorphic myth of the soul” (28). There is, hoarewo explicit didactic and philosophical
role expressed by the characters themselves icothies they do not declaim a message
themselvesSome of theharacters do show intellectual development, astibny advances, they
grow older and reach maturity. It is possible te &t the storytellers who use metamorphosis,
by their choice of situation into which they plabeir characters and how these characters then
react (in ways which society would not allow themirt the “real” world), indicate the authors’
views on societal faults and shortcomings, andhisway, the stories themselves fulfill a
didactic role.

Very often, however, the metamorphosis is a meébsmmging the person to maturity, as
he or she develops, there are lessons about dauetdehavioral norms are expected. The
learning of these standards of conduct usually enttse lovers being married, with parental
blessing, and they return from the environmentidatthe court to fulfill the role of ruler of their
kingdom. In the fairy-tale world, particularly ihé¢ one created by d’Aulnoy, women are
frequently shown to be able and worthy sovereidribar kingdoms, free to love and to choose
their partners, and able to rebel against the elsaaf their parents. There is, however, no

indication in the stories that the imagined societthese tales can and will learn from the
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metamorphosed person’s education and example uglthiiere is perhaps a hope that reflection
on such stories might cause change in the reageshiJackson notes “fantasy
characteristically attempts to compensate for & tasulting from cultural constraints” (3). If the
writers of the tales all recognized this lack, tlannference may be made concerning their goal
in writing. It must be remembered that salon wgtmas an activity in which more than one
person worked on a tale, and therefore it is péss$ibconsider these themes as generated by
several people, as the ideas are spread througlalire society. It would be a mistake to surmise
that theconteuseshemselves are not critiquing society, and indiigathere are ways in which it

could and should change.

These views are often implicitly expressed by wiedtlls the hero or heroine but
sometimes they are summarized by an exphicitalité at the end of theonte particularly by
Mme d’Aulnoy. For example, her thoughts on love anddeis are summarized in tieoralité
of Le Prince Marcassin‘ll vaut mieux manquer a I'amour / Que de mancu& sagesse” (Il
495). InLa Chatte blancheshe comments on the behavior of Chatte blanchetber and
advises “Méres qui possédez des objets pleins dapgpétestez sa conduite et ne I'imitez pas”
(I1: 240). Mme de Murat similarly usesnaoralité in Le Prince des feuille® comment on the
complexities of relationships: “Hélas! que l'onaiéheureux, / S’il suffisait d’étre fidele” (177).
These comments at the end of the stories do natnsuize what might seem to be the main

object of the tale, which a reader might have m&f@ifrom the title or subject matter. Seifert

comments:

Theexempldormulated by thenoralitésat the end of “Le [C]hat botté,” like all
the morals and maxims in the seventeenth-centunyties, aranot (as Perrault

theorizes) the condensation and generalizatioheoharrative’s purported moral
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value. Rather they use thelce and utildormula toreveal the “hidden” values of
the moral. Fairy Tales57)

Neither Mailly nor Murat use this device to try andtruct the reader; the story-line and
the fate of their characters are sufficient fomthl® show what lesson they are hoping to impart.

Marina Warner studies Ovid’s work in depthRantastic Metamorphoses, Other worlds
before widening out her study to other works, bafthterature and of art. In her introduction she
examines what metamorphosis in Ovid meant for gregn to whom this happened. She
remarks that, for Daphne, Hyacinthus, and Narcis$uem the perspective of creation and the
life force, the shape into which they shift mor#yfexpresses them and perfects them than their
first form” (4). This can certainly been seen ie tirboreal metamorphoses which the
seventeenth-century French story-tellers use. Tageseen as perfect expressions of beauty;
they are majestic and a permanent way for loversrt@in together. Other vessels which the
story-tellers choose are frequently an expressi@m@spect of the character of the human, but it
cannot be said that it fully expresses them orgmsfthem. Metamorphosis improves and
teaches them in many cases, so that when thegtaaed to human form, it is then, at that
point, that they reach perfection. However, whenrigalooks at Apuleius’'$he Golden Ass,
her definition of classical metamorphosis is orad ttan be applied to the seventeenth-century
use of the trope: “[...]traditional storytelling ofreero or heroine, who journeys through
numerous ordeals, through misprisions and nedieel]y to arrive at selfhood, follows this
method of metamorphosis; the protagonist’s truegezlerates itself in its proper character after
undergoing several transformationFafitastic Metamorphosedb). Although in seventeenth-
century French tales, as | will show in the subsatjghapter, the person who is metamorphosed

is transformed once, multiple changes do occuirbakceptional circumstances. The quest
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trope, however, and the true character developatdghift-shaped character is identifiable in

many of the stories.

Arboreal Metamorphs and Sexuality

Seifert and Stanton, in their joint work on ttenteusesnote that Ovid’s poem
Metamorphosewas very well known to theonteuse¢Enchanted Eloquenc0). However,
like most writers, their treatment of the tropdeli$ from the original. The first thing to note is
that most of the choices that the writers makeHercontainer of the human were similarly
used in Ovid: animals, birds, insects, and treélsecCholders come directly from seventeenth-
century France and reflect the contemporaneousreulEor example, d’Aulnoy uses an orange
tree in one of her stories, reflecting the luxung aovelty of this newly-imported tree, new to
France and found at Versailles, where Louis XIV hagtove of orange treé¥Second, in
Ovid, the metamorphosed body is depicted as a pon@st, as a means to requite passion, or
as a means to educate. The seventeenth-centuyyastoruses the first and last of these,
punishment or teaching occur in all tt@nteswhich feature metamorphosis, but shape-shifting
is not used as a means to requite passioncodhesdiffer from those of Ovid’s work, in
which, as will be seen, the transformations arehmuaore violent and final. D’Aulnoy’s use of
shape-shifting, as that of the other writers, dmagain one aspect that is found in Ovid:
metamorphosis is powerful. Jasmin comments on nw@famses i.e Pigeon et la colombe
andLa Biche au bois‘derriére I'hnumour inhérent au décalage habiamdte la forme seconde
(animale) et I'étre premier (humain) s’énonce p&e;, dans une notation apparemment

marginale, une réflexion sur le pouvoir de la mé&grhose” (67). In the seventeenth-century

0 Note by Nadine Jasmin in her edition of d’Aulnotéges: “Les orangeries de Versailles sont céléfred En
1663, Louis XIV fait personnellement transporter égangers de Vaux-le-Vicomte a Versailles” (362).
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story, metamorphosis involves swift and comprehenghysical changes, loss of power or free
will, and sometimes speech.

The differences between Ovid and the stories udideussion are particularly noticeable
in the metamorphosis into trees. In Ovid, it is vaanin his poem who undergo this
transformation. Dryope is changed “and the sloveieg bark climbed upwards from her feet
and covered all her loins” (2:27). Her son, who wassing, “felt his mother’s breast grow
hard” (28). Dryope retains speech as the bark,ragst is clear that the transformation into
the tree kills her: “In the same moment did sheseda speak and cease to be” (31). Myrrha is
turned into a tree at the end of a pregnancy, aeg mto labor. The tree suffers the pains of
labor like Myrrha would, “still like a woman in agg the tree bends itself, groans oft, and is
wet with falling tears”. With the aid of a charnoifn the goddess of childbirth, Lucina, the birth
takes place. “Then the tree cracked open, thewaskrent asunder, and it gave forth its living
burden, a wailing baby boy” (101). In the seventlea®ntury fairy story, it is either males who
become trees (perhaps reflecting the gender d¥ridxech word), or the couple is changed. In
these tales, the transformation is not violent @mes not result in death. Both d’Aulnoy and
Murat have the male lovers in their stories changgaltrees, but it is the reaction of the
females who see this shape-shift which is of irsere

In L'Oranger et I'abeillethe transformation comes about as a result of thgierwand

wielded by the princess, which she loses, andsahlnge cannot be immediately undone.
However, the prince in this story certainly doesdie. Seifert devotes several pages to the study
of this conte(Fairy Tales122-26) He notes that Aimée encloses herself in one dfidweers: “the

text interprets this act as an expression of loxe Ay means of metamorphosis “tenderness”

takes the most physical of forms (123). He furitmnvincingly argues that the “suggestive scene
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between Aimé and Aimée ”, or as they are at the tiime orange tree and the bee, “ tells of the
many pleasures that his flowers can affoed[...] and that it is the heroine who is the active
partner (she entered one of Aimé’s flowers)” (128)erefore Seifert suggests, from this reading
of the story, that although the man in this sterioving and caring, the woman, and (by
extension there is an inference that this is aipibi$g for other women) is not only very resolute
in making her way in the world, but is ready toksagd obtain a satisfying sexual relationship.
Further sexual references can be inferred by tbeurging of the balm which the bee fetches to
heal the wound caused by Linda, but this time Kilmé who receives pleasure from the
administration of the ointment, which “fut bien msipar I'excellence du baume, que par le
plaisir qu’il eut de voir la princesse Abeille pdea tant de soins de son mal: elle y mettait tous
les jours de son baume” (365). Robert commentsekliery that in contrast to the more licentious
contesof the eighteenth centurgpnteusesike d’Aulnoy “ignorent (ou peut-étre feignent
d’ignorer) le caractere scabreux ou pervers daatsins qu’elles décrivent” (180). Certainly

there are hints in this story, but the tales arenevert in their sexual references.

The role of Aimée and her reaction to her lovera@reously the main interest in this
story, but the character of Linda also merits atdersition. She provides a foil to Aimée, giving
insight into her jealousy, and therefore her lameAimé. Aimée’s stinging of Linda provides
comedy, and contrasts the two princesses. Lindatl@sen to live apart “parce qu’elle craignait
de n’étre pas toujours aimée de celui qu’elle dgraitgoour époux” (I: 361). Linda’s interaction
with the two metamorphs provides d’Aulnoy with tineans to show a strong female figure can
rule wisely and well, seeking help when the treg@amaged, and being magnanimous when
Aimé and Aimée are returned to human form (I: 3@®-8& his interpretation however, omits one

element in the story. Linda has banned men fronphkce, and yet is seduced by the scent and
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beauty of the tree. She wants it, and has it tramsg to her own garden. She is so troubled by it,
and “mourait d’envie” (1: 363) to have its flowets,the extent that, she makes herself a suit of
armor in order to get to the tree, urged on byafitger companions to imitate Jason in his quest
for the Golden Fleece, thereby avoiding the stofgbe bee. The comparison to Jason, a kingly
warrior who sets out on a quest, indicates the ofpeoman Linda is; she is not a fireside-loving
domesticated woman. D’Aulnoy suggests that shealsigong attraction for the tree, and implies
that if Aimé were to have had a relation with Linttzat “il ne lui serait demeuré ni bras ni
jambes” (1: 365). Linda would have devoured hinsndia in her commentary in her edition of
these tales considers Linda’s desire fooatonto have a sexual connation, and she notes the
gender inversion; it is Linda, a female, that wshe pluck the flower, She reminds the reader of
the allusion td.e Roman de la Rose which the (male) lover’'s goal is to pluck thesedn the
garden. Jasmin succinctly references this stoflaamétaphore sexuelle de la rose a cueillir” (I
364, note 25). This tree plays a key role in shgwire passionate desire that women can feel as
well as the different lives that they can experesrand that they can be able leaders in society,
and active partners in sexual relationships.

In a different tree metamorphosis, Murat’'s unhalopgrs are both changed into trees at
the end ofAnguillette.The lovers have died; Atimir at the hand of hisaljand Hébé by her own
hand: “Anguillette [...] toucha avec sa baguetterésdes infortunés de I'admirable Atimir et de
la belle HébE; dans I'instant méme ils se changéemeux arbres d’une beauté parfaite” (117).
What is surprising about this story is that these lovers have been married to other people, and
Atimir eloped with Hébé’s elder sister. Anguillettad warned her that to meet with Atimir
again will result in death: “songez [...] a ne chenrclamais la presence fatale d’Atimir; il vous

en codterait la vie” (100). As a result, these awe united as trees in death as they never were in
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life. Seifert sees this metamorphosis into tre€sresunhappy ending in these tales [which] is
not only a negation of received conceptions of land sexuality but also — thereby— a yearning
for different ones” Fairy Tales133). Seifert develops a cogent argument showiagtttis tale
shows a utopic vision of a world, which neverthgleannot satisfy the desires of Hébé. There is
a suggestion that if Hébé had stayed on the idlagr@ would be a solution to the suffering
caused by love and desire, since there she is cagdpeven phlegmatic (133-34). This outcome
is not sufficient, since her desire for tranquiigysuperseded by love and sexual desire. The
richness of these fairy tales makes this a possibdepretation, but others can be understood.
On the one hand, the two lovers are united in déaththe other, both Hébé and Atimir
have married other people, and betrayed them.ditiad to this, Hébé, although given the gifts
of great beauty, riches and wisdom by the fairgirés love, and is consumed by the desire to
have a loving relationship. This can be construgenhdicative of the dissatisfaction that
superficial, external riches bring, and that matterthe heart are more important. Murat makes
it clear that the fairy is impotent to guide andphger in this matter. She does not know about
romantic love. She can only advise and warn Héagdahce Atimir has eloped with her sister,
that she must avoid meeting him again. It wouldrsdeowever, that Murat is advocating against
being overcome by emotion; for in this tale, beim¢pve has disastrous consequences. Hébé’'s
husband is weakened by his emotions to the poietevhe cannot resist her, and after his initial
refusal, he gives into her, and allows her to retarher father’s court. Murat clearly shows that
his judgment and rationality are blinded by hisdo\peut-on refuser quelque chose a ce qu’on
aime? Il crut plaire a la belle Hébé par son aveggmplaisance” (109). As Patard succinctly
remarks: “dans ce dernier conte, Mme de Murat déradimeptie d’'une lecture morale du

conte, puisque la fée, qualifiée de “sage” ne mantvpas a faire entendre la voix de la raison”
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(41). This tale gives us a portrait of succumbmgesire, and the folly of marrying someone

with whom one is not in love.

Female Curiosity and Fulfilling the Female Role.

At first sight, the inclusion dfe Serpentin veiih a section on women’s metamorphs
might appear arbitrary, and | will examine the mmagphosis of Serpertin vert in the subsequent
chapter. The story is included here because af#msformation which Laid Laideronnette
undergoes and the use of the myth of Psyche. D@ydnugly Psyche is not metamorphosed
herself, but her actions cause Serpentin vert ttobneemned to another seven years in his
metamorphosed form. Yet through the suffering sheses him and her own trials, it is only
when she too has changed, and has learnt discrétairshe can rescue Serpentin vert from
Hades. D’Aulnoy in thenoralitéat the end of the story underlines that Laideraerseturiosity
and her inability to learn from previous experiesydaults she shares with many humans, are at
the core of this story. “Hélas! de leurs malhewassgs / La plupart des mortels, curieux insenseés,
/ N’en fait pas un meilleur usage” (I: 668).

D’Aulnoy uses the legend of Psyche, frdine Golden Aswritten by Lucius Apuleius
(2"century AD), to creatS8erpentin vertThere are similarities in the stories, as botycRe and
Laideronnette succumb to curiosity about their lansts, and therefore lose them for a while. As
Anne Birberick points out in her study of the Psychyth by d’Aulnoy, however, “traditionally,
Psyche’s curiosity about her husband’s identitythassformed her along with Eve and Pandora,
into a symbol of woman’s innate wickedness” (“Reing Curiosity” 136). In addition,
Laideronnette becomes curious about her mystehosband only when she has read the legend

of Psyche, which makes her reflect on her own 8dndecause “elle y trouvait beaucoup de
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choses qui avaient du rapport & son aventure@)® Laideronnette, as her name suggests,
does not have the outstanding beauty of Psychedaeslnot become physically exquisite until
she has developed a beautiful character. As Gigi&uehler points out, another difference that
d’Aulnoy makes is that Laideronnette “choosesye klone, thereby rejecting even the
possibility of love, unlike Psyche who is refusedd and experiences powerlessness by being
abandoned on top of a mountain” (141).The allustothe myth of Psyche in d’Aulnoy’s story is
interesting for the changes made to the originahmyut because of the reference to the word
psychefrom Greek, meaning ‘butterfly’ and ‘breath ofdif and therefore mind, spirit or soul.
By drawing on this allusion, d’Aulnoy demonstratkat the spirit, or temperament, of the young

woman, shown by her self-determination and choisasiore important that her beauty.

Paula Allen draws on the wider meanings of Psynheer study of metamorphosis in
twentieth-century American literature. In the imtogtion to her work she comments on the myth
of Psyche, who was depicted as a butterfly, thegrefication of a soul. Her interpretation is
thought-provoking because of the analogies shegvath the metamorphosis of a caterpillar to
a butterfly. Allen first analyses, and shows hawbiological terms, the transition from larva to
adult necessitates a complete dissolution of thggnal insect into something completely
different: “a final breakdown of form that must éaglace before a new form can be built from
its remnants” (5). She then skillfully applies tidea of complete disassembling and rebuilding
to what happens to Psyche, as she changes fromsadakte to full maturity. She concludes that
this new being realizes “that she is no longer catibfe with the terms of her former existence —
that her self-conception is no longer compatibléhhe gender role forced onto her by society”

(6). Allen takes the view, as Judith Butler dobst gender is largely a social and cultural

®1 Jasmin notes that it is the contemporary workdande La Fontainées Amours de Psyché et Cupidomwhich
dAulnoy is referring. I: 648 n. 16.
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construct. InGender Troubldutler notes: “as a shifting and contextual phenoonegender

does not denote a substantive being, but a relptiug of convergence among culturally and
historically specific sets of relations” (15). i$ thesis is applied to those metamorphosed in the
contesit is possible to see that, for the majority, tasult of physical metamorphosis is a new
person, who has changed and can be successfdl an her position in society. However, in the
metamorphosis of women, and their subsequent r&ausrhuman body, there is no indication
that the women were incapable of accomplishingydredered role that society assigned them.
They are often able to act with much more freedera metamorph, and in ways that the female
gender in their society would not have permitteat. the female shape-shifters, there is no
concept of them not being able, having undergonamearphosis, to return to the aristocratic
position they left. They satisfy the societal exp&ons of marriage and procreation, and so in
direct contrast to the observations of Allen, trenven do not find that their experiences as a
metamorph make their gendered role inconsistettt thiir self-perception, rather the reverse is
true, and they are able to fully accept their posiand duties as a result of the bodily

transformation they have undergone.

Retaining Humanity in the Metamorph

The writers’ choice of metamorphosis reveals whaytwish the human in the new body
to be able to do: obviously a tree will not walk,iasect will only have the strength of a small
being, birds will fly and animals eat, run, and &eh as the species to which they are newly
assigned. This taxonomy, or classification of spgcivas first observed by Aristotle. He

categorized living things according to their appeae and shared behaviéf$’Aulnoy in

*2«The first great generalizer in classification waristotle, who virtually invented the science ofjic, of which
for 2,000 years classification was a part. [ n.his writings, he described a large number of nadigroups, and,
although he ranked them from simple to complexphifer was not an evolutionary one. He was far dloéis



94

particular is assiduous in assigning the corregsal attributes to the new beings: for example
the frog inLa Grenouille Bienfaisanteakes a year to climb up from the depths of the eghere
the Queen has been imprisoned, and seven yeass/ef to reach the court and the King.
However, d’Aulnoy requires this frog to help thee@u: the frog manages to cut wood to re-
construct a shelter for the Queen, and also makesl &r her to lie upon so, unusually, this frog
is half fairy (II: 89). The feats of strength whidAulnoy’s frog performs are clearly beyond the

power of a normal, non-magical frog.

The choice of the writer to allow speech in theatwee is significant: the majority of
metamorphosed beings maintain their ability to oeaend to speak. It is rare, and therefore to be
remarked, when a metamorphosed person cannot sptedcontes The lack of speech, the
ability to express thoughts and emotions in wongight be considered a sign of an absence of
human qualities and reasonableness in the cre&oreersely, it can also signify the depths of
depravity in the fairy or magician, who punishes pgerson they have metamorphosed even more
deeply by depriving them of this human ability. Thefering that the removal of speech causes
is expressed by King Grandimont, who is metamorgtiasto a lion, and who regains speech as
a result of meeting Esprit. Seeing the lion’s @iss; Esprit comments that if he were on the
island that the Queen would be able to offer soomefort. As soon as he has said this, “le lion
... lui [dit] d’'une voix humaine: “cher étranger gles dieux m’envoient sans doute pour finir
mes malheurs, ou du moins pour les adoucir en meatt la faculté de les exprimer’’{le de
la magnificence®47). The princess who is transformed into a doaot speaki(a Biche au

boig). She is recognized by her servant by an expnesgiemotion: “[elle] vit avec une extréme

time, however, in separating invertebrate animals different groups and was aware that whalegtdos, and
porpoises had mammalian characters and were motLfieking the microscope, he could not, of coudsal with
the minute forms of life. The Aristotelian methoohdinated classification until the 19th century”.
“taxonomy.” Encyclopeaedia Britannica. Encyclopaediga®nica Online Academic Edition. Encyclopeedia
Britannica Inc., 2012. Web. 04 Nov. 2012.



95

surprise de grosses larmes qui coulaient de ses ghe ne douta plus que c’était sa chere
princesse” [(a Biche au boidl:140). The fear that the princess feels as g doé therefore her
vulnerability to attacks by animals in the foresids to her plight. D’Aulnoy underlines the
horror and fear that metamorphosis can cause.

With very few exceptions, for example the treedinguilletteand the sheep ine
Moutonwho remain metamorphosed in death, metamorphgraganan form at the end of the
tale. While they may exhibit human characteristitsle they are transformed, they also behave
as animals with their needs for exercise, dietsmadter. In considering the humanity of these
characters, a useful thesis is propounded by Ragelaakson in considering how writers use
fantasy in their works and what sort of writingstiproduces. She posits “there are ‘marvellous’
works which invest otherness with supernaturalitjaal (24). This is certainly true in the tales,
where magical transformations take place, andefintervene, but the metamorph retains

humanity in its emotions, a human figure, for tdlanimal or insect external appearance.

The Story-Tellers’ Objectives in Using Metamorphoss.

The difficulties, surprise, and fear that some abtars feel when they are changed is not
universal, and many just accept and adapt to tieeirbeing, and suffer no anguish. All the
metamorphosed characters maintain the sexual tg@iftiheir original body, that is to say that
they are metamorphosed into an object which catihiesame gender as themseR7eBhis
raises the question of whether a metamorphosed tmufprms to sexual stereotypes or whether
a changed person is released from the constrditit®io gender, or whether they still display

characteristics associated with their gender. \Withé world of the seventeenth-century French

> The only exception to this, in the stories in tloely of work in this dissertation, is when two losere changed
into treesAnguillette117.
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fairy tale, metamorphosis enables the writer t@psdhe societal constraints that a gendered
body places onto a character, and to place thertrated person into situations which they

would not or could not enter into as a human.

Examining how the metamorph lives in the new miliewhich his or her new body is
found is one of the ways in which it is possiblesé® how the literary trope is used. In Madame
d’Aulnoy’s tales, metamorphosis can be seen asamsef educating a person so that when they
return to a human body, they are then able taf the role that they were born to. Raymonde
Robert, in her study of the contes, considersrietamorphosis is one method by which writers
of contesexpress aentral function, of “méfait”, which may be expsed in the following
manner: “enlevement, métamorphose, sommeil magapres maléfiques, mauvais traitements”
which then lead on to “reparation du méfait” (18jher critics have concentrated their studies
only on Madame d’Aulnoy’s tales. Her tales are oy more numerous, — she wrote twenty-
four contes de fées but were also widely read in the eighteenth agraind translated into
other languages. The richness, length, and vaoietgr tales have led many critics to examine
her stories, and to compare them to others wréteghe time. Jean Mainil remarks that d’Aulnoy
“fut la conteuse la plus adulée du régne du Loui& Xnd that her works “seront distribués 34
fois en livrets populaires contre douze fois poamr&ult” (Le Rire degées 19). Joan DeJean also
comments on d’Aulnoy’s fame and outpliefder Geographies8). Jasmin in her introduction
to her work devoted to Madame d’Aulnoy examines wiulnoy’s contesare worthy of the
interest of critics from the twentieth- and tweffitgt centuries. laissance du conte fémini3-
20). Jasmin sees d’Aulnoy’s use of metamorphase \&@ay to “exprimer a son tour, sous un
voile transparent, la vérité sociale et morale&tess dont elle réveéle les faiblesses et les tsaver

individuels” (281). Many of Madame d’Aulnoy’s sted, and those of other seventeenth-century
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fairy-story writers, use metamorphosis to corregtidvior: misfortune befalls the character,
because of some fault in that person, who theheaéihd of the story is restored to a human
form, frequently more beautiful in body and cerbaiwvith more acceptable behaviors.

Another variation on the use of metamorphosis isramarranted transformation, and
sometimes the metamorphosis takes place becauparte of the new-born child has
transgressed and the child’s metamorphosis is sipuent. On one hand the malevolent beings
which inflict the punishment merit consideratiomey are frequently punishing the
metamorphosed person because their advances hawvedbesed. They desire to enter into
relationships and to be accepted; their rejectiarhether their sexual desires are thwarted or
their social acceptance denied — makes them vengeducruel. It would be a gross
simplification to assume that all of their malisetihe result of repudiation — some of their
characters are just simply euih his glossing of.a Chatte Blanchan which the Queen has
promised her daughter to the fairies for fruit thla¢ desired when pregnant, Seifert notes “In the
second half of the final moral, d’Aulnoy [then] ki&ithe heroine’s metamorphosis to her

mother’s ‘folly’ ” (Fairy Tales184).

Tairai-je cette mere et cette folle envie,
Qui fit a Chatte Blanche éprouver tant d’ennuis ?
Pour godter de funestes fruits,
Au pouvoir d’'une fée elle la sacrifie. (ll: 240)
This punishment of the child because of the faithe parent, usually the mother, is
examined by d’Aulnoy iBBabiolg La Chatte blancheandLa Grenouille BienfaisantAs
explored in the chapter on women’s bodies, D’Aulnggs the motif from folklore of a pregnant

mother who desires fruit, taking elements of fdliries, and developing and changing them, so
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that, as Mainil notes, “ le conte se sépare ensuwit€onte-Type” (e Rire des féek79). More
often, the metamorphosis is not because of a garentit but results from a flaw in the
character of the fairy, which is basically evildgounishes an unfortunate person for some real
or perceived wrong. This retribution may happehezibecause a parent does not return the
fairy’s love, or does not invite the fairy to thieristening, or does not give the fairy her due
recognition. Such metamorphoses may have a profefiact on the parents and in reaction to
their monstrous child, the parent may feign alstith (Le Roi porg, or plot its deathRabiolg),

or try to pretend that the animal is a huméae. Prince Marcassin These tales all ensure the

survival of the cursed infant and its eventual metio human form.

Another tale by d’Auneuill.a Tyrannie des fées détruiteveals that the fairies are
tyrants, and full of anger: “la colere implacabtsdees” (520). The use of the adjective
“implacable” shows how strongly the fairies fedley cannot be appeased, and their ire is
excessive and violent. In this tale, a fairy metgrhoses a couple which sees her bathing. It is
not because of her beauty that she punishes thdrhebause she has feathers on her body. “Le
dépit d’étre découverte lui fit souhaiter que cqukl’avaient vue ne pussent le dire, et qu’ils
devinssent eux-mémes tourterelles” (513). This metphosis happens in spite of the fact that
the fairies had decided themselves that the couptemeant for each other and should marry. In
the end, however, they are returned to human fowntlaey do marry. IiSerpentin vert
d’Aulnoy insists on the use of metamorphosis byféiiées to teach humans. The fairies have a
huge task in trying to fulfill their role of proding good constituents of their communities. Many
of the creatures Laideronnette meets, while Sermpeastt is away from her, in Hades as a

punishment, are revealed by the canary to be mefmsed beings. It explains to her:
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[Les fées] les mirent en pénitence: elles firerst plerroquets, des pies et des
poules, de celles qui parlaient trop; des pigedes,moineaux, des serins et de
petits chiens, des amants et des maitressesndes sle ceux qui contrefaisaient
leurs amis, des lions, des personnes coleres; kenfiombre de ceux qu’elles
mirent en pénitence fut si grand que ce bois epagblé, de sorte que I'ony
trouve des gens de toutes qualités et de toutesumsim(l: 659)

For d’Aulnoy, the faults or failings of the humaaiitbg influence the choice of being into
which they are changed. Their metamorphosis issgspment and is commensurate to their
defect. Catherine Matrin, in her article on pleasamd pain in the stories, notices that the people
who have been metamorphosed in this manner cannetizeir sad stories to Laideronnette, and
as a consequence, she will be comforted and distratAu lieu d’affliger Laideronnette, ... la
triste situation dans laquelle ces étres se re@mausondamnés devrait la distraire. Les
mésavantures des uns contribuent donc au plasiaakees” (266). In this tale by d’Aulnoy there
is a time-limit imposed by the fairies for the diuwa of the metamorphosis. The person must do
penance, and improve, and is then returned to hdaman This would seem to be overtly
religious in its connotations, and again reflebes flact that in these tales, fairies have taken the
place of the gods. It is unsurprising that d’Aulneguld use references to her own,
contemporary, culture, where the court practiceth@eism, to provide her readers with
symbols and ideas with which they could identityehgage them in the story, and therefore be
able to expose them to her views.

This quasi-religious realization of wrong-doing,aravement in behavior and restoration
does not always occur. Some tales do not end hapibiulnoy’s Le Moutonends with the

death of the metamorphosed person, the ram whatiebroken heart. He is betrayed by
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Merveilleuse’s failure to return to him from hetHar’s court, and this tale also explores the
theme of an unnatural bond between father and deudgh Murat’'sAnguillettethe unhappy
couple remains as trees, and Murat recounts tedatty named themCharmes pour conserver

a jamais la mémoire de ceux qu’on avait vus brdiens ces malheureux amants” (117). Their
unhappiness is not confined to the lovers themselhese two people have damaged those who
loved them: not only their respective spousesalad the princess’s parents.Ua Pigeon et la
Colombeboth Constantio and Constantia contemplate suasdee means of escaping their
unhappiness. Constantio wishes to kill himself whens told by his mother that Constantia is
dead, Constantia considers suicide to be a prdétalan arranged marriage to a giant. Since
suicide is a mortal sin for those who are of théhGlc faith, they are both prevented from

taking this course. In the end, however, thesedwanse to flee and remain metamorphosed and
to live “une vie innocente, sans ambition, sansrefeg360). Unlike the usual happy ending,
Murat shows a more bitter, perhaps more realiséie/ \of life. Rather than having to live in a

way which they have not chosen, the lovers flee mature, echoing the tales where a bucolic

life is a way of achieving tranquility.

In another tale, written by Murat, the tone is darkand the metamorphosis is never
removed. The princes ire Palais de la vengeantave been trees for two thousand years,
changed for trying to escape the enchantment andws#e of the fairy Céoré, and are never
returned to human shape. Murat has a more acentécin her stories, and her characters are
punished for infidelity; the men who sought “glgi(@54) are changed into trees, as they were
perceived as unfaithful by Céoré. Others are pwigbr being in love and happy, as are Imis

and Philax in this tale. Their stories end withnthieeing locked up in the palace together, and
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nothing disturbs their happiness, but they “s’efient] du bonheur méme” (158). For Murat’s
characters, there is not always a happy ending.

Similarly, in d’Aulnoy’sLe Nain jauneatfter the death of le Roi des Mines d’or, Toute
Belle dies of despair, and they are both metamagdhanto palm trees, their branches
intertwined, joined together as trees as they neege as humans: “ils se caressent de leurs
branches entrelacées, et immortalisent leurs famepr tendre union” (I: 615). The use of the
word “feu” suggests that their love is a passiat thurns them, that is extremely strong. It has
consumed them, and can only be joined by a tramsfobon into another, immobile species.
Trees, as a means of perpetuating a metamorplasis,also used by Ovid. The fixity of a tree,
unable to move and yet able to provide sheltetp antertwine its branches, gives a pathos and
permanence to this type of metamorphosis whichsgiat in an animal or insect transformation.
Seifert sees a positive outcome in this transfaonanto trees: “what was a tragedy becomes,
apparently, a fate even happier than a final mgeti&or the protagonists, love acquires an

irreversible, physical form”Hairy Tales131).

The Progeny of Maternal Transgressions

Two stories by d’AulnoyBabioleandLa Chatte blancheuse the motibf the child who
is punished as a result of the mother’s angeriedahy. Babiole is the result not only of
Fanferluche being dissatisfied with Babiole’s mothit also with her grandmother. “Et [la
reine] disait sans cesse que la fée Fanferluclitevétaue a sa naissance, et n’ayant pas été
satisfaite de la reine sa mére, s’était mise de firne lui avait souhaité que des chagrins” (547)
The mother of Chatte blanche, as examined in tbeiqus chapter, desires the fruit that she sees
in the fairies’ garden so much during her pregnatitgt she becomes dangerously ill when she

cannot have it. She offers “mes royaumes, mon casum,ame, pourvu que j'aie du fruit” (11



102

219). The fairies grant her wish, on the conditivat she gives them possession of the baby
princess when she is born, so they may bring her up

Babiole,born a beautiful baby, is metamorphosed into a rapnghortly after her birth.
Critics interpret this metamorphosis in differingys. Birberick, in a feminist interpretation,
remarks that “in having Babiole metamorphose ingmanon, d’Aulnoy has selected an animal
that is clearly marked as feminine and whose si@taw/s her indirectly to comment on the
place of women in society” (“Gendering Metamorpkbd487). Kathryn Hoffman, however, sees
her transformation as aberrant, as “one of the[temsformations] explicitly marked in a fairy
tale as monstrous. The queen laments, at the gidi@r jumping, cavorting, walnut-eating, hairy
princess” (69). There is no doubt that the Queeasimmed, even horrified by this
metamorphosis, and usually females are changedégzuotiful creature¥’ However, the
Queen’s reaction to her baby is perhaps indicativeer attitude to being a mother of a girl. She
sighs: “une fille qui me codtera bien des larmesien des soupirs, ne serais-je donc pas plus
heureuse de n’en point avoir?” (1:548). When theubi&l baby girl is shape-shifted, the
Queen’s concern is for herself : quelle hgmver moj tous mes sujets croiront gpe fait un
monstre” (I: 549, my italics). Her solution to thmblem is to have the monkey killed. Thus,
Hoffman’s assertion that this fairy tale containgnstrosity is correct, but | would contend that it
the mother who is monstrous in her behavior, anndadiole. This lack of grotesqueness is
demonstrated in the new home Babiole finds withehat. She is attractive, clever and
accomplished (I: 550-51). She is even requireddwige insights to the rest of the court: “il
fallait qu’elle répondit comme une sibylle a cenesgtions spirituelles et savantes” (I: 551).

Furetiere defineSybilleas “une Prophetesse qu’on croyait inspiree deekli@ind further

** For a description of the natural transformatidrat t’Aulnoy uses, see Jane Tucker Mitch&lThematic
Analysis of Mme’dulnoy’s Contes de fég®xford, Miss. University of Mississippi Press, 89.770.
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comments “on appelle proverbialement une vieille £t scavante” (Ill, sig. H2h So the

simian body, which could be regarded as monstnoasé sense, hides an attractive person, full
of wisdom. The female metamorphs, particularly éheto suffer as a result of their mother’s
transgressions, are shown to be resourceful aedtéal, in contrast to their more narcissistic
mothers. One of the ways that d’Aulnoy shows thiky the way that Babiole is retuned to
human form, cracking the olive, “une [si] grand®@mtbance d’huile parfumée que tombant sur
ses pattes, elles devinrent [...] les plus bellasxendu monde” (I: 567). She then rubs the rest of
her body with the oil — a sacramental allusion & becomes a beautiful womahThe choice to
make her hands change first is significant, shovaegability to act, and to be proactive in
bringing about change.

Babiole, in spite of her possibly monstrous moné&eterior, is shown to retain the spirit
and heart of a human, and although her shape fedsishe suffers because she has human
emotions. “Babiole avait un cceur, et ce coeur ntapas été métamorphosé comme le reste de sa
petite personne” (I: 551). Therefore when shejected by her cousin the prince, when she
declares her love and desire to marry him, shellig ¢ognizant of both her animal nature which
she controls and her human feelings: “vous éteschuseigneur, ajouta Babiole, que je n'aie
pas tout a fait I'esprit d’'une guenuche, une agtre moi vous aurait déja crevé les yeux, mordu
le nez, arraché les oreilles, mais je vous abarelanr réflexions que vous ferez un jour sur
votre indigne procédé” (I: 558). D’Aulnoy furthenderlines her spirit and clear sight by the
adverbs she uses to describe first Babiole’s r@adti the Queen’s choice of a monkey husband.
“Cela signifie, madame, répliguimpatiemmenBabiole, que vous étes résolue de me sacrifier a
ce vilain monstre pour éviter sa coléere” (I: 55%; italics). Later, as she argues further, she

replies “dédaigneusement” to the Queen’s arguntbatsshe will be given gifts, as the

% ps. 22.5, Ps.26.1, Jas.5.14 etc.
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monkey’s first wife was. She flees the court, amd arranged marriage, and would prefer death
than suffer that her fate be in hands other tharotva: “quand les disgraces sont a un certain
point, I'on n’appréhende plus rien; et la mort méoeet étre envisagée comme un bien” (563).
This desire evinced by the female protagonistih BabioleandLa Chatte blanchéo choose
their own marriage partners can clearly be seencsnment on the practice of arranged
marriages, which were not for love, and were fredlydor social, political, or monetary
advantage.

Hoffman contends that the use of a monkey as amuegfh reflects seventeenth-
century’s society fascination with and curiosityabhirsute females. The accomplishments that
Babiole demonstrates, both in her speech andiealigt reflect this. Hoffmann remarks: “in the
real world of early modern Europe, several mulgtial, internationally portraited, and even
harpsichord-playing hairy girls had already achtegaormous international fame” (70). Thus,
actual events are recounted in the story of Babfelee excellait & jouer du clavecin, on lui en
avait fait un merveilleux dans une huitre a écailleenait des peintres des quatre parties du
monde, et particulierement d’ltalie pour la peintife 551). This representation of real events
gives d’Aulnoy the chance to reflect on her eraaction to, and fascination with, human or
other curiosities. These novelties were part ofgening world view, as people travelled and
discovered things that were different from bothkhewn, but also the accepted, norms. It is
possible to see a desire to encourage acceptameenain beings who do not conform physically
to these norms. In addition, since Babiole is mprincess, this also allows d’Aulnoy to explore
the conflict between her desires as a woman andxpectations of society for a high-born
female. As Seifert remarks, “the characters offémy tales inhabit a universe in which their

aristocratic nature — their physical, emotionat] artellectual superiority — is destined to
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prevail” (Fairy Tales83). Therefore, unlike real princesses of the tiBabiole is able to rebel,
to state her love interest, and to refuse to enteran arranged marriage. She is able to follow
her desires.

Like Babiole, Chatte blanche is also able to follesv desires, but in a different way. The
baby princess is raised and tended by the fami@stower, with a parrot and a monkey for
company. Looking out one day when she is an adetgsshe sees a young knight and falls in
love. Like Babiole, she desires to follow her ovaatt and to make her own choices. She does
not want to be married to Migonnet, a monkey-kirfgpvis the fairies’ choice for her, but to
marry the young, beautiful king she loves. Not aiites she fall in love but she also rebels
against the fairies, decides that he will be heusp, and she marries him. When her act of free
will is discovered, punishment follows. Her spoiseaten by the dragon and she tries to
commit suicide by throwing herself into the dragomiouth. The fairies, however, intervene and
she is metamorphosed into a white cat. MarcellecWelterprets this metamorphosis as “ une
princesse exilée dans le corps d’'une chatte apr@goyeuse expérience sexuelle” (“Rébellion et
résignation” 136). The punishment is long becabgehss dared to follow her own desires,
thwarted the plans of the fairies, and become dxaetive. The fairies decide “il faut [...] la
réserver a de plus longues peines, une prompteasoittop douce pour cette indigne créature”
(238). Not only is she punished, but her courtaesalso punished, “[les fées]
métamorphoseérent tous les seigneurs et toutesieesidu royaume en chats et chattes, elles en
laissérent d’autres a qui I'on ne voyait que lesngia(238). This dehumanizing of those who
surround the princes can be seen as providing hlercampanions during her punishment, and

permits her to show her ability to reign, withounale to help her.
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The princess, held captive in a tower during helestence, only gains authority and
freedom while she is a metamorphosed being. AscRatiannon remarks “ true to the vast
majority of [d’] Aulnoy’s tales, this metamorphogmpowers the heroine, who converts her
desire into poetry and presides over her own atera court” (85). Hannon’s remarks are
certainly true for this tale; Chatte blanche isegivauthority as a metamorphosed being.
Princesses and noblewomen are more autonomousthwneare liberated from the constraints
which their gender places on their lives. This eonaation is very evident when they are cross-
dressed, and disguised as men. However, if Hanrsbatement is applied to metamorphosed
princesses in d’Aulnoy’s tales, Chatte blanchenigxception. Babiole, the dokeg Biche au
boig) and the bee(Oranger et I'abeillg are empowered in one respect, in that in their
metamorph form they can act more freely, but theyot rule, and their desire is expressed
more overtly. Certainly, however, in her metamog@tbody, Chatte blanche is a good
sovereign, able to provide her subjects with theeasities of life for their survival, to keep the
peace in her kingdom and to vanquish her enermesddition to this, she is able to give the
prince the means to fulfill the increasingly ditflcand bizarre demands of his father:(a clever
little dog, a piece of cloth so fine it can pas®tigh the eye of a needle, and the most beautiful
princess). In addition, one can speculate why dhaylchose the youngest son to be the prince
for whom she provides. It may be that she is follmpfolklore tradition, or that she wants to
reverse the societal norms that have the firstbdrerit the throne, though there is no suggestion
that the older two brothers would make bad kindee third son being the one who eventually
gains riches and governs wisely is a trope in faioyies, for example the miller's youngest son
in Perrault'sLe Maitre chatvho becomes the marquis de Caralasg’Aulnoy’s tale each of the

sons are rewarded with a kingdom, by Chatte blgrehes their father.
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The choice of the youngest prince may enable tham@phosed princess to educate
and guide the prince. Her power and gifts enal@eptince to develop and to become the mature
royal person that his birth demands. When he caimmibthe piece of fabric which is inside a
walnut, for his second task, his reaction is “Ch&tanche, Chatte blanche, tu t'es moquée de
moi.” However the response to his lack of faitlihe cat is swiftly punished: “il sentait dans ce
moment la griffe d’'un chat sur sa main, dont il§ubien égratignée qu'il en saignait” (Il: 214).
He does not know why this deep scratch happerdAasnoy explains, but it does have the
desired effect of making him act. “Il ne savaitsite griffade était faite pour lui donner du coeur
ou pour lui faire perdre courage; cependant il auergrain de millet” (214). Even at a distance,
Chatte blanche can intervene and make her prirtc&he has the power to direct events, and
affect the outcome of the prince’s father’'s demaads so eventually gain release from her
metamorphosis.

The strangest twist in this tale is the mannerImclv the white cat has returned to human
form. Instead of the penance reaching the endigkd duration, or a fairy’s wand being waved,
the cat is returned to human form by having hératad head cut off by the prince. Critics vary
in their interpretation of this advlichéle Farrell sees it as an expression of femeiower (61).
Patricia Hannon considers it a means to explorevitler issues of female authority in the world.
(87). Conversely, Marcy Farrell and other critiosw this return to human form as a loss of
power. (36). Anne Defrance, however, views the neathof the head as means of regaining
something her metamorphosis has caused her to'@ste castration symbolique rend a
I’héroine une féminité que I'animalisation lui @6t (Les contes de fé426). Elizabeth Harries
considers it a demonstration of the weakness optimee; a sentimental, perhaps feminized

hero. Marina Warner interprets this act of violeasean expression of the prince’s devotion
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(From the Beast to the Blor#b4). As can be seen by looking at all these diffepoints of view
and interpretations of the act of decapitatiortiagihave placed many distinct interpretations on
this deed, though they all see it as an expresdipower or lack of it. There is a sense in which
her rebirth can be seen a continuation of her po$fee has made the prince do as she directs,
making him feel her claws when he doubts her I14)2and makes sure he arrives on time at his
father’s court, with the most perfect fulfilmentiof father's demands. When she is restored to
human form, although she marries, she distribuéesvealth, and tells the king how the
kingdoms will be divided, retaining three for hdfsad her chosen groom. However, her choice
of the prince as her spouse is interestirige fairies have told her that she will only besfite

from her metamorphosis by “un prince qui ressenali@arfaitement a I'époux qu’elles
m’avaient ravi” (238). Thus her care for the prinaed her drawing him into her realm, and her
provision of the items demanded by his father ctudddeen as not helping him, but as being
self-serving. Since her first husband was alsdirgrsexual partner, it is possible to see that sh
only desires a replica of him. However, it is th@ies who have placed this condition on her
release, and so their decree can be seen as & weyrndaining the chastity of their ward.
Whatever the motivation of the fairies, the motivatof the cat is not, as one might at first
believe, to serve the prince, but rather to proWidewith what she wants. Rather than the cat’s
return to the real world being a loss of authomstye never loses sight of what she wants, and

uses her skills and abilities to fulfill her desire

Adolescent Desires
D’Aulnoy explores female desire lra Biche au boidut in this tale, it is sexual desire
which is more overtly expressethe metamorphosis into a doe is again the resualt of

malevolent fairy, who threatens death if the prascsees the light of day before she is fifteen,
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and the fault of the mother, who did not rememberfairy that helped her (ll: 115-20). This
shape-shift, therefore, does not take place umilrincess is an adolescent, as a result ofla tric
The transformation of therincess into a doe clearly suggests the motihefhunt, as does the
name of the prince, Guerrier. The idea of the claaskcapture of the desired female, her sexual
awakening and the fulfillment of her desires afteoted in the animal’s behavior. When the doe
sees the sleeping prince she approaches and “shaptes de lui...soupirait ... poussait de
petits gémissements [...] elle le touchait” (116)4Barchilon has interpreted this: “La biche a
donc tous les sentiments d’'une femme, mais ellseapable de les communiquer, prisonniére
de sa forme animale” (43). In contrast to this,rBefe thinks the metamorphosed animal with
its evocation of her emotions and her physicaltreado the prince “permet alors la
représentation de scénes qui, si elles étaient inesyaseraient fortement marquées
sexuellement” (111). There is no doubting thathiohe is strongly attracted to the prince. She
may not be able to speak while she is metamorphbsgdhe continues to go out into the forest
and immediately rejects the suggestion that Gieofiéakes to her, that she should “passe[z] dans
cette chambre le temps fatal de [votre] sa pénite(it144). Once she discovers that the man
who is pursuing her is the prince, whose portiiagt Isad fallen in love with, she is even more
enamored.

With this recognition of the object of her desirglse cannot keep away and the
following day involves a further chase, which exstather. She then permits him to first “la
caresser” and then to make a bed for her wheréahmoticha doucement” (147). As Jasmin
remarks: “le récit ne cesse-t-il d'osciller entiertséances humaines et licences animales” (339).
Following this episode, there is a further chaseind) which the prince shoots her with an

arrow, which contrasts sharply with the tendermddbe previous chase. Defrance interprets this
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injury, with the symbolism of an arrow piercing ttiee, and the blood from the wound in the
following way: “La symbolique sexuelle de I'épisodst évidente; sang des premieres régles
peut-étre, mais surtout sang résultant de la plerta virginité, puisque la blessure par la fleche
est traditionnellement le symbole de I'acte sex(@®#2). Whether d’Aulnoy meant such a
physical interpretation of the wound is open togfio®, but there is no doubt that male
aggression, the desire to capture the female, exuhstension between the chaser and the

chased, are all laid out here.

Passivity or Acquiescence

If d’Aulnoy, Murat, and Mailly have their princesstake charge of their lives, and be
pro-active in either saving themselves or theipbetl, certain of Madame d’Auneuil’s
princesses are more acquiescent. This passivitiitrbg seen as a reflection of women’s role in
society, and raises the question of d’Auneuil’spmse in this depiction of unassertive women. In
two storiesHistoire de CléonicandHistoire de la princesse Mélicerterhich are set within the
framing story of thé.a Tyrannie des fees détrujt€leonice and Mélicerte faithfully wait and
guard their metamorphosed husbands. One of thentriste Cléonice suit son cher dragon”
(525). The other, Mélicerte visits her husband wghentombed, and can only communicate with
her by sighs. She visits him every day “a la méeard, d’entendre [s]Jon cher époux se
plaindre” (546), but even in her visits she is ilte: [elle] fai[t] les mémes efforts pour le tirer
du tombeau” (546). The unhappy princesses, whotdlareturn to human form of their
husbands, are the victims of the evil rule of thieiés. Philoxipe, Cléonice’s husband, has been
changed into a dragon as he vanquished the oretehieg his kingdom: “Le monstre, en
tombant, renversa son vainqueur, et le couvritotessing venimeux” (518). Yphidamante’s

wife, Mélicerte, was destined to be the wife of kiveg of the monsters, and is entombed because
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he and his wife dared to defy the fairies’ planstfem. The dragon has no ability to speak, and
Yphidamante after begging his wife to leave hinhiofate, only communicates with her by
sighing. Philonice’s love, Anaxandre, hides in amoin the garden, “si troublé de la crainte
d’étre découverte” (525), that he does nothing. difference between these waiting princesses
and the heroine of the framing tale, Philoniceh&t these princesses are married. They
demonstrate faithfulness and devotion to their met@hosed, powerless, spouses. This
depiction of marriage is in contrast to most swrighere the princess is on a quest. She may be
in love, and have chosen her future husband, ubbtyet married him. In this framing tale,
however, d’Auneuil makes the prince become the legfuger princess. As a result of her
actions, he becomes more effective; he undertakestamorphosis into centaur (537) because
“il n’est permis qu’aux monstres de [I'] approch€536). He becomes active as he follows the
undertaking of Philonice’s female servant. Havingwhis lady’s heart, d’Auneuil cannot resist
the amusing spectacle of having him in the samastas Philonice. As the monster king
prepares to sacrifice them and they are led inBopr Anaxandre is “constraint de suivre aussi
bien gu’elle ce tyran monstrueux” (547). He doewdner show bravery, and is prepared to
sacrifice his life to save her (54®hilonice is ready to do the same. By contradtiegdifferent
roles of the women in her stories, the immobilitylee men, and by linking the wives’ stories to
her framing tale — Philonice is in both — d’Auned@monstrates that other relationships can exist
between a man and a woman. She shows that eqoilitg sexes is possible, and that a
patriarchal system is static, and outmoded.

One of the ways that d’Auneuil expresses this idd®y her allusion to other stories. In
this story, various people have also been metanosgghfor daring to defy the fairies, as the

fairy Serpente explains to Philonice. In additiorthie couple that is changed into turtledoves
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because they saw a fairy bathing, men have beesfaraned into statues, because they saw the
fairies dancing. Both these punishments suggestarefes to myths and biblical stories. The
bathing story alludes both to the myth of Dianaisighment of the voyeuristic Actaeon and to
King David seeing Bathsheba bathing and desiring\Wden Bathsheba becomes pregnant,

King David causes her husband to be killed in bd2lSam. 13.2-4). The result of this
transgression is not only the death of this chald, of David’s son Absalor2 Sam.18.9-18).

There is also a story of a beautiful young womamo vg¢ desired by two elders, who, because she
will not sleep with them, accuse her of taking eelg the consequence of which would be

putting to death for adulteifpan. 13.1- 22). The truth is revealed, and instadnen who have
spied on Susanna are put to death for false witfd®sturning of men into statues is also an
allusion to the Bible and to myth. Lot’s wife wasried in to a pillar of salt for not obeying God,
and looking back to Sodofsen. 19.26). In Greek myth if a man looked at Madus would

turn into a statue. Looking at what is denied aresehas dire consequences in all of these
allusions, but this raises the question of why diduil uses them. Bérénice Le Marchand gives a
strongly feminist interpretation. In considering thunishment of the men who mock the fairies’
different positions as they danced, she constart@gument which sees this scene as a
metaphor for the conteuses: “Comme si les contaamésaitaient prendre position et défendre
ce corps métamorphosable, lui laissant toute Bogetse mouvoir, sans contrainte. Les conteuses
sont conscientes des restrictions imposées au t@rpsin et souhaitent a travers leurs contes en
décrire toute la puissance et versatilité” (31)sew of the use of metamorphosed body is
indeed possible, and certainly d’Auneuil represenfismale body in the person of Philonice as a
strong and versatile female. By using these Bibadlasions, illustrating the severity of

punishment for seeing what should be private,fdiry story emphasizes the woman'’s right to



113

be modest, and to enjoy freedom. These storiessalsw men breaking their own societal rules,
for which they are punished. | contend that tusteusas showing that the male
metamorphosed body is a sterile and powerless lajed men are unbending, holding society
in a fixed, rigid set of rules. This tale is bothattack on patriarchal values and recognition of
the strengths of women. By using both Biblicari&® and classical motifs, two very patriarchal
systems, the writers are indicating their strorgliki2 of the oppression and objectification of

women.

In the denouement of d’Auneuil’s tale, she mentifamale characters in d’Aulnoy’s
tales who were metamorphosed, and who arrive st#he to celebrate the end of the fairies’
supremacy. These are women rulers who have overttwitanetamorphosis, and the dominion
of the fairies, and who arrive to rejoice at thertrph and sovereignty of the princess. Raymonde
Robert explains: “Mme d’Auneuil évoque dans l'ortks personnages dl@ Biche au boisLa
Chatte blanchglLa Grenouille[b] Bienfaisantede Mme d’Aulnoy et pour finir elle cite son
propre récitLa Princesse Léonit€550, n.1). In doing this, d’Auneuil links her¢s to those
which were more widely disseminated, and her heoto the spirited princesses of d’Aulnoy’s
tales. She joins, therefore, her work to d’Aulnogised shows a similar freedom in her attitude to
women’s role in marriage, and the equal roles ittt and women should play in this.

In d’Auneuil’'s La Princesse Léonidde prince finds a greyhound on a mountainside
attached to a chain. Here again, tbateusaises the immobility of the female as a featurkeof
story. The prince takes pity on the dog, and bréa&shain: “quelle fut sa surprise de voir cette
levrette devenir femme des qu’elle fut libre” (58F)jeedom comes to the dog, only by the
intervention of the male. However, this is notpas might expect, a story of male quest and

female passivity. Levrette is so eager to be freketa help the prince that she “semblait préte de
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s’étrangler” (587). She is not immobile through bem passivity, but is held immobile by the
chain. This can be read as a metaphor for the i@ntst of society which hold her in a passive
role. The prince then goes on, with the help ofagimshield, to free the courtiers placed under
enchantment, the male courtiers “moitié serperitesg women who are similarly “immobiles”.
Having then freed his love, princess Léonice, Lagte palace is changed back from “un antre
affreux” (593) into a wonderful castle. Here agaie, have the metamorphosis of place, dsein
Serpentin vertbut in d’Auneuil’s story, the freeing of the coig interwoven with Léonice’s
story. Seifert comments that in this story “thed'*®final triumph is overshadowed by the fairy
Levrette’s narrative about her own kingdom, whiehhtas unwittingly helped to disenchant”
(Fairy Tales151).

Levrette in recounting her story, in the same waZhatte Blanche does after her release
from metamorphosis, reveals the role that mothlengip the fate of their daughters. Chatte
blanche, as we have seen, was the victim of henhenstdesires. Levrette, however, was given a
ring and other gifts by her mother “qui avait latued’empécher les enchantements” (592), but
she forgot to put it on. It is Levrette’s forgetiaks that leads to her metamorphosis and allows
evil to work. Her mother tried to protect her datgglirom evil, but is not there in person to
guide her child, as she died in childbirth. D’Auiteslhows that Levrette’s pleasure in her
thriving court and the enjoyment of the ball by themen courtiers, a comment perhaps on the
insouciant gratification of youth, leads to her amorphosis. However Levrette’s juvenile
enthusiasm is not the only reason for the metanumiphthe unattractiveness of Envieuse, her
empty court, and her social ostracism, at a balh“dansa longtemps sans la prendre” (592), are
caused by her unpleasant personality. That resultee whole court being changed, and Levrette

being changed into a dog and chained up.
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Similarly the princess in Mailly'ta Reine de I'lle des fleurs forced to be static. She
has to be enclosed within a palace for six mordtessbid the curse of the fairy. On the final day,
her mother gives in to her pleas to be let out theogarden, and she is enchanted and removed
to a wilderness, a solitary place without othergdeoHer inability to remain under the
protection of her mother is indicative of adolegaebellion. In the wilderness she is befriended
by a dog. This dog cannot speak, and communicatbghe princess by movements of its head,
and by “l'avoir prise la robe, il marchait troisgat toujours de méme co6té, et revenant un
moment apres la reprendre par la robe paraisssibternent lui vouloir faire suivre ce chemin-
la, elle s’y laissa enfin conduire” (562). The pess is more passive and biddable here. She
allows the dog to help her, and her ability to tate solitude becomes “plus supportable; son
petit chien si joli et si caressant y avait beapcoontribué” (563). Whereas she had her mother
to keep her company while she was shut up in teéegdner mother is now replaced by the dog
and she manages to cope for several months aloreein@rpretation of this time in the desert
and the removal of the girl from her mother to thee of the dog is that this period of time
marks the passage from childhood to adulthood.liMaihy be suggesting that a woman is
capable of more than just domesticity, and quest@his society’s expectation of the role of
women. As Seifert states: “The late seventeentldcgigrand renfermemendf women had
not only glorified domestic motherhood, [...] but ragenerally promoted a vision of femininity
that was hostile to the pursuits of ‘worldlyhéndair) women”(Fairy Tales203). This princess,
instead of reliance on her mother for her needs aamenvironment limited to the inside of a
castle, is able to be separated from the domestipat into a wilderness, where she learns to

accept the care of the male, and to show careveritoreturn. When the dog no longer caresses
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her, “elle le mena en un lieu ou elle lui avaitnaanger d’'un herbe qu’elle espéra qui le
soulagerait” (563). She becomes much more seklinreland outward looking.

The dog is revealed to be a prince, who has beaeduo metamorphosis because he
did not stop while out hunting to give a queendhg honors. His change is further exacerbated
by being changed “en hideux vieillard” (566). Imstimetamorphosis he runs away from the
princess and hides, as he does not wish to appé&anelher like this. Since his first
metamorphosis was as “un petit chien d’'une beaet®ailleuse” (561). Barchilon sees the
attitude of the dog as soumis, respectueux ettattam®, comme un parfait amant” (58). So, by
the shape-shift into an ugly old man which caukestince to flee, Malilly is perhaps
guestioning the importance of exterior appearaacd,whether beauty should matter to a loved
one. This, however. is forgetting the confines &diay tale, in which the story would typically
result in the uniting of two beautiful people, wiadl passionately in love, marry, and live
happily ever after. Mailly therefore cannot let firencess see the prince while he is ugly. It is
possible that he is giving an indication that tr&teuld not be an age gap between those who
will marry, and suggesting that young women shddgaired with young men, and not forced
into marriage with much older men. It is possildedad both these stories involving dogs as a
passage from youth, and from the protection affdtalea mother to relationship with a male,
and the escape from the confinements of domestigyrelationship based on equality, for the

tale ends with the princess returning to her cab#éeoming queen, and then marrying her prince.

Cruelty and Rage
Thestory ofLa Bonne petite soureso has two metamorphoses, although the change
into an old woman by the fairy is to test the Queenshe tells her: “I'ai voulu vous éprouver

plus fortement” (I: 375). As the mouse, the fasyhe instrument which frees the Queen from
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the bad king and his son: “Elle lui mord son neéz’'attache a le ronger; il y porte les mains, elle
le mord et I'égratine. [...] Elle entre dans sadimiet lui grignote la langue, les lévres, les $oue
... Elle courut faire pis au fils, et lui mangea $mm ceil (car il était déja borgne)” (I: 377). The
graphic detail of these attacks is softened byctmedy of the two injured men lashing out at
each other and thereby causing serious harm toatheh DeGraff, in her psychological reading
of the tales, remarks that we should “notice that not the mouse that is responsible for the
death of the king and his evil son; she simply pes the arena in which they act out their true
natures. It itheywho deal the fatal blows” (55). She therefore exates the mouse from
wrong-doing. Nevertheless, the mouse does seb@édk vengeance for the Queen and tells
her: “vous serez vengée” (380), and is the agenthigh the king and his son are tied up and
drowned in the river by the subjects “qui les haifsst mortellement, et qui ne les servaient que
par crainte” (381). If not for the mouse’s intertiens, the servants would not act. As Jean
Mainil remarks, what happens to the king is “laigtie du pouvoir nettement teintée de
sadisme” ILe rire des fée89). There is also a deeper message underlyia@ttj which shows
that the most insignificant thing can be a mearnsaasing people to rise up and revolt against
tyranny. D’Aulnoy’s message is oblique becausénefrhouse. The graphic description of the
damage caused to the men is tempered by the asearfimal to do it. It would be much more

shocking if the damage was caused by a knife-wigltiuman.

Sometimes, however, the swift rage caused by aristh&ad actions results in a
transformation. ILe Turbotthe fairy seeks revenge, which she comes to reghet has
metamorphosed her unfaithful husband into a fiste fRiry bitterly regrets her actions in
metamorphosing her husband, but does not haveotlerfo reverse the spell. The only thing

she can do is “lui rendre l'usage de la parole”{(3nd to send a halcyon to protect him. The
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fairy also punishes the woman in the relationsiipo caused the king to stray, aygmenting

her feelings of love, so that she will feel hisd@&en more. The young woman therefore tries to
throw herself off the cliff to rejoin him in the@eand so, in a swift jealous reaction, the fairy
metamorphoses her into “une petite herbe qui niteqoidint le bord de la mer, et que I'on
nomme criste-marine” (321). Murat demonstratessthit reaction that anger and jealousy can
cause, followed by a wish that the consequencésest emotions could be undone. She

accurately reflects the human response to a hasigidn borne out of anger.

In the sameonte the fairy Mandrine metamorphoses Prince Fortate@a butterfly, not
because of jealousy and betrayal, but becausgeatian. She proposed marriage and he refused
her. The care that the fairy shows towards thiatare to ensure its survival is carefully
recounted by Murat. The fairy comes from time todi“jeter sur moi d’'une essence fortifiante
gui me conservait la vie” (328) but the butterByclosed up in a drawer in a “bureau de lapis”,
which he describes as a “riche cachot” (328). Thwae of metamorphosis here is only
important as it permits the imprisoning of the panand is a means to show the power and

strength of the fairy’s jealousy.

Portrait of Care

A young woman in d’Aulnoy’s-ortunéeillustrates a different aspect of womanhood. She
is apparently a simple country woman, orphaned) wibrutish, egocentric brother who treats
her with violence, selfishly takes all the foodddrer inheritance, for himself. As she searches
for this legacy from her father, a pot of carnasioshe is amazed to have a cabbage talk to her,
and followed by a loquacious hen. The hen revéasghe was her nursemaid, metamorphosed

because she liked to gossip and would recounhalkeew about Fortunée’s story. She is
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changed to safeguard Fortunée. For the same reasmty guards from Fortunée’s father’s

court are transformed into cabbages. While Fortuvesegrowing up, and until this moment of
maturity, neither the cabbages nor the hen cowdlsprhe hen reveals Fortunée’s history to her.
Her mother, a queen, having given birth to sixsgivhs threatened with death if she produced a
girl: “son mari et son beau-pére lui dirent quldspoignarderaient, a moins gu’elle ne leur
donnét un héritier” (1: 513). Unlike others wholwihe loss of parents, adventure out, and go on
a quest to find love and achieve maturity, this \@aim mother is the person who escaped from
the palace, and gave her to the peasant nursenhaid¢aved for her. In this homely setting,
protected by a fairy, love is brought to her. Niéxd the pot of carnations that speak to Fortunée,
after she has rescued them from an army of ratsracel and watered them with water taken
from a fountain, where she met the fairy Reinelatgs. The carnations are the metamorphosed
son of this fairy, changed at birth by anothenfawith whom the Reine des bois had quarreled,
who tells him “le temps fatal de votre enchantenvegnt de finir par le secours de la belle
Fortunée” (I: 516). The perfection of this girl, whalmly accepts the evil doings of others, does
not seek revenge, and the loving care which shsHas on those with whom she comes into

contact, result in the removal of the prince’s metgohosis.

Raymonde Robert notes that in this story, ds@ranger et I'abeille the male is
immobile, and the female active “pour exprimerdesbiguités ou les interventions des roles
sexuels” (364). She goes on to further explain toscluding that the watering of the immobile
plant, in the same way as the bee applies balimetd@amaged tree, demonstrates “autant de
soins maternels, qui placent leur bénéficiaire miase en position de dépendance (infantile?) a
I'égard de celle qui les dispense” (365). This Hipesis is certainly one interpretation of the act,

but it is possible as Seifert does witloranger et I'abeilleto see desire in Fortunée’s act. When
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she rescues the carnations, and waters them ésligeintait avec beaucoup de plaisir” (I: 515).
The prince, declaring his passion for her, wisheesvhs still metamorphosed so that he could
receive “vos tendres soins” and “des baisers [.eingl de douceur” (I: 517), which her modesty
prevents her giving him now he is a man. He cdstalones not interpret her care as maternal.
This tale shows a woman who is content with whatéfeegives her, who is the embodiment of
altruism. The metamorphoses in the tale are taeptdter, provided by the fairy, to enable her to

grow up in safety.

In conclusion, the use of female metamorphs isdessmon in the tales than their male
counterparts. They often suffer their metamorphesiger as a punishment for their mother’s
uncontrolled desires, and broken promises, or lscalitheir own adolescent desires. Where
they are used, they are generally creatures whehté&ractive; female metamorphs are not
monstrous, and even if they are enclosed in a monman shape, elements of humanity, whether
of emotion or a reasoning mind, govern their betvaHemale shape-shifters depict women who
are capable, and well equipped to deal with thddniato which they are metamorphosed. If
they suffer metamorphosis as an adolescent, édaulse they desire an independent life, and
wish to escape the confines of the restrictive|cmsd existence they have been forced to
endure. This ability to move out of the societatfomes that womanhood demands, by placing
the female into a different shape, allows the stanyers to depict women who are capable; they
can decide on their life partner, and make otheraas for themselves and for others. In other
words, they are self-determining. They are showlbetexcellent rulers, beloved by their
subjects, fiscally able, and able to defend thematm and their people. These women are also
fully imbued with femininity; not only are they abto excel in arts such as embroidery, music

and dance, but equally they are sensuous, lovimgbewvho express their desires. Female
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shape-shifting is generally an experience whicbvadl growth, power, and autonomy. In the
subsequent chapter, the treatment of males, hopfaine with their shift into another form, what

it means for their world view, and the society ihigh they live, will be examined
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Chapter 3

Male Metamorphs: A Critique of Patriarchal Values

The seventeenth-century French story tellers dicbnty consider metamorphosis into
female forms. As well as the twelve transformation® female metamorphs that are found in
the tales, nineteen men are changed. The numimefvho shape-shift is remarkable for
several reasons, and is, to a certain extent,@ifumof the gender of the writer. Thenteuses
predominant as writers of fairy tales, tend to fooun the role of women in their tales. They use
male metamorphs as a foil for their female characte allow the women in their stories to
experience a wilder, i.e. less civilized way oéJiexposing them to hardship and awakening
emotions in them. These experiences also alloweahéuses to critique men, through the choice
of form into which they are placed, and to allowmen to show their abilities as non- passive
constituents of society. Women, obviously, do ina In a vacuum, and therefore the writers, as
a corollary to what happen to women, consider ¢ie of men in their society, and the attributes
of a man who perfects this role. As might be exgecthe male writers examine this in more
depth; Mailly, however, uses metamorphosis to aersihe behaviors of men in society, and
their interactions with women. Whereas Mailly exags only male metamorphs in his stories,
both d’Aulnoy and Murat use the metamorphosis ofiensharacters to consider particularly what
makes a man a good husband. Since the fairy tabdsadth princes, heirs to thrones, and ruling

sovereigns, they all investigate the attributea gbod king.
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The Employment of Metamorphosis to Consider Kingsip
In the introduction to his analysis of nineteentid &wventieth-century Germanic
literature, David Gallagher examines how Ovidiagnties of metamorphosis have influenced all

literatures and genres for the last two thousarmasydHe states:

Metamorphosis is a powerful and versatile condegit ¢an be used in an almost
inexhaustible number of ways in varying contextadhieve different effects, and
it has been adapted from Ovidvetamorphoseto differing literary styles and
genres, from fairytale to poetry, prose writingsgrda and the modern German

novel.(11)

Gallagher furthers his analysis of metamorphosaing that the thesis that he will argue
and demonstrate “is that metamorphosis is frequersiéd as an index of social and cultural
crisis, where society faces a particular threatstonoral, social or cultural values” (15). In
applying this analysis to the stories studied ia thissertation it is necessary to consider whether
such a threat to the value system can be percaivélag later part of the seventeenth century in
France. The most pervasive reality of the sociedg who wielded power. The King was an
absolute monarch, and as such, decided how thergomould function, without challenge from
any other administrative or legal entity. He, as sbvereign, was at the same time both the
legislative (or political) body and a physical bodtythe seventeenth century, one demonstration
of regal power was the acquisition of land and rithece for his succession. Louis XIV wanted
to give France prestige, greater than that of thies that surrounded it. Since the stories were
written towards the end of his reign, the auth@s their tales to examine the role of kingship in
their society, and frequently depict less nobleesentations in their tales, particularly through

their metamorphs. Francis Assaf observes: “su2Tegontes de Madame d’Aulnoy] 19
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mentionnent un roi dans l'incipit” (“L'impossibleaveraineté” 267). The other writers use
courtly settings and tell tales involving the ndgil These offer insights and a subtle critique of
the nature and responsibilities of a king, andXtgmsion of his heir, or and of his subje@y
showing the strengths and weaknesses of the arndrhis interaction with those who surround
him the story tellers can paint a picture of kingsand obliquely suggest alternative governance

of a state.

Avian Transformations: Kings and Princes Become Bids

As with the female shape-shifting, male metamorshload its first depiction in Ovid.
These metamorphoses reflect, as the seventeentigc&mench tale writers will subsequently
echo, a change which reveals the basic persomdlite person who is shape-shifted. In Ovid’s
poem, Theseus is changed into a hoopoe: on hisheehds “a stiff crest, and a huge beak stands
forth instead of his long sword” (I: 335). This ginwho uses his sword to intimidate and
threaten Philomena, is changed because of hisrtipartreatment of women. The stiff crest
alludes to his regal status, whereas the beak dyzebdis violent nature. Daedalion, of whom it
is recounted “his only qualities were harshnesges®ss for war, readiness for violence” (ll:
141), is changed into a hawk but Apollo in his glgaves him his old-time courage and strength
greater than his body” (II: 145). However, his ara character remains, and because of this “he
vents his cruel rage on all birds, and sufferinggelf, makes others suffer too” (Il: 145). These
Ovidian shape-shifts do not have the redemptivedadialctic element that we will see the

conteursandconteusesise.

Birds, because of the abilities of the specie$ytaliieir beauty, their song, and their
associations with myths and legends, are very itapbsymbols in the tales. D’Aulnoy in

particular uses birds to symbolize beastymetimes to show that that beauty may hide tteat th
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attributes necessary for being a good ruler arerdbat other times to offer a way to provoke
desire.La Princessd&osettdeatures peacocks, the beauty of which causdsettoene, the first
time she sees one, to desire to marry the kingepeacocks. This story contains a reference to
a mythical bird, the phoenix; its feathers fill tmattress of the bed on which Rosette is thrown
into the sea, and provide a way of preserving iferOther birds, a crow and an owl,lia Belle
aux cheveux d’grare saved from death by Avenant. When he neddddeomplete the tasks
set by the princess, they help him, by respectibéhding the giant, by pecking out his eyes,
and by fetching the water of beauty that is guatgledarious poisonous creatures and dragons.
An eagle takes the role of a surrogate parenharsame way as the she-wolf in the legend of
Romulus and Remus, and nourishes and takes c#re pfince irnLa Princesse Carpilloif31).
D’Aulnoy remarks that the choice of surrogate goad one, because eagles “sont les rois des
autres” (31). In d’Aulnoy’d.e Dauphinthe prince Alidor, who is intelligent, but ugly, cmmes a
canary, and in this attractive guise he woos his.I&-urther exploration of thontewill occur
later in this chapter. Other writers also use senddirds, but for different reasons. The prince in
Mailly’'s Le Roi Magiciarthe prince, falls in love with the portrait of tpancess, and is helped
by a fairy to reach her. The princess’s parrot,clvhikes to fly from the palace, is captured by
the fairy, and the prince transformed into a rephaent. Unlike the metamorphoses of the female
story tellers, the shape of a parrot does not tkimayvledge of psittacine behavior, and the fairy
“l'instruisit de la maniére qu'il fallait se condei pour pénétrer jusques aupres de la princesse”
(518). Having reached the princess, he does natsaleér parrot does, and he is only able to
speak to her when she has taken hold of him arebsed him, “ce qui rassura le prince, et lui
donna assez de hardiesse pour bien faire son pageh(519). As in d’Aulnoy’s.e Dauphin

the touching and affection shown towards Bibi amthts bird is a means by which the love
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story between the two can begin. The picture ohtlaée reduced to a pet is humorous, and also
puts the woman into the position of protector aackc The choice of a bird as a vessel for
metamorphosis permits the writers to explore traaetl feats which because of their size,
whether small, as a canary, or powerful and majeati an eagle, give a different dimension and

perspective to the life of the person who undergoeavian shape-shifting.

In L'Oiseau Bley another small bird shape-shift, the transfornmatibPrince Charmant
is as detailed as any described in Ovid:
En méme temps le roi changea de figure; ses bresuseent de plumes et
forment des ailes, ses jambes et ses pieds dewvienoies et menus, il lui croit
des ongles crochus, son corps s’apetisse, il esgtoni de longues plumes fines
et déliees de bleu céleste, ses yeux s’arrondissdémillent comme des soleils,
son nez n'est plus qu’un bec d'ivoire, il s’éléws sa téte une aigrette blanche qui

forme une couronne. (I: 168)

This meticulous description emphasizes the nolulitthe bird, and its beauty. The
comparison of its eyes to “soleils”, the sun beiefined by Furetiére as “la plus brillante des
sept planets” (11, sig. 1ii3,® its beak to “ivoire” which not only conjures uvaluable
commodity, that of elephant tusks, but also “sdigitrément et poétiguement de ce qui est dur

et blanc™’

evokes purity and steadfastness. In additionghthéers are “bleu céleste” and he has
a crest which forms “une couronne” (119). The bitggthowever, in spite of the magnificence
and regality of its appearance, is reduced to baidgarming pet, and to survive, the prince must

be contained in a cage. In a psychological readirige tales, Bettina Knapp sees that the

%6 And there is an allusion to Le roi soleil, Loui#vx
" FuretiéreYvoirelll, sig. [P4p3].
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metamorphosis into “the bluebird may be identifi@dRlatonic terms, with the soul/anima. The
bird’s ability to fly liberates it, symbolically gaking, from the weight of the world of
contingencies” (119). It is difficult to see how &pp can see that this bluebird is freed
symbolically, for he is obliged not only to be cdgbut also is forced to agree to marry
Truitonne, to save his throne. The magician whoues him reminds him of the realities of
sovereignty. “Tel qui veut obéir a un homme, nety&s obéir a un perroquet; tel vous craint
étant roi, étant environné de grandeur et de fgsie/ous arrachera les plumes en vous voyant
un petit oiseau” (1:183). By changing a king intblaebird, d’Aulnoy is depicting the problems
of kingship, showing that a king must be a powephg@sence in his realm, and that vacillation in
a king is not welcome. The fact that he is dupedifmtonne is one instance of this. He ought to
have realized that it was not Florine to whom he g@eaking, as the narrator clearly shows
“cela [les réponses de Truitonne] lui aurait fatld peine” (1:165). He can be inveigled, almost
blackmailed into doing something contrary to hismadesires, a manifestation of a sovereign
who is weak, and manipulated. It is only through determination of his love, Florine, that he is
freed from the consequences of his weakness.

Patricia Hannon sees this loss of power as the empag of one gender as the other
loses authority: “L’Oiseau Bleu’ serves his terehind bars at the precise moment that his
beloved Florine assumes poweFapulous Identitie®7). She sees his transformation into a bird
as a result of following his own desires, “whenCliseau Bleu's Charmant rejects the homely,
ill-mannered Truitonne in preference for her prugderdest step-sister Florine, he at once
respects higclination” (Fabulous Identitie®5). In the seventeenth century, the idea of #ie h
to the throne marrying for love, and following hisart would have been impossible and even

inconceivable. Nadine Jasmin accurately sees hiumtbe trials that the metamorphosed bird
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has to undergo: “le mode burlesque” which for Isethere “pour signifier définitivement I'écart
ludique qui sépare I'antique theme mythologiquérditement foncierement ironique qui lui fait
subir la conteuse” (69). Jasmin, in contrast torndem sees the refusal of the King to marry
unhappily as “I'éloge, en pleine moralité, de lagesse” d’'un roi ayant préféré la métamorphose
a un mariage malheureux” (367). Both Hannon'’s asinin’s interpretation of the King’s
reasons for refusing marriage are possible, butad@onsider the subsequent actions of the
King, who to be freed from his metamorphosis, cats& have Truitonne at his court, while he
thinks about marrying her. This King “était moinscapé de la conduite de son royaume, que de
prolonger le terme que Soussio lui avait donné gpouser Truitonne” (1:186). Although he is
regal in appearance, he does not embody the d#slmi kingship. He is not, as Herbert Rowan
notes in his essay on Louis X1V, “centrally necegsa the functioning of the state” (314) nor
does he appear to have, as John Rule suggestothatXlV did, a “dogged devotion to the task
of ‘being king’, an absorption in thenétier du rot’ (24). D’Aulnoy has reversed the roles of the
genders here; it is Florine, now crowned Queen mbhkes sure “nommer un Conseil afin

d’avoir soin de son royaume en son absence” (I) b8#bre she sets out on a quest to find and
rescue the King. He is the shut-in, domesticatethpg on the point of being forced into a
marriage to fulfill his duties to the realm.

Not all birds depicted in theontesare small, caged varieties; bdfturat and Mailly use
birds of prey for their metamorphoses. In Murati$e de la magnificenceCaméléor is an eagle
and then a falcon, and as Philoméle recounts “@aiecours a ce changement pour s’'opposer a
ma fuite!” (256). The definition of an eagle by Etiére is “le plus grand, le plus fort et le plus
vite des oiseaux qui vivent de proJile” (I, sig4]P), and so this powerful, fast and strong bird

could be seen as suitable for the metamorphosikofg, but there is no sense that he is
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anything but a large bird. The choice of an eagkesdmply certain resonances: it is “le symbole
de la rouyauté [...] et de 'empire” (I, sig. [F3] The eagle is linked to Zeus the ruler, or father
of the gods, and is the one of the symbols withctviie is associated. So although Mailly does
not give details of the metamorphosis, this birdslmdicate to the reader that this man is not a
commoner. Mailly’sLe Roi magiciaralso has the king shape shift as an eagle, solasable to

go further afield. Initially our sympathy is withis king who because he is recently bereaved by
the loss of his wife travels to forget.

This bird, however, is not only strong, but alsgerious, bold, and rapacious. The
choice of metamorph is revelatory of the King’s erlging character. As he flies, he is attracted
by the sight of beautiful gardens and the most tieprincess, and, “comme un aigle qui a le
coeur d’un roi est audacieu, il forma sur 'heweléssein d’enlever la princesse” (515). Mailly
makes sure that he retains his reader’s investmehé story, by adding the detail that although
an eagle would not usually be able to carry a hyhacause the King is a magician as well, “le
roi trouva dans son art des forces proportionnéemarojet et s’en étant pourvu, il ne songea
plus qu’a le faire réussir” (515). Neverthelessihderlines that this kidnap of the princess is “la
violence” a word which both the eagle (515) andghecess (516) use to describe the act. It is
possible that the repetition of the word is mearguggest ‘un viol’, though there is nothing
concrete in this story that would offend thienséancedHowever, the actions of the King are
dishonorable, as the princess herself explaingtg $ince he is a powerful king, her father
would have probably consented to her marriagerto fihe taking of the princess indicates that
this king has no hesitation in seizing what hem@ssiwithout thought or empathy for the human

being he treats in this way.
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In Murat’sL'Tle de la Magnificencethe naming of the princess as Philomela clearly
references the Ovidian story. Caméléor is as luatfd rapacious as Theseus, but Murat never
alludes directly to the source. There is an expiectahat her readers will know it. Caméléor,
unlike Theseus, is not changed into a bird as #&spuorent, but can use metamorphosis for his
own purposes. He has snatched Philomele, in tree gidian eagle, and wishes her to accept him
as her lover. Her refusal to accede to his demandsgyes him and “il résolut de se server de la
force pour se satisfaire” (255). The threat tovloenan in Murat’s tale is much more explicit
than that hinted at in Mailly’s story. This candaglained by the use by Murat of the Ovidian
source, which is explicit in its depiction of vialee. It also highlights these two authors’
differing attitudes. Murat has an antitheticaltatle to men’s power over women; Malilly has a
more pragmatic attitude to the purview of men, gralinds his stories more solidly in the
seventeenth-century world. Even with this differenooth authors show men who exploit
women because of their position and strength. Tkieggs act with all the rapaciousness that
such a bird of prey embodies, to the point wheeg tarry off their prey, the princesses that they
have seen and desired. The choice of these bingdiegfas metamorphs reflects the power that
the kings have and also hints that not all kingstheir power wisely. These are not regal birds,

admirable for their strength and beauty, but alecsed for their strength and predatory nature.

Mailly’s Atypical Containers

Mailly’s fairy tales make use of movement and irzeim his tales to explore women’s
ability to participate in decisions, which may bther personal or societal. Mailly offers
different portraits of men, exploring sexual awakgnand their interaction with women. Some
stories explorgalanterie and sexual conquest, in which men achieve tlogtsgoy the use of

themerveilleux whether that is magic rings ire Prince Rogeor by metamorphosis. These
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sexual conquests result in the young man fallinigwe and renouncing that life. As well as
using more usual vessels for metamorphosis, sualdag inLa Reine de I'lle des fleurs
Mailly’s work features unique choicds. Blanche Bellea barren queen is impregnated by a
sylph, a male spirit of the air, who subsequendivérs his daughter from imprisonment (511).
Strikingly in Le Prince Guérini- unlike others tales where the nobleman exhdait@gery and
so is changed into an animal — the metamorphogiens a savage into a nobleman who no
longer thinks of living a life full of “sang et aaage” (550). His metamorphosis makes him feel
“une joie indicible d’'un changement gu'il voyait@nsidérable” (550). Unlike all other
metamorphoses in the tales, Alcée’s shape-shift §avage to nobleman is permanent; he
becomes an advisor and companion to the youngerama gains the love of a beautiful
princess.

Mailly use of unusual transformations continueB8i@nfaisant ou Quiribirinifirst by
Bienfaisant, and then by the King, who enter i@ ibodies of dead animals. These bodies then
come to life, and the human body is left, appayettiad, until the human spirit is able to return
to it. Mailly’s choice of dead bodies is interesgtion two levels. On the one hand, it firmly
grounds his characters in the seventeenth-centaridwl he animals and birds could easily be
found in France, and there is no element of theinay associated with them; they are not
fantastic or mythological, and behave as animatishards would. The only one that can speak is
the parrot and this because the King, who inhabégparrot’'s body, needs to explain what has
happened to him to the Queen so that togetherdaeyind a way to restore the King to his
body. “lls concertérent ensemble les mesures talldit prendre pour étouffer le feint roi de
maniére qu’il abandonnat le corps qu'il occupaitnet sauf, ce qui fut exécuté fort

heureusement et fort promptement” (584). Maillysloet prolong the return of the King to his
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body. The pretender is quickly stifled so that Kweg can be restored, without any detail or
hesitation. On the other hand it cannot be deriatithe bodies that Mailly uses are dead. This
Pythagorean trope of transference of the soulpsoeed by Marina Warner in the introduction to
Fantastic Metamorphose$Thus Ovidian shape-shifting belongs on the oaedcto the broad
rubric of metempsychosis, the Pythagorean doctvéch holds that the soul, or essence of
something or someone, migrates from one body tthario(3). Consequently it can be seen that
although these dead bodies initially appear torberausual use of shape-shifting, Malilly is in
fact making use of transference, which would haaenlfamiliar to readers of Ovid. Lewis
Seifert remarks that Mailly, of all the fairy-taleiters, uses “metempsychosis [or invisibility],
[which] allows male characters to violate the heesi private space and then occasions sexually
suggestive allusions’Hairy Tales120). This is true in other tales by Mailly suchLasPrince
Roger(525, 528)andFortunio (539). However, whilst the King does fly into the&gn’s private
rooms towards the end of the tale (584), ther@isvert sexual allusion iBienfaisant ou
Quiribirini. We may conclude that this is to make the readsdizesthat this is not a tale about a
single young man who is having his first sexualcemters. The King must reach the Queen in
order to rid the kingdom of the usurper; his mdiwais very different from that of the other

two men.

Raymonde Robert examines Mailly’s use of metempssishin this tale, and contrasts
his story with the original Italian tale, by Choftro Armeno published in 1584, and a later tale
written by Thomas-Simon Guellette in 1714. She wmars that Mailly’s tale explores the theme
of “reparation du Méfait” but shows that unlike etHairy tales, the wrong done and “les
agresseurs sont des simples humains qui ne font tpipoids a cbété des fées ou des magiciens,

le méfait implique une bonne volonté du lecteurdpit accepter que la protection se révéle,
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pour l'instant, défaillante” (65). This conclusiaunderlined by the fact that fairy tales written
by the male writers are generally more predicateiuman wrong-doing, and these writers
explore the weaknesses of their male charactaslifferent way from the women. The male
characters who feature in the male writer’s talespgople who through the trials which they
endure, exhibit the same maturing and developneetitase of the other, female, writers. Their
core, or primary problem, however, is caused by then character flaws. Examples of this are
passivity, as evinced by le prince Arc-en-cielseduction of women, by Prince Roger, or a
nature which is too trusting and lacks insight iatber’s behavior, by the King Bienfaisant ou
Quiribirini .

Although Malilly uses the trope of metempsychosmriithe ancients, his characters are
firmly placed within seventeenth-century societiieTbodies that these two men take are suited
to their social rank, and the choice of what thiegrge into is determined by their needs. When
the two men decide to rescue the Queen that thg ias seen and fallen in love with, who lives
in a kingdom overseas, they take the bodies otpsd that they can quickly reach her. When,
however, punishment must be meted out to the tyrasgiging the Queen, it is Bienfaisant, and
not the prince, who changes into a scorpion amgstihe tyrant, resulting in his death and the

liberation of the Queen (580).

This sovereign is clearly anchored to the sevemibeegntury concept of kingship. For his
first transformation the King is instructed by Biaisant, “qu’il fallait pour cela prendre cet arc
gu’il avait trouvé si beau, et tirer une flechel'air en I'intention de tuer I'animal dont il autai
besoin, et qu’il viendrait incontinent tomber a pesis” (580). The King, unlike Bienfaisant,
never kills the beast whose body he wishes to tdkéhas to shoot into the air, and the animal,

this first time a doe, falls dead at his feet. Sgjoeent transformations are the result of him
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finding the dead bodies of birds, a fish, and agiail he role of kingship means that his servant
does the more menial or distasteful tasks. An wstdeding of kingship and its meaning to
seventeenth-century society, and the expectati@ighe citizens would have had of their king
are important, in understanding the picture of kiggyen in thecontes Ernst Kantorowicz has
examined in great detail the nature of kingshipnfrmedieval times in his bookhe King's Two
Bodies,and what it came to mean to those peoples whamadnarch. To explain the difference
between the body politic and the real body of timg khe compares the role of the king, as a
person and as an embodiment of kingship, to tlaioelship between the body of the church
(corpus mysticupnand the individual body of Christ@rpus personalg(196-99). Francis Assaf
in his workLa Mort du roiexamines contemporary documents written at the tfiouis XIV

to explore how seventeenth-century political arntalgensidered the concept of ‘ king’. Assaf

guotes Jean Francois Senault who wtae devoirs du souverain 1672.

Le roi ne peut étre que bobdn mauvais roi est une contradiction de termes.
Mauvais roi = tyran. Comme d’autres avant lui, S#naccepte la légitimité du
tyrannicide. De cette premiéere qualité, la bonéeadile une série d’oxymorons
qui viennent s’ajouter a ceux qui circonscriverjdé corps politique du roi; le
roi doit étre a la fois grand et humble, fier elomajestueux et modeste.
Senault trace les parametres du portrait royahdgesté doit étre empreinte sur

son visage et son entourage doit la refléter. (69)

As can be seen from this, a king should show gasalthat demonstrate his innate
goodness, but there is a separation between whdddeein his private life, and what he does as
sovereign. The king iBienfaisant ou Quiribirini while he is a good ruler and does not Kill, is

revealed not to be totally wise when insight inbamacter is necessary. The nephew of the tyrant
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king, who had wanted his son to marry the Queerpibes the King's favourite: “lui ayant
trouvé beaucoup d’esprit, il le préféra en peuodreg a tous les seigneurs de sa cour, et luifiit so
confident et son favori” (582). Having gained thimdfs trust, and by feigning illness so that the
King pities him, he is able to get the King to ralvthe secret of transformation to him. This man
is able then to steal the King’'s body and the Kimgst find a series of bodies to elude death by
the hand of the traitor. Instead of a metamorphdisis is rather a corporeal possession, the
possession of a material object; the King must fadssession of other, lifeless bodies. By
making the newcomer a favorite, Mailly may welldmmmenting on the wisdom of preferential
treatment found at the court. This fictional kihgtefore can be considered not totally fit to rule
his kingdom, and so he is removed from it for arshdnile. He is allowed to return, so this
removal can be considered as a means to teaclolbmad better king. As can be seen from the
contemporary document cited above, however, th@evahof a tyrant is permissible, and thus
Mailly can allow the tyrant (who is killed by the@pion) and his nephew to be killed.

Mailly, like the conteusesdepicts a queen who is both perspicacious anacgags.She
detects that there is something odd about the Wimgn the traitor takes his body, “mais la reine
avait congu une si grande aversion pour celui tgigyait, qu’on ne put jamais lui persuader de
souffrir gu’il couchéat dans son appartement” (583)e sexual desires of this man are not
satisfied, and thbienséanceare respected, as she remains faithful to her Imgsha using this
trope of the double identity, Mailly is making eeénce to the story of Amphitryon, in which
Alcmene is seduced by Zeus, who takes on the agpeaof her husband while he is away at
war. The myth, which was well known in France ia #eventeenth century was originally a

comedy by Plautus (?254 BC—184 BC), the slaps#uklving around the cuckolded husbafd.

8 Examples of other uses of the myth are: JearoRsttes Sosie§1636) is a comedy, but in this version,
Alcmene is “grief stricken by the taint on her harfo(xix). Moliére’s Amphitryon(1668) is a comedy in which
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Mailly’s tale has removed farcical elements frora hse of the myth; he deals with the problem
of maintaining power in the kingdom.The ususurpbouakes the place of the King hunts him
while he is in the form of a doe and tries to kilin. Mailly, while dealing with serious issues of
tyranny and power, avoids any tragic element inéhe By using magical elements,
highlighting the king’s different changes from dodish to parrot as he flees and the protection
afforded to the wife who is not duped — “c’étaieBfaisant qui quoique absent lui inspirait cette
aversion par son art de féerie” (583) — Mailly pd®s amusement, while at the same time
examining deeper issues. The physical body wowe kaceived the Queen were it not for
Quiribini’'s magical support. This raises the quastof whether physical desire or duty to her
husband’s demands would have allowed the Queenwdtingly commit adultery, were it not

for the supernatural intervention. Perhaps Maslguggesting that women are easily deceived by
physicality, from which they must be protected.c®ithis is a story in which thaerveilleux
allows characters to perform feats of valour, heleused to protect a woman'’s virtue, and
Mailly does not allow the fidelity of the wife teelbvercome by the deception.

In Le Prince Arc-en-cieMailly uses another unusual vessel for the shage-tdat of a
rainbow. Of course, this transformation can onlgusavhen there is a source of water present.
Jacques Barchilon comments that “[c]ette combimad® merveilleux et de pseudo-science est
caractéristique de cette fin de sie€é&st une des plus étranges et plus poétiques
métamorphoses qu’on ait imaginés” (58). There averal references to rainbows that Mailly
would have known. The earliest would be from thel&iwhen God makes a covenant, between

himself and Noah, not to flood the earth again twecrainbow is the sign of thid Equally it

“slapstick elements of cuckoldry and double-idgngite mainly exploited through the servant triah@beix).
(Introduction to Jean Giraudodxmphitryon 3&d. R.K.Totton, London: Methuen Educational Ltd, 1968illy
would have known these works, as his story wasigtudd in 1698.

% Genesis 9.8-17.
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may be a reference to the story of Iris, the ramboessenger, found in Oviddetamorphoses

to provide a unique shape. In classical Greek ayddh literature, the rainbow was a portent, as
theDictionary of Literary Symbolpoints out. “Zeus sends a rainbow as a sign ofawatorm
(lliad 11.27-28, 17.548-49)". As well as using théterary references to enrich the symbol he
has chosen, Mailly may have chosen this vesseliseaaf his interest in natural phenomena, as
evidenced in the book he published in 128ncipales merveilles de la naturéhis belief is
supported by the detail Mailly gives to the martdéisns of Arc-en-ciel. The theory of light
refraction by Issac Newton (1642—-1727) would nowely known until the publication of
Opticks(1704), and Newton’s work would not be publishedriance until the work on the
EncyclopédieHowever, René Descartes (1596-1650), Pierre dedt¢1601-1665), and Blaise
Pascal (1623-1662) were all examining light aneiositientific phenomena in France, and the
thirst for understanding the natural and scientifarld, which would intensify in the eighteenth
century, had begun in the preceding century.

Arc-en-ciel’s first appearance is in a fountaibply beams of sunlight and subsequently,
his love Plus Belle que Fée must provide a basimatér so that he can appear before her, and
the sun must be shining. Therefore their trystdiamgéed to periods when there is sunlight. At
their first meeting, Plus Belle que Fée sees thmoav from which comes “une voix dont le son
la charma encore advantage. Cette voix paraigsaitélle d’un jeune homme” (187). Mailly
underlines that the prince can only communicatenNfestakes the appearance of a rainbow, and
the two lovers “profitérent de tous les instancesadleil, pour avoir de ces conversations tendres
qui rendent les journées si courtes” (187). Afterdanishment, the prince is forbidden to speak
but he is able to show his emotions: “I'usage dedeole, qui lui était interdit, était attaché a la

vivacité de ses couleurs” (187). This change asd &b speech can be attributed to the
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malevolence of the punishment that he is undergding clear that colors have always been
given particular significations and while not besygecific, Mailly is drawing the reader into his
tale, and inviting him/her to imagine how the dififg colors of the rainbow could express
Prince Arc-en-ciel’'s emotions.

In most of Mailly’s stories royal men, for examplence Fortunio, and the King in
Bienfaisant ou Quiribirinj are active in rescuing their princesses. Malilywever, makes his
transformed Prince Arc-en-ciel much more passiaa thsually found in a fairy story, especially
one written by a male writer. In this story, itli® princess who defeats the fairy and sets off to
find her love®® Mailly’s princess Plus-belle-que-fée undergodsadiand strenuous adventures to
reach him after his flight from Lagrée, the faiailly emphasizes her femininity and suffering,
noting “elle éprouva les horreurs de la faim, diesaede la fatigue” (189), but in her
determination to succeed she demonstrates theuési of a knight on a quest. Le prince Arc-
en-ciel is the quiesceperson in this relationship, and he is in an entdthsleep when princess
Plus-belle-que-fée arrives to rescue him. Maillggasts that this is because he needs to escape
from the pain of his separation from his love. “Samn pareil enchantement, sa douleur et son
amour ne lui auraient pas laissé le moindre refit8?). However his use of the warepos
suggests that this prince is not as mettlesomeasnight expect. According to Furetiéspos
can mean “cessation de peine” but can also betatrdangereux pour 'ame” and he adds
“'amour de repos passe pour lacheté et pour megl& This prince is drawn out of his deep
sleep by a small Siren, who sings of everythingatiecess has suffered to reach him and
“ajouta quelques légers reproches a ces recit8)(19is these reproaches which fully wake

him, and at this point he returns to full conscimess. If the deep sleep is a symbol for his lack of

% This motif of a feisty princess who is the sawdbthe prince is also used by d’Aulnoylia Chatte blanchebut
the cat-princess is portrayed as a sovereign.
® Furetiére Il sig.[Pp4]
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drive and endurance, then the return to full hutyaand the news that he is now king, gives
him the power to act. He wishes to make Plus-lsplie-fée his queen, and to make known his
choice to his court. When it is revealed that sh& princess, he gets the universal support of his

court. Mailly’s metamorphosed prince gains a fild through the love of a woman.

Desires and Fears

Whereas a rainbow can be variously interpretedsssrdol of hope and beauty, Mailly’s
use of a snake’s body Bienfaisant ou Quiribirinican be considered as a reduction to the lowest
form of life. The transformation of Serpentin vertist be considered as one of the most cruel
and damning. This king has been condemned to semen years as a serpent, yet it is never
revealed what merited this punishment. Sincetliéssame fairy, Magotine, who also
condemned Laideronnette to ugliness, the conclusiaincan be drawn is that he did nothing to
incur his punishment (1: 647). However, the usthsf symbol provides allusions which enrich
the story. Furetiere definegrpentas “Animal venimeux et reptile, long et menu,estsemblant
a I'anguille. Le Diable tenta Eve sous la figuremserpent. La punition du serpent fut de
ramper sur la terre et d’en manger [...] Le Diablieaggpel[l]é le Serpent infernal” (lll,
sig.G2d). The well-known associations with the devil and ®gether with the ugliness and
repulsiveness of Serpentin vert, “mais il est deeur de [s]a destinée d’effrayer tout le monde”
(I: 637), make this unpleasant-looking metamorphbsith a metaphor and symbol. As Anne
Defrance has noted, “I'animal est I'un des supppriglégiés du symbolique. Il offre &
imaginaire humain de multiples ressources poprésenter ses fantasmes, pour incarner ses
peurs ou ses désird’ds contes de féd46). The serpent’s ugliness suggests not only the

insecurities that a man might have in being acddgt@ a woman, and his ability to
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consummate their relationship, but its shape alggests the fear that a woman might feel in
having a husband and the sexual duties which tivatves.

If one of the readings of this story is the feasexual congress, others find desire and
eroticism in this choice of metamorph. Robert gbas“dansSerpentin Verte fonctionnement
particulierement érotique de certains passagesxda tient probablement a la valeur spécifiqgue
de la forme animale utilisée” (153)he shape of the snake apparently leads Robseet@
phallic symbol in the chosen vessel. There arangytpassages in the text which she analyses,
which show the erotic or sexual side of Laiderotenédne example of this is when
Laideronnette escapes the ship-wreck. She belshwess clinging to some pieces of wood, but
“elle embrassait étroitement Serpentin Vert” (I7Ze3Having married the prince, her curiosity
overcomes her, but when she takes a lamp to seatbed “au lieu du tendre Amour blond,
blanc, jeune et tout aimable, elle vit I'affreuxr@entin Vert aux longs crins hérissés” (I: 650).
Having read the myth of Psyche, as Anne Birbermikis out, “Laideronnette discovers she is
not married to Cupid but to the Green Serpent” (WRing curiosity” 136). Many critics
including Birberick, Hannon, and Defrance in theetamination of the Psyche myth in this tale
concentrate on the main, female character. D’Aukdgcision, however, to make Cupid into a
snake is revealing of her attitudes to masculimtthis story.

The author never reveals the cause of Serpentits veetamorphosis, but she has
replaced the god of love, found in the original mwwith a reptile. This change allows d’Aulnoy
to explore the meaning of desire, which in Laidexette is not caused by knowing the physical
attractiveness (or otherwise) of her husband, ssheenever sees him. It is his kindness and care
for her, the love he has for her, recounted bypbisple, and his voice, that cause her to fall in

love with him (1:638-47). When the actual physicedlity is revealed to her, her belief that he is
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a handsome man is sharply contrasted with whasebé® The erotic suggestion in the
description of his mane, showing his virility, pokes a reaction of horror and fear, reflecting
the possible reaction of an unknowing girl facedthe first time with masculine sexuality.
D’Aulnoy is not suggesting that it is the uglinegshe animal that revolts her, but by choosing a
serpent as the metamorph, suggests that it is sgdhat frightens and disgusts her. Of course
any sexual reference is necessarily discreet iedheesput there is no doubt that the story
tellers are able to be more liberal in their depicof desire when referring to an animal. As
Jasmin remarks, metamorphosis allows females iicpkar to attain a freedom in their dealing
with the opposite sex, whether they or he is metahmsed. “La princesse humaine peut-elle
tour & tour dispenser ou recevoir des faveurs deswant animal, tandis que la princesse
animale, de méme, peut faire des avances a saregrinmain, ou les recevoir de lui” (336).
These references to the sexuality of the chargatdrite never overt, reveal the reality of desire
and its consequences. Pregnancies occur whileuthharis metamorphosed, but ttenteuses
are careful to avoid any overt indications of kagy in the relationship. Given the genre, and
the necessity to conform to the coddinséancegit is not surprising that the seduction by a
man while a beast, as found in myths of Zeus, wdreously took the form of a swan, an eagle,
and a bull, is precluded. The seventeenth-cengleg do, however, suggest that zoophilia exists,
and that there can be aggression, whether sexpdilysical in a relationship.

Male metamorphs do show the aggressively sexualdfitheir nature. Marcassin is able
to show forcefully his desire for his first two s, and to threaten to take what he wants if it is
not freely given. Nevertheless, after their dedtlesregrets that his baser nature has proven
stronger than his educated or courtly self. Serdfte death of Ismeéne, he is sorry that “il

voudrai[t] la posséder” (1l: 471) and d’Aulnoy shewhat he mourns her loss. With Zélonide, he
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surmises that because he is a prince, and he weamtarry her, “qu’elle céderait a la nécessité,
et qu’elle ne penserait plus qu’a lui plaire” @7 7). He does not have a true understanding of
the need for the woman to desire him. He can perbagseen as a personification and reflection
of the mores of seventeenth-century society. Theavois seen as a chattel, who can be forced
to do as her family, or her future spouse, waneudxtheless, d’Aulnoy is careful to show that
Marcassin is in love with his wives, and is awair@ie behavior. He is torn between his
animality and his humanity. Marcassin is the epgashthe animal nature struggling with the
refined man. Seifert remarks: “As a prince, hetiha summit of court culture, itself the paragon
of human civilization; but as a boar, he is alsaaittithesis, a wild, even dangerous, animal of
the forest. Marcassin, then, is an oxymoronic gguvhose very being encompasses seemingly
impossible opposites — in essence, a domesticatmmesticatable pig” (“Animal-human
hybridity” 253). Seifert’s interpretation is a v@lone while Marcassin is at court, where his true
self is obscured in the civilized world, and whieeereacts with avidity to the demands of his
sexual desires. It is only when he leaves the andtreturns to nature, that he is able to master
his brutish side, and with the love of a womanarednis human bodyn returning to Mitchell
Greenberg’s recent study on Racine we can seeamnubtrait of a monster, Nero: “The only
avenue open to Néron is the monstrous: he will ineca parricide, the impassive assassin of his
brother, his mother, his wife, and his tutors, eegponsible for the destruction of RorRagine
116). Such an outcome could have happened to thsters in d’Aulnoy’s story, but as we have
seen, Marcassin in particular is saved from hisrabébehavior by the love of his third wife.
The fairy stories do contain monsters, but thelrdvgors are controlled by first their ability to be
educated, and by the love which they find. Marcaasid Serpentin vert achieve release from

their monstrous being, through love of another, il@tdrn to a fully integrated life in society. As



143

Elizabeth Harries correctly points out, “In thisetdSerpentin Vejtas in so many of d’Aulnoy’s
tales and of the fairy tales we know, malevoleans$formations gradually are resolved: monsters
return to their human forms and lovers become aalig beautiful couple (“Violence of the

lambs” 57).

Like Marcassin, Alidor irLe Dauphinchanges back from a canary into human shape at
night. As a small, beautiful song bird, a canarljgér gains the beauty that he does not have as
a human being, the freedom to caress his lovet@adter into her bedroom. It is clear from the
description of their encounter that both Alidor drdorette derive pleasure from this:

Elle se mit a sa toilette, il se placa sur son migrenant la liberté de lui
becqueter quelquefois le bout de I'oreille et quefgis les mains: elle était
transportée de joie. Pour Alidor, qui jusqu’alotavait golté aucune douceur il
ressentait celle-ci comme le souverain bien, etaudait jamais étre autre chose
gue Serin Bibi. (II: 516)

Seifert remarks, “when the heroine becomes pregttanfact that the canary is her
favorite pet by day softens the impact of the cghaero’s real intentions'Hairy Tales119).

Thus the seduction of the young princess and tkgas@ature of their relationship are softened
by the metamorphosis, and the attractiveness ofd@bgel. The canary is a symbol of loveliness,
and beauty which attracts the princess, whereasglyebody of the man causes her to make fun
of him. As Jasmin properly notes, these metamomgsashere there is an inequality between the
couple, in terms of social or moral worth, provile means by which the metamorphosed
person gains closeness with the loved one, whiaklduoot otherwise be possible. “Rien de plus

simple, semble-t-il, pour les séduisants animawxgpnt devenus les amants métamorphoseés,
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gue d’établir un contact physique avec I'élu(e)ale coeur, grace a la déconcertante facilité

avec laquelle ils parviennent a I'approcher, auxxdgens du terme” (335).

However, in addition to the removal of societatistaas a barrier to love, ire Dauphin
d’Aulnoy provides a more profound reflection on therality of accepting something small and
beautiful and the mockery of the ugly. Both areentided by the subsequent treatment of
Alidor, who upon his return to an ugly human boslyejected by the lady he loves, and loses his
mind. Livorette also receives punishment, meted@tier by her parents because of her
pregnancy. On the one hand, the treatment of theamaeflects societal norms; women were
not expected to have children out of wedlock, aedeneither hidden away as a way to avoid the
shame of being an unmarried mother, or tried tatatheir child® D’Aulnoy, because this is a
fairy story, does not allow her heroine to be almowithout a marriage, she and the canary are
‘married’, with the consent of her parents (ll: $1HMowever, as is the case in many of
d’Aulnoy’s tales, the characters are not one-direated. As well as commenting on society’s
desire for beauty, d’Aulnoy draws attention to éfiect of ostracism on those who do not fit the
accepted norms. Rejected by his parents, his aiifeé,society because of his ugliness, this
treatment affects Alidor’'s mental state: first lesides revenge then further rejection sends him
mad. Only after he has suffered, admitted, andogpzoéd for his treatment of Livorette, he is
reunited with her and they are both restored teespdn addition, Alidor is restored to mental
health, with “un esprit mille fois plus charmantidaalso gains physical beauty “si bien fait, tous
ses traits étaient si fort changés en mieux” @R)5 Being accepted and loved and accepting his

own wrong-doing demonstrates a psychological nedtit be a fully functioning prince, one

%2 Fora very detailed examination of this phenomesemLeslie Tuttle. On unmarried mothers and abogae
pages 17-18.
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must be a person who is completely integrated aegpand who has friends. This interpretation
is validated by thenoralité,in which d’Aulnoy notes that “Le plus riche tréspron puisse

posséder, / C’est un ami tendre et fidele” (II: 44

Straparola, Pigs, and Boars

A well as the use of Ovid as a source, the writisied Italian tales written by Straparola
and Basile as a source: d’Aulnoy, Murat, and Maallyuse these tales, but have modified them
and in doing so reveal their own interpretationd preoccupations. Of particular interest are the
two tales by Murat and d’Aulnoy:e Roi porcandLe Prince Marcassifwhich take as their
basisThe Pig Princeéby Straparola i.e piacevoli nottiThistells of a boy born as a pig, who
must marry three times in order to have a humaiy.bBdth the conteuses have similarities in
their stories, but their depiction of the princel dnis marriages is very different.

It is probable that the two seventeenth-centurii@stknew that they used the same
source. Robert has remarked on this, citirayertissementlesHistoires sublimes et

allégoriques(1699):

Si les contes de Mme d’Aulnoy ressemblent a cestadnits de Mme de Murat,
c’est, affirme cette derniére, qu’elles ont touteixi puisés a la méme source.
[...] mes contes sont composés dés le mois d’avmilieleet si je me suis
rencontrée avec une de ces Dames en traitant geglgos de ces mémes sujets,

je n’y ai point pris d’autre modéle que l'origingle conte des fed4)

In comparing the three stories, and looking at tlmevmetamorphosed creature is
different, | will explore why the seventeenth-cagtauthoresses made changes and what these

differences signify. Seifert in “Pig or Prince?”shaxplored the differences between the three
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authors: Straparola, d’Aulnoy, and Murat. He coasdhat all three “play to the assumption”
that noble blood gives an inherent advantage imtlyocivility “by presenting what, at the outset,
is its obverse: a prince who ought to have been paaceful in manners and bodily appearance
is quite the opposite” (186). This exploration ®if€rt examines the role of an heir to the
throne, and what it means to really be a civiliregh. Hannon looks at the role of kingship in
d’Aulnoy’s stories and considers tHat Prince Marcassishows that, “Both the monarchy and
state are symbolically undermined from within: tanger is inherent to absolutism itself, which
is on the verge of self-destruction through itsyy@presentative, the metamorphosed body of
the prospective king"Habulous Identitie89). Certainly the story by d’Aulnoy explores more
complex themes through the portrayal of the youway bhen the other two writers do, and she
remains “closer to Straparola’s basic plot than &gt (“Pig or Prince?” 184).

All three stories begin with the barren queen gslaead three fairies visiting her and
bestowing gifts on her. Having decided that thely gvant her wish for a child, the first two
fairies promise a wonderful child. The third faisyless benign. In Straparola’s tale, the third
fairy, after discussion with the other fairies bW they might protect her”, wishes that “she
will become the richest and wisest of women, bat the son that she conceives will be born in
the skin of a pig with a pig’s ways and mannersl, la@ will be obliged to live in this shape until
he has wed three times” (52). Murat and d’Aulnoyhidollow Straparola in the form that the
boy has and that he must be married three timesdafreturn to human appearance can be
allowed. The differences that thesmnteusesnakeare in smaller details, which reveal their own
preoccupations.

The third fairy in d’Aulnoy’s storyl_e prince Marcassifwhen cursing the unborn prince

“s’éclata de rire et marmota plusieurs choses esgisadents” (II: 455). What the fairy said is
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only revealed at the end of the tale by Marcassisélf. Having listened to her sister fairies,
who endowed the prince with many virtues, the yashdairy chose to lay the curse of being
born as a boar on him, because his virtuous claradi be seen as all the greater, after such a
trial. “Le printemps serait moins agréable s'iltaié pas précédé par I'hiver” (490). One
interpretation of this difference is théiAulnoy is propounding the necessity of trial and
tribulation to produce good character. It is alssqible to argue that this explanation by the fairy
is disingenuous, as the rest of the curse tellstimmetamorphosis cannot be removed until
Marcassin has married three times; a seemingly $sipte condition. Murat’s fairy is a much
more comical figure; she conducts herself like dyaehaved old woman, and is described as:
“une vieille fée qui avait apparemment trop bu estih d’ou elle sortait” (201). Her fellow
fairies define her as “malicieuse”, having seenilsintomportment from her in the past, they
want nothing more to do with her. It may be thatigat is making fun of a well-known person
who frequented her circle, and obviously such tikgs” are impossible to verify, but the
description of the old fairy appears to be a pdroka real person.

Second, in the original story by Straparola thageiis born “with limbs like a pig” (52).
D’Aulnoy chooses anarcassina baby boaf* With her selection of this animal, d’Aulnoy is
underlining its character which is defined as “sa3@8/ and “qui se retire dans les foréts et qu’'on
ne peut jamais apprivoiset* Murat, in contrast, defines her animal as “le phiiscochon de
lait que I'on e(t jamais vu” (203). Murat places kephasis on the prettiness and vulnerability
of her metamorphosed prince. This difference umtesithe emphases that the two authors place
in their stories. Murat’s prince is a gentler, fiaore civilized being than Marcassin, who has to

be tamed by events more onerous then those of iymace. As well as giving their pig prince

83 Furetiére Marcassin: “Petit sanglier qui est encore a la suite de laem@ui est au-dessous d'un an”. ll,
sig.K2kZ.
sanglier’in Furetiére Il, sig.B2b
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a different character, each of the authors writzy different parental reactions to the
metamorphosed child. Straparola notes: “since g ¢id not wish to disgrace his saintly wife,
he felt compelled to have his son killed and caist the sea” (52). The father in d’Aulnoy’s tale
also wishes to have the (pig) child killed, butlithe father in Straparola’s tale, this father
repents of the thought “et il en et pitié” (45HE keeps the infant from the mother, until she
has the strength to cope with the fact of the nedtahild. Murat differs significantly from both
Straparola and d’Aulnoy, as it is the mother in tadée who hides the monstrous birth from her
husband, “Sitot qu’il fut né, elle [la fée] 'emparsans étre vu de personne, et le mit dans un lieu
gu’elle avait préparé proche de son palais. [t.IfEendemain au matin, I'on fit dire que la
grossesse de cette princesse s'était terminée fausse couche” (203). Although Murat chooses
to have the mother be more pro-active in concedheghild, helped by the fact that her
husband is obliged go to war and this leaves hieis“fa maitresse de ses actions” (203), all three
authors show that the parent who acts does smtequtheir spouse. The fact that the wife
protects her husband in Murat’s tale, instead eftiore traditional version of a male who
protects the weaker female, gives a clear indinatfoMurat’s views. In her fairy-tale realm, the
woman is a powerful figure who can make decisi@yarding what her husband must know. It
is possible that the tale is reflecting the readitof society. Women had no way to prevent
pregnancy and the swiftness of the decision togmtethe birth as a miscarriage indicates that
this may not have been an unusual occurrencesdt@ksents the reader with the reality of birth,
ugly or deformed children, and societal reactianstich events. Unlike d’Aulnoy, whose boar is
brought up at the court, Murat’s baby pig is spdiaway.

D’Aulnoy’s story deals in detail with the growtlhofn piglet to sexual maturity. The

confusion in his relationships and his conversatwith his mother reveal the complexity of his
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character and his bewilderment in trying to com&tms with his milieu. However, as Defrance

notes:

En effet, de tous les animaux qui un jour trouvefmure humaine, Marcassin est
de loin celui qui présente les signes de crua@jalence et de barbarie les plus
pousseés. Le narrateur n’épargne aucun détail mpaligaer a quel point la

monstruosité est intolérable et fait naitre chezkersonnages féminins qui seront

confrontés a elle la peur de la dévoration et laane du viol. (120)

In contrast to d’Aulnoy’s prince, Murat’s learn®tit ce qu’un prince doit savoir pour
joindre I'esprit et la politesse a la grandeur d@aissance” (204). As Seifert remarks, “the
outward rudiments of grace can perhaps be leastetthe logic holds, but its essence can only
issue from a body so predisposed, and a bodyslatdourse born noble. What Straparola,
Murat, and d’Aulnoy all outline, then, is the pathrecovery of the graceful human body” (“Pig
or Prince?” 186).

Given that the stories all require three marriates story-tellers treat this necessity and
how the prince is returned to human form in différeays. In Straparola’s version the pig kills
the first two wives, and when his parents remotsstrath him, replies that “he had only done to
her what she had intended to do to him” (54). Difay's first two wives also die. The first,
Isméne, dies by her own hand having seen the natosks, Corydon, kill himself, because she
has married Marcassin. The second is killed by kssim, though he does it in self-defense, as
she is going to strangle him. The savagery of thenal is clearly detailed by d’Aulnoy: “Il lui
donna deux coups de ses grandes défenses dangdad @b 480). Although d’Aulnoy insists on
the brutality of Marcassin, she does provide mitagafor it, by giving an explanation for his

rage. In the first instance, she underlines thdbwes Isméne, and that he mourns her death, and
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in the second, that he is threatened by Zélonidéc€accept this, but see d’Aulnoy’s
justification of her character and Marcassin’s@tsias more problematic. Birberick comments
that: “Despite Zelonide’s act of aggression, thebpem ultimately lies, as both Seifert and
DeGraff have pointed out, with Marcassin himselics it is not simply his outward appearance
that disgusts his brides to be, but his view ofrttes objects for his own (sexual) gratification”
(“Gendering Metamorphosis” 97). The tension betwadtural norms of behavior and
appearance, together with the expectations of goare his physical desires, are clearly seen.
D’Aulnoy would appear to be showing that the maskagn in the cultured milieu is simply a

disguise, and that underneath the outward facastepted to the world may lurk a beast.

D’Aulnoy’s protagonist is certainly the most ferous of the three metamorphoses and
his desire to mate does dominate his actions. Dedraees his behavior towards his first wife as:
“Le désir masculin [est] clairement énoncé en demés tyranniques et [il] fait peser sur elle une
menace de dévoration puis une promesse de viadualselle ne pourra échapper que par le
suicide” (Les contes de féE81). Nevertheless, d’Aulnoy does not make himriyttead or
completely good; he is not a binary characterlaSélades of meaning, revealed by him as he
talks about his feelings, reveal a complex indigidtrying to come to terms with the difficulties
of conforming to courtly life, being an adolesceiith all the physical changes and raging
hormones that that brings, and in addition, herreeéamorph. Some of the sentiments he
expresses to his mother reveal not only philos@isight into his world and his character, but
also into the behaviors of those who surround Hihest vrai [...]Jque j'ai quelques défauts;
mais qui n’en a pas? Je suis homme sous la figune déte. Combien y a-t-il de bétes sous la
figure d’'un homme?” (Il 478). The dichotomy of n&animal behavior hidden under the

facade of a courtly man draws sharply into questibat constitutes the conduct of a human



151

being, and what differentiates his behavior froat tf a beast. However, this conclusion is not
borne out by the tale’s ending itself. Unlike Stragda’s tale in which the deaths are final, the
denouement to d’Aulnoy’s tale reveals that the tm& wives and Corydon are not dead, and
their return to be with the couple can be seemandication that Marcassin is now fully human.
He has learnt the lesson that the fairies wishagiviex “il est indubitable que I'on doit suspendre
son jugement sur bien des choses” (lI: 493). AteBesees, “the correlation between being and
appearances is far more difficult to achieve treryfmagic would have it. Questioning instead
of reasserting the unity @ftre andparaitre these fairy tales cast doubt on the epistemaodbgic
foundation of the civilizing process” (*Pig or Pce?”187). This conflict is never resolved in
d’Aulnoy’s tale; for the prince, having been edechin nature, returns to the court, in which
presumably some men still act like beasts. One nsighmise that because Marcassin himself
has learnt to master his beastly nature, that Héwable to teach others to do the same, but
d’Aulnoy confines herself to concluding that: “iut mieux manquer a I'amour, /Que de
manguer a la sagesse” (Il: 495). Society may peeogisdom as being much more important
than love, but Marcassin, having learnt discernmamd what matters in a relationship with a
woman, is able to enjoy that relationship, and &adilibrium with others, such as his parents,
with whom the filial bond was damaged.

Murat has a gentler approach to the loss of thewwwes. Firstly her prince, once he
reaches fifteen years of age, is able to beconaddome man at night: “lui redonnant sa forme
naturelle qui était la plus charmante qu’un pripaese jamais avoir’ (204). Secondly, his first
two marriages are to “grisettes”, women who beltnthe serving class, and who work in the
palace. On his wedding night, however, the firdevis replaced by “une poupée de carton”

(205), and the second by “un gros chat, qui s’énpfar la fenétre en cassant les vitres” (206).
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Murat paints a humoristic picture, further undextinoy the fact that not only is the wife
replaced, but it is also a fat male cat who breh&svindows as it flees.

As | have stated, Murat allows her prince to be ablreturn to human appearance at
night, once he has reached his sixteenth yearhDa#itensue if he is in sunlight in his human
body. This alludes to him being some sort of vamparhich die if a beam of sunlight touches
them. The word “vampire”, however, does not appe&rench dictionaries until 1751 and there
is no hint that the prince has any desire to dbilglod®®> Ancient Greek and Latin texts refer to
creatures which stalk humans in the night, and lmubgings have always had, as Jacques
Sirgent notes, “une croyance populaire suivantdigues morts peuvent sortir la nuit de leur
tombeau” (21). The allusion, however, that it ir@ature of the night, perhaps like a ‘loup
garou’® or other fearsome creature that only appears \iliemark, is removed because it is at
night that the prince returns to human form, artd aad drinks then. “ll ne mangeait plus que
sous la figure humaine, les aliments cochoniquiestéunt interdits” (213). Although he is forced
to live a nocturnal life, this is the time whenliecomes human again. This prince, having been
cursed, is aided by the fairy to live as normafeads possible. He is given a magic potion,
“l'eau de I'oubli” (206) to enable him to have Hisst disastrous two wedding nights wiped from
his memory. The prince Marcassin, in d’Aulnoy’'sstahowever, cannot forget, and flees the
court to escape his memories.

All three tales allow the princes to regain andiretheir human shape, after their third
marriage. Like Marcassin, the princelia Roi poramust leave the court to find love; which he

finds through an adventure. He is taken to seénagss imprisoned on an island, who has fallen

% Definition by Dom Calmet, cited in thee Grand Robervol. 9, 637. For a full examination of the etymgjoof
the word see Florent Montaclaire Vampire dans la littérature et au théa{Besancon: AFPUD, 1998) 13-23.

% Furetiére“loup-garou est dans I'esprit du peuple un Espaitgereux et malin qui court les champs et leslaués
nuit.” I, sig. D2d.
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in love with his portrait. He keeps his adventurerst from Bienfaisante, the fairy who has
fulfilled the maternal role since his birth. He da®t realize that she knows all about it, and that
“la carpe et le nain n’agissaient que par son oraaas elle avait ses raisons pour garder le
silence” (212). We only learn of her motives, otioe prince is free from his enchantment. He,
ignorant of her involvement, needs to keep his mmamore adult life hidden from her, which
shows that he is maturing, and moving from beiniggendent child to becoming an independent
adult. He moves from the court into nature, to finlfillment. After the princess is rescued by

the fairies, the two marry, and on their weddinghnithe fairies destroy his pig skin; “les fées
coururent a I'étable ou était la peau de cochdes ¢ mirent en pieces, et la bralerent” (221).
The fairies are much more active in Murat’s staryprotecting and working for a happy outcome

for their protégé.

Marcassin, however, is much more autonomous irddeghis fate. After the unhappy
outcome of his first two marriages, it is he whaides he must leave the court, and l&eoi
porc, leaves the the civilised world to live in natuas,better befits his animal nature. Defrance
comments, “Le retour a la nature, I'acceptatiof@l@malité provoquent trés curieusement un
adoucissement des maeurs animales, la nature argd& ou I'éducation avait échoué. La forét
devient le royaume de la liberté, par oppositida éour, lieu de contraintes déchainant les

violences” [Les contes de féd22).

It is in nature that Marcassin becomes civiliseflisibehavior and where his third wife,
Marthésie, discovers that he returns to human dgaibed at night. She imagines, however, that
he allows someone else to take his place (“vousz@alites les nuits votre place a un homme”
(II: 489)). Having been assured that this is amsithn, she accepts what he says, and after six

months she is pregnant, which “quand elle se figgree la race marcassine allait se perpétuer,
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elle ressentait une affliction sans pareille” 4i&9). It is Marthésie who finds the pig skin and
hides it. Harries correctly remarks on the differ@from Straparola’s story as d’Aulnoy “makes
the princess, rather than her father the king,aesiple for the wild boar’s permanent
transformation into a handsome prince” (59).

As well as making Marthésie responsible for thengjegain Marcassin, d’Aulnoy also
shows the desire that a woman can feel. “Elletisivextraordinairement beau et bien fait, que
jamais surprise n’'a été plus agréable a la sie(het90). It is at this point that the pig skin no
longer fits, and Marcassin remains “un homme infi@nt aimable” (1l: 494). For d’Aulnoy, love
and physical desire can restore the metamorphasatlice to full humanity. She has added to
Straparola’s story, in which “since he was suretd trust his wife, he immediately shook off
the dirty and stinking skin of the pig from his lypdnd stood there before her as a handsome
and attractive young man” (55). D’Aulnoy shows w$ just the body of the man, but in addition,
it is the woman who is the instigator of the remafahe pig skin, and we are shown
Marthésie’s reaction to the beautiful male body.ris story is very different, as her prince
saves the princess from an arranged marriage samaly confined to his pig metamorphosis at
night.

Murat’s story ends in order being restored to timg#om, the twagrisettesmarried to
rich men, and children born to the married cou$teaparola has the pig skin destroyed by the
prince’s parents, and he is crowned king. At theeséime that Marcassin is able to return to
being fully man, the grotto in which he and Maribdsave been living becomes a tent. Amy
Vanderlyn DeGraff inThe Tower and the Wehl study of psychological meaning in d’Aulnoy’s
tales, remarks, “if the metamorphosis of the grotto a tent can be read as a symbol of

Marcassin’s inner transformation, then it suggdsas the prince now has the wherewithal to
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protect himself from those natural forces that rilgg destructive to him” (43). While this
interpretation fits the psychological reading,|#caunderlines the theme éfre andparaitre,

which d’Aulnoy seems to reflect in tmeoralité&

Le plus grand effort de courage

Lorsque I'on est bien amoureux,

Est de pouvoir cacher a I'objet de ses voeux

Ce qu’a dissimuler le devoir nous engage (11:495)

The treatment by Murat and d’Aulnoy of Straparokale shows the different emphases
that these two authors wished to make. It is dleatrd’Aulnoy wishes to emphasize the power
that a woman has to tame the prince; he can ofilf fus function in society when he has
learned to curb his animal nature. Murat emphagtze®eauty of her prince, and gives him the
power to be more self-determining. He is able gane his personal freedom quickly and does
not suffer the anguish and conflict of d’Aulnoy’srb. Both authors emphasize that it is through
falling in love that the princes are able to matame act as their royal blood demands. The two
princesses are also very different. D’Aulnoy’s Nigtie becomes his wife, becomes pregnant
and because she loves and accepts him as he491)l: he changes into a beautiful human.
Marcassin’s princess sacrifices her comfort andtgdab be with him and treats him with
immense kindness. She is a sensual woman whoge desi love for her prince lead to his
freedom. Murat’s princess is much less autonomioersause she is imprisoned, and is rescued
by fairies. It is the fairies, not the princess,onemove and burn the pig skin, and who bring
both sets of parents to be present at the marrdgyeprince fits the more traditional picture of a
courtly heroic male on a quest. This may be to sanwxample of how a man should behave,

since in Murat’s tale, the other males, the fatlaeesdogmatic, unfeeling and selfish, caring
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more for their own status than the happiness of ditspring Although Murat and d’Aulnoy
treat the roles played by the males differentlyhauthors show that the princes would not

regain their position and get acceptance but feiritervention of females.

Comedy and Tragedy

Since one of the primary purposes of the talestovasitertain and amuse (Robert 110),
even as the tales question and critique sociegy, thessage would be lost if the works were not
read. By using tales in which magic and fantastatures appear and disappear, the writers give
their works a light hearted and amusing tone. Confied a large part to play in the stories. Jean
Mainil has examined the role of the framing staraesd shows that the theatrical comedy of
these, which have elements of farce in it, andehsion between fantasy and reality, can still
make us laugh. For him “dés I'origine méme du gelereonte est parodique, il est comique, il
est rire” (“Le sourire des fées” 38). In additidnainil’'s Le Rire des féesxplores the use of
laughter and irony in the stories of Madame d’AyinAs well as the subversive role of ironic
laughter, the story writers are adept in depiciognes which create humorous images. The
absurdity of a newly-metamorphosed human’s behasan animal can be funny. For example
in La Biche au boisthe doe, afraid of the wild animals she hearsader, “oubliant qu’elle
était biche, elle essayait de grimper sur un arite139). InLe Prince Rogethe pursuit of
Roger descends into farce, as he approaches thegpreho is following him, “ayant touché son
cheval de sa baguette il lui en fit un éléphanihtd® prévot étonné se jeta par terre en criant
miséricorde” (530). As Barchilon comments on thpssede, “cette transformation est assez
cocasse; on pourrait en faire une intéressanteeségule dessin animé” (62).UiOranger et
I'abeille the humor of the situation when Linda cuts the,tthe bee’s jealousy and stinging of

Linda is coupled with a hint of eroticism, as tlelflies to Arabia to fetch some ointment which
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she assiduously applies to the damaged digit.ignstry as well, language provides humor by
the medieval language that Aimée uses to talk tafa, which Jasmin calls “la teinte
burlesque du passage” (357) in her edition ofGbates des féekaughter is used to entertain
the reader, and to engage him/her in the fateeoh#ro/ heroine. As Jasmin has shown, “la
pression dunappy entl (480) usually led d’Aulnoy to have a denouemenitvhich the couple is
married. This “fin heureuse ... oriente et prédétaare contrat de lecture demtipit” (483).
The reader has an expectation of this happy endihgre the universe is returned to its rightful
order, and so will read, expecting this outcome.

Laughter, however, does not always come from thdee Sometimes characters in the
stories laugh at the metamorphosis of others. dmag is changed into a sow at the end of
L'Oiseau bleuand here the laughter is contained within the stself. Those who see this

metamorphosis burst out laughing. Catherine Manterprets this:

La réaction des personnages témoins de cette arametion indique que le plaisir
éprouve dépasse les limites du simple soulagemehtlfes longs éclats de rire
suggerent qu’il y a un plaisir réel a voir souffintrui. Ceux qui viennent
d’assister a cette métamorphose et se réjouismati’ont pas tous été les

victimes de la méchanceté de Truitonne. (“Plaisui@ence” 267)

Laughter is used both to entertain the readert@mnabck. By placing the human beings —
in terms of their societal rank — into inappropeiatr ridiculous, vessels, the writers use wry
humor, to indicate a questioning of the roles asslirm other words they are indicating that
high birth does not automatically confer rightsg @imat often those in high places behave badly.

In contrast to the subversive smiles and fun ofyrarthe contes, some contes do not

have a traditional happy ending. As mentioned @ithroduction, some metamorphoses never
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end, and the couples are left together, unitetleir metamorphosed guise. D’Aulnoys
Moutonis a tale which, unusually, does not have a happyng. Harries comments: “D’Aulnoy
deliberately thwarts our narrative desire for tkpexted ending” (58). The beautiful ram is a
metamorphosis resulting from the King who spurrieifairy, Ragotte. Defrance comments on
this phrase from the story: “Tu es un lion, & pnése vas devenir un mouton” (I: 435). She sees
that “Le prince est comparable a un lion par sgueil qui I'a amené a repousser les avances de
la fée” (L'imaginaire féminin110). She further remarks that the sheep or larobrigentionally
considered as the opposite of a lion, and thereéf@ehoice of vessel is an appropriate
punishment for the king, and may be consideredrastaphor for the shift in bodily form. She
concludes‘Ainsi la métamorphose estla fée ce qu’est la métaphore a I'écrival®e pouvoir
particulier aux fées de transformer les corps gnes (métaphores) ou les signes en corps
(symboles et allégories) n’est pas la seule ilatgin du rapport privilégié qu’entretient la fée
avec le langage’L(imaginaire féminin110). Nevertheless, as Mouton explains his story to
Merveilleuse, he reveals that he is now regardgtieaking by the rest of the flock. Therefore,
although he is perceived by Ragotte to show omibate associated with a lion, that of pride,

the other metamorphosed sheep recognize his inegéé characteristics.

Mouton’s metamorphosis is for a period of five yedrhis might be a reference to the
Latin sacrifice for expiation and purification, famnmed every five years after the cen8Us.
Mouton has to serve out his sentence, and do perianbis wrong doing, before being able to
return to human form. He tells Merveilleuse tha thembers of his flock come and go: “et

gu’elle [Ragotte] avait composé un troupeau; que penitence n’était pas aussi longue les uns

67 “censor’Encyclopaedia BritanniceEncyclopaedia Britannica Online Academic EditiEncyclopaedia Britannica

Inc., 2012. Web. 26 Oct. 2012.
“lustrum”. OED Online. September 2012. Oxford Unbity Press. Web. 26 October 2012.



159

pour les autres. En effet, ajouta-t-il, ils redevient ce qu’ils avaient été et quittent le troufeau
(I: 436). Ragotte uses this metamorphosis intoslsea usual punishment for those who “[lui]
avaient déplu par plusieurs sujets différents”. fdra further reveals that others who are her
enemies or rivals have suffered a different fai€étie a tuées pour un siécle ou pour moins” (l:
436), they have become shades or ghosts. Moutonmecthat having observed one of the
sheep “pres de cette petite fantbme [une jeunawescl'ai su que c’était son amant, et que
Ragotte susceptible de tendres impressions, awaltiVe lui 6ter” (I: 436). Having heard this
story, it is perhaps not surprising that Mervedleumight be afraid of showing any affection for
the ram. When she does fall in love with him, aednith her, as Harries succinctly expresses it:
“Her [d’Aulnoy’s] heroine, “Merveilleuse” in evergther respect, does not return in time and
fails as agent of transformation” (58). As discukssethe previous chapter, the unhappy ending
is caused by Merveilleuse’s delight at being restdo a relationship with her family and her
desire to be queen. The ending is unusual bectaae be considered as a critique of the
woman, who is not prepared to leave her familiahbdo be with the man she loves.

As well as not meeting the expectation of a happirey, D’Aulnoy also demonstrates
the cruelty that jealousy and thwarted desire cake InLe Rameau d’oa king and his
beloved princess have been enchanted for two hdrnyd@s. This has occurred because an
enchanter loved the princess too, and was enragjadoly her preference for the king and by the
king’s refusal to obey his edict not to see hertlfesking contemplates a portrait of his love, the
enchanter appears, cuts off his hand and instdmlKing was changed into an eagle, “[un]
oiseau royal” (I: 303). At the sight of his wourlde princess “tomba évanouie” (I: 310) and
sleeps as though dead from that momen#tthough the choices of metamorphosis are not

unusual, the cruelty involved in them and the mexdrike release are different. The two royal
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lovers are saved by a people who read their stoepchantment in stained glass windows. This
reading of their stories allows the discovery & theans to free them from the enchantment.

The story could end there, if it only concernedgKinasimene and queen Bénighat
this is ultimately the story of Torticolis and Trugn, and the cruelty that they have endured.
They both have deformed bodies, but wise and lomatgres; they have been rejected and
mocked because of their physical ugliness. SanssPRather is particularly cruel in his treatment
of his son, deciding to marry him to a deformechgess (I: 294). Both he and the princess reject
each other in their deformed bodies, but as a ¥mrhelping Trasiméne and Bénigne, they are
transformed, and receive bodies that reflect ttaitus, and their inner beauty. They are renamed
Sans Pair and Brillante. The reader’s expectatightnioe that now they will marry and the
happy ending will be the conclusion of these tweelstories. In a further plot twist, however,
Brillante cannot accept Sans Pair as he is disd@sa shepherd, and therefore socially inferior,
and so she seeks out an enchanter to have him ectin@vove she feels from her heart.

In the sorcerer’s castle she finds “douze chatslpe@u plancher, qui servaient de lustre”
and “sur une longue table douze grosses sourghats par la queue, qui avait chacune devant
elle un morceau de lard ou elles ne savaient dteirfl: 321). Both groups of animals are
starving, the cats because they cannot reach ttes amd the mice because they cannot reach the
food in front of them, and in addition are afrafdite cats. The metamorphosed animals are
there because the mice, really princesses, woultbuwe the enchanter, and the cats, really
princes, were his rivals. The metamorphoses aengs; which the enchanter recounts with
almost sadistic pleasure “ce qui est de plaisagst qu’ils se haissent autant gu’ils se sont
aimés, et que I'on ne peut guére trouver une verggeplus compléte” (322). Defrance sees the

hunger expressed by these animals as not simpdgieedor food. For her, “[’enchanteur]
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condamne ainsi les filles a fuir I'objet de leusnétandis que les hommes voient leurs pulsions
sexuelles exacerbées par I'animalisatiddinjaginaire féminin127). This psycho-sexual
interpretation of this tale is interesting, busthnalysis is not borne out by the use of the trope
by d’Aulnoy, in which metamorphs retain their onigl character traits, and mature and learn
while changed. These cats and mice, once retumidrhan form, are reunited. It is clear that
the enchanter takes great pleasure in the suffeohfis victims; this is clearly a portrait of a
sadist, and may be read as a metaphor for abusethdtse in power could and did inflict on
those who were punished, even within the judigrateam.

Brillante too rejects the enchanter, and the lwusilife he offers (I: 323). Her fate is
sealed, she will be punished, but the enchantks lver metamorphosis to her life as a
shepherdess. She asks to become a mouse likendgrepoincesses, but he has other plans. “Tu
ne seras donc a I'avenir ni chair, ni poisson; &wras ni sang ni 0s; tu seras verte, parce que tu
es encore dans ta verte jeunesse; tu seras lédgéreante; tu vivras dans les prairies comme tu
vivais: on t'appellera Sauterelle” (I: 324) Shemdemned to be constantly on the move, and to
live in the fields. In addition this punishmentleets on her youth, showing that she is not ready
to accept the role of wife and queen. Only throogtturing will she be able to fulfil her role.
Sans Pair, while searching for Brillante, meetaigyf and rejects her advances and refuses to
love her. He too is metamorphosed into “un grillamji de la chaleur et du feu” (I: 328). The
two insects meet, and support each other, anceia¢heptance of their difference, with the aid
of the golden branch, they are returned to themdiu appearance, and status. The entire tale has
metamorphs which come about because the persormaigiical abilities to enforce their will,
whether a male (enchanter) or female (fairy), ha®hher (sexual) advances repulsed. Their use

of metamorphosis is an instrument for vengeanceeaittence of abuse of power. The
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enchanter, in particular, delights in the pain anflering of others. This portrait of sadism and
cruelty is tempered by the amusing choice of vefssdhe two lovers. Although they have lost
their ugliness through one transformation, thelyIséive to learn the meaning of acceptance,
which their change into insects brings about. Bnile, once she is a grasshopper, accepts the
support and help of the cricket as they are botheénsame predicament. When it is revealed that

he is her equal in rank, the final barrier is reeavand they marry.

In her use of metamorphosis, Madame de Murat &tsoait a didactic goat many of
her contes. Genevieve Patard in examining the ssuhat inspired her stories sees, in addition
to the sources from mythology and folklore, tharéhis a “merveilleux ésopique par le biais de
multiples métamorphoses rappelant le bestiaireadEdntaine (anguille, papillon, cochon,
rossignol, lion, aigle, hirondelle)” (38). Murat®ntes can be seen to not only have elements of
instruction hidden within them, but also a userafrals to intrigue and delight. She also has
elements of cruelty and tragedy in her tales. GéwevPatard has noted that Murat mixes in her
contes'l'euphorie a I'inquiétude, voire au tragique, comte suggerent explicitement plusieurs
titres de ses contes, [...] et les tristes dénouesrarits’ensuivent (suicides, enfermement,
désolation)” (38). One example of this use of tthgean be seen ine Turbot This shape-shift
is the result of a fairy’s revenge and rage atdéietrayed by her unfaithful husband. When she
finds him with another woman, she, in a curse wicits tragic language echoes the utterance
of a Cornelian heroine, consigns him to a lengtiegamorphosis: “Va, et traitre, va éteindre tes
flammes criminelles dans les ondes qui n'ont qap tle rapport a ton inconstance, sois turbot
pour vingt ans” (321). This language reinforcesdhservations made by Patard; Murat does not
hesitate to give her female characters negativaiensy and to highlight the grief that is caused

by men. Murat’s tales are explorations of the pdirelationships and the understandable,
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realistic reactions to hurt and rejection. EvebhafTurbotends in the re-establishment of
marriage and has a happy ending, it contains datkerents which demonstrate emotions that
betrayal and discovery of adultery bring. &posing the characters to more diverse adventures,
moving them into new landscapes, the writers eidimense with humorous situations or shock by
the cruelty and sadistic attributes of the poweiRubtagonists gain maturity, but the use of

adversaries who embody evil, allows a critiquehef paternalistic society.

In conclusion, male metamorphosis serves variogsgses in the stories | have
considered. The authors use it to subtly critiquaety, and to suggest differing ways in which
men and women can have a relationship with eadr.oflhe metamorphs demonstrate character
flaws in men, either by focusing on their aggressgxual nature, or by portraying them as
passive and unable to act. In particular therecist@ue of the behavior of kings, who are not
portrayed as wise sovereigns, but as men who dathageiingdoms. The authors all highlight
the results of the misrule, and by their use ofametrphs, subtly critique their rulers. They show
ways in which society might function more equitatblffaws were mastered, and also suggest
that women have a part to play in this role. Thisat to suggest that these are dark tales. The
fantastic world that is created allows the auttiorgrovide a setting which is entertaining. By
their detailed description of the animals they @dedhey provide humorous images, which
entertain, and suggest allegories and metaphoshvaid a didactic element to the stories. As
Robert points out: “Avec les contes de fées, istagira plus de divertiet d’'instruire, mais de
divertir pour instruire” (419). In addition, by moving their alaaters away from the confines of
court and into nature, they allow them to expemeadife which is free from society’s
constraints and demands. With the use of metamerphibey are able to place the protagonists

in situations which normally a person, and in gatar a king, could not experience. The heroes



164

are able to mature, physically, mentally, and skyuand explore a different environment, in
which they also achieve a loving, monogamous i&iatip, which teaches them how to fulfill
their role in life. Only when they have reached umigy are they able to return to the civilized

world and succeed in the role which their birth ga®n them.
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Chapter 4

Cross-Dressing: Identity Crisis or Desire for Other?

Cross-dressing, that is wearing the clothes obfiposite gender, is a disguise which
both men and women use in the tales of the sevaihteentury to present a different identity to
others. In contrast to the use of metamorphoss disguise is usually one which the characters
elect to make; it is not imposed upon them by aside agent. This chapter will explore why the
writers choose to cross-dress their protagoniststher words the circumstances, which may be
familial, diplomatic, because of fealty, or for penal reasons, which necessitate this assumption
of another gender. Attributes of the opposite seklzow far the cross-dresser assumes and
demonstrates these elements are important consareyan the success of the disguise. Of
particular interest in this study, since the authsem to be examining the gender roles assigned
in their society, is whether the person embodiesdtiraits before he or she puts on the guise of
the other gender, and if these behaviors are extaonce the individual resumes his / her original
gender. In many of the stories considered, thecppah character lives as a member of the
opposite sex for a considerable period of time, thednaintenance of the deception, and how or
if the person is discovered to be in disguise, l@ad her fate after this discovery will be the

main subjects of this chapter.

Historical Aspects of Cross-Dressing
The portrayal of women dressing as men and fightingars has its roots in medieval
literature, in hagiography, and was continued bynwo such as Joan of Arc in the fifteenth

century and the Grande Mademoiselle and dtieedeusesn the seventeenth century. Females
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put on male garb in order to be able to fight. pbddarris points out that these women did not
disguise themselves as men; they simply used aanogle mode of attire, to protect themselves
(Hidden Agendad94). Women also dressed and fought in the listar@usels at Versailles in

1662 and 1685, as Christine Jones notes:

Remarkably for their time, women participated iag@ mock tournaments
as cavalieres, in ways they could not overtly hdwee in political battles. Putting
a woman through this gauntlet, as it were, entberdnto a stately tradition
reserved for men and also allowed her to buildoategion through the pageantry

of war. (“Heroinism” 26)

In these mock battles, the female courtiers perdartournament activities which were
traditionally reserved for men, but as the illustnas in Jones’s article show, they were attired as
women. However, other women did conceal themsebluas appeared as fully male, and Sylvie
Steinberg examines in detail the historic roleeafl women who became fighters in the chapter
“Saintes guerriéres ou debauche®dh addition to detailing the lives of these womsine also
describes the clothing they wore and how they dtiiteir hair in order to hide their female
identity and their female body. For a woman, balloghed as a man provided a means of
protection from other men, provided that her idgnm&mained a secret. It also allowed her to
enter a domain in which men had significantly mauéonomy and freedom to decide their own
fate. There is, however, clearly a difference betwesing male attire in order to fulfill a role
which this other gender normally undertakes, ailidogting recognized as a female, as those
who wore armor did, and the complete assumptidhepersona of the opposite gender, and

living as though the new role is in fact one whings always been his / her own. Those with

% | a Confusion des sex88-90.
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whom the cross-dressed person interacts believextieenal behavior and attire that they see
indicate the gender associated with them. In otlueds, because they see a person who looks,

dresses, and acts a man (or woman), they belietéstivhat they are.

The Rationale for Cross-Dressing in the Stories.

Women who wear men’s clothing in fairy stories comé the pastoral tradition of cross-
dressing which is at its strongest in d’Urf€astrée(1607-27). In many of the fairy-tales the
heroines put on male apparel to escape from daag#y fight against the misfortunes that befall
them. Some of the stories contain short episodessaimption of the male gender by women in
order to achieve a particular goal. D’Aulnoy’s hiesy Belle Etoile, puts on male armor to go
and rescue male relatives, lessening the physsgtafar her. Although outfitted as a man, she
retains her femininity and must wear the visor dpsince “sa beauté était si parfaite et délicate,
gu’on n'aurait pas cru [...] qu’elle était un cavali@l: 421). In d’Auneuil’s storied_es
Chevaliers errantandLa Tyrannie des fées détrui@men also don male attire in order to
travel safely. Philonice is also disguised as leauby might excite curiosity (534). Zalmayde
dresses as a man to seek out the prince who lgasesliher (639). D’Auneuil and d’Aulnoy
recognize the necessity of concealing their fergateder in order that these princesses may

remain safe.

L’'Héritier has a different goal in allowing her loére to disguise herself as a man. In her
storyL’Adroite Princessefinette is an astute woman, who is able to readr@tlactions clearly
and to act decisively. She clothes heraslf doctor in order to dispose of the two balbiess,
result of her foolish sisters’ seductions. In aceeminiscent of Moliere’se Malade
imaginaire she plays the role of “le médecin empirique leuidu monde” and says she is

going to get “une bouteille d’eau incomparable”§Lt cure the injured prince. Attired as a
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doctor, she gains access to the prince becauseatiait quantité d’aventuriers, sans emploi,
sans talent, qui se donnaient pour des hommes aolest qui avaient recu des dons du ciel pour
guérir toutes sortes de maux” (108). Finette ig ablinsinuate herself into the ranks of these
people, and in doing so, to leave the babies,\shfdtlen in boxes, to be discovered and to be
brought up in their father’s court. Her action naty returns the responsibility of his children to
the prince, but also rids her sisters of the ewdeasf their seduction. Finette, by using this
apparel, demonstrates her ability to be pro-adgtiiending solutions to the problems that arise.

She is shown to be clever, clear-sighted, quicotmprehend situations, and to act.

In addition to depictions of women disguised as fioershort-term specific purposes,
both the male and female story writers in my comgbesict women living as the other gender for
much longer periods. Jean de Préchac’s fairy st@hew female figures who are anything but
submissive, and who dress as men to achieve teeddm from the constraints of female
identity. To explore this theme the following wotig Préchac are examined in particular:
L'Héroine mousquetairandLe Beau PolonaisThese two stories are based on histories of real
women, who had assumed the male gender in ordex &dble to fight. Préchac’s treatment of
these women'’s lives, however, examines how livie@ @erson of the opposite sex is a
reflection of personality traits and roles whichuldbhave been seen as masculine in the

seventeenth century. As Lisa Brocklebank comments:

For a woman to appropriate the signifiers of masday| or vice versa, would call
into question specifically gender categories andengenerally the entire social
system of categorization that included gender s¢lece, and the divinely

sanctioned status of the monarchy itself. Thereforthe tales of the French
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writers, the cross-dressed figure holds the paetdithwart socio-political

authority. (131)

In addition to the works by Préchac, other writghe depict a woman fighting as a man
are considered. The Chevalier de Mailly’s t@lenstance sous le nom de Constaatid Marie-
Jeanne L’Héritier de Villandon®larmoisanou I'innocente tromperidoth portray females
disguised as males. L'Héritier’s tale features syime sister takes the place of her brother, to
fulfill her family’s obligation of fealty to the kig. Madame d’Aulnoy similarly recounts Belle-
Belle taking on the same sort of roleBelle-Belle ou le chevalier FortunEach writer,
however, treats their female characters in diffeveays, and emphasizes distinct aspects of a
cross-dressed person’s life, and how they mairtkerdeception. The variance and nuances
present in each writer treatment of this troperavealing in their perception of the female
gender, and its changing function, and the diffeesrnwithin their society, in the roles fulfilled

by males and by females.

This disparity is explored in greater depth whenstdering men cross-dressing as
women, which is much rarer in the stories. In tbetes that | consider, seven writers use cross-
dressing as a means to move their character doeogstraints of their gender. There are fifteen
stories which use this transformation: eleven fieatemale to male disguise, three consider male
to female and one looks at b&tht would seem that the transgressive nature ofa dressing
as a female influenced the writers of the tale® Mwost obvious reason for this may be the
difficulty of disguising male physical traits suab height, beard growth, lack of breasts. Another
of the main arguments given for a man not wishagive up his male role in society is the loss

of power entailed in the process of assuming a lemdantity. Generally speaking, women were

%9 See Appendix B for a chart detailing these tal&6).
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not independent or at liberty to govern their owes. As Nathalie Grande points out, even the
physical aspects of being female were seen asonfély some if not many members of the
Church and by the medical profession. “Les discolaatorité, discours a la fois Iégitimes et
légitimants, prenaient le masculin comme uniquéregfce de I’humain; la médecine ignorait les
spécificités du corps féminin, car le corps appa&t au mieux comme une variante, au pire
comme une dégradation physique du corps mascdlit¥)( The reasons why the authors depict
a man dressed as a woman, and their differingidé# to this voluntary surrender of power will

be explored later in this chapter.

Cross-Dressing in Performance

The fictional descriptions of gender disguise foumthe short story forms in
seventeenth-century French literature, were foghfl in longer novel<ross-dressing was also
a common feature of seventeenth-century balletdeantias. Julia Prest has examined in detail
the role of men in female roles in the seventeeetitury French theatre, and shows how a man
attired as women in Corneille’s comedies could $eduo enhance the “comedic impact of a
role” (20). Moliere portrays many of his princip&lsanging roles to provide comic insights and
to modify the behavior of more outlandish charagtéar example ine Malade imaginaire
(1673),when Toinette pretends to be a doctor to try tovowe Argan of the foolishness of his
obsession with his body and its illness. Prest centsmon Moliére’s use of men to play
women’s roles in the original performance of higygl InLe Tartuffe(1664) Madame Pernelle
was originally played by Louis Béjart, a male pemier inMoliere’s troupe who specialized in
cross-dressed roléSPrest remarks “that [Madame Pernelle] was origyralayed by a man in a

dress, probably speaking falsetto, [which] furteehances both her comical and ridiculous

0 Béjart premiered Mme Pernelle in 1669, and Mm&dienville Georges Dandinin 1668 (Prest 20).
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status in the play. Under other circumstancespsigat have been a wise and venerable
patriarch” (29).This would seem to suggest thassfdressing for comedic effect fulfills a
different function. The task is to highlight theotgsqueness and hypocrisy of this female, by
having her played by a man. Prest’'s seminal waggther with several other studies, has
observed the phenomenon of cross-dressing in dardy but very little has been written about
its depiction in prosé&" In addition to the work done on theater, Philipfurcade has examined
King Louis XIV’s enjoyment of and participation ballet. During his younger years as
sovereign, he took roles which showed off his nfiglere and which were an opportunity for

him to play the lover and gallant (262). He alsbgii¢ed in taking female roles, which Hourcade
remarks: “ont de quoi faire réver a je ne saislguddération physique et morale ou a quelque
rencontre furtive avec des cultures interdites, niséps mais fascinantes: gueuserie, sorcellerie,
merveilleux féerique” (263). From Hourcade’s commsame can conclude that wearing female
costume not only allowed the king to be freed fittva constraints of kingship, but also from
masculine ones, and to encounter different waydgeofuch as lack of money, or a fantasy
world, or one which involved a different gendererall of which were baser to his experience,
and therefore more exciting. The King performingagasember of the opposite sex, enjoying it,
and doing it well, as Hourcade indicates (263),egavn the opportunity to divest himself of the
responsibilities of his authority for a short whiled outward change of gender was a permissible
way to do this. The King was not the only malern@g the freedom that taking part in a
performance, and acting a role which is diametiyagbposite to life’s responsibilities, gives.
The custom of men cross-dressing seems to hax@oits in performance: in theater, opera, and
ballet, as opposed to that of women, which halsatss in safety and a desire for equality. Rather

than a response to strife, or a declaration of stigpr strongly held beliefs, whether those

"L “With one exception, cross-dressing in prose nimedhas fared particularly badlyH{dden Agendag0).
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beliefs are political or religious, men choosertoss-dress for pleasure, or to reach a female
object of desire. Madeleine Kahn has recently exgol@ross dressing in the eighteenth-century

novel. For this analysis, she has defined a cormfaqrrative transvestism

to refer to this process whereby a male authorsgaicess to a culturally defined
female voice and sensibility but runs no risk ahlgerapped in the devalued
female realm. Through narrative transvestism thie mathor plays out, in the
metaphorical body of the text, the ambiguous pd#s#s of identity and gender.

| argue that this narrative projection of the msdéf into an imagined female
voice and experience was an integral part of thergimg novel’s radical and
destabilizing investigation of how an individuakates an identity and, as our

society if not our biology requires, a genderedtdg. (6-7)

Kahn's clear and cogent argument is eminently apple to male to female cross-
dressing in seventeenth-century French literaamd,can also be applied to the reverse gender
undertaking. Success of the assumption of the aigogsnder calls into question what defines
‘man’ or ‘woman’. The male authors in this disseda, who use ‘narrative transvestism’ to
explore the diverse issuesa$position and gender, use differing scenaricexfmore a man

living as a woman.

The Depiction of Transvestism: Seventeenth-Centur€oncepts of Gender

The most famous male French cross-dresser of tlemtenth century, because of his
posthumouslypublishedMémoireg(1737), is Francgois-Timoléon, abbé de Choisy. Mésnoires
detail his life as a seducer of girls while attieexla woman, but during his life, Choisy was

known as a writer of ecclesiastical and Frenclohystspiritual works, and he also wrote fairy
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tales. In these tales, he explores the functiomsesf and women in aristocratic society antlan
Marquise/Marquis de Bannevillpresents the topos of cross-dressiitiper male writers also
look at males taking on a female role; in Préch&okande de Sicil€l678),a male suitor of
Yolande dons female garb in order to be able tottaher in her boudoir, a female intimate
space. This story, which will be examined in ddtr in this chapter, has received very little
critical attention, and yet the fate of this mamownvades the female space, and receives an
astounding punishment for it, provides a differi@terpretation of the emasculation of men. The

examination, critique, and conclusions from stugytims work are innovative.

Joseph Harris’s study of cross-dressing lookseaathbivalent attitudes to this
phenomenon in the seventeenth century, and thedss of the Church and the Court to it. He
also explores whether there is a difference betwegrand gender, an important distinction in
looking at how a person of one gender can sucdgsphss for the opposite gender. He explains

the difference in the following way:

The distinction is summed up by Dekker and vanalghus: ‘One’s sex is
determined by physical characteristics; one’s gersdéetermined by clothing,
behavior, speech and all the other external chenatits’ (1989, 49). Sex, then,
is what renders an individual biologically malefemale, while gender is
associated with the social connotations which sexaccrue — in its simplest

terms, masculinity and femininityH{dden Agendag2-23)?

& Rudolph Dekker and Lotte van de Pbhe tradition of Female Transvestism in Early MadEurope(New
York: St Martin’s Press, 1989).
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This differentiation between sex and gender is exadby all the authors, as they
emphasize gender attributes, or social markershaav how successful their hero/ine is in
convincingly living out the new persona which sleelftas assumed. One thing that it is important
to emphasize here is that the majority of charaatdro cross-dress have made that choice freely
and of their own volition. It is a different circwtance for Mariane ib’Histoire de la
Marquise/Marquis de Bannevilks it is his mother who decides to raise him gislaThe
choice, the how and why of changing one’s gendentity is important in understanding not
only an individual’s motivation, but also is sigon#ént in the success of the assumption of the

new gender.

Perceptions of the differences between male andléebodies, in the sixteenth and
seventeenth-century were defined according to Huaietal roles. The physical traits which
differentiate male bodies from female bodies amm@red and tabulated by Sylvie Steinberg in
La Confusion des sexdsa one table dating from 1586 (177), she showspthysical differences
between the two — men have attributes of strengbdimen of beauty — and compares them to
“lunlnomme efféminé.” These perceptions are ofipaldr interest in understanding the
seventeenth century authors’ depiction of individuaking on another gender; although women
are able to fight as a man, clearly they do notehae physique of a fully mature man’s body;
most of the women who assume a male disguise atesaments. The “homme efféminé” has
certain physical traits, and a way of moving, whirtlicate the way in which a man would
conduct himself in order to be able to pass as@mavo Steinberg also looks at the theory of

humors and how it gave rise to belief in the atit@s resulting from them, basing her
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conclusions on work by Langeau from 1630 (188he argues that the dominant humor in a
person would cause a certain body type; genderdvoat be a factor: “ les caractéres physiques
relevent du tempérament et non du sexe, ce qufisigp’un étre peut participer d’'un “genre”

ou d'un étre en fonction de son tempérament, leegétant a la fois physique et spirituel pour
les physiognomonistes” (183). This belief makesagier to understand the ability to change the
outward appearance associated with gender, ifigm&fisrs for the majority of people are

derived from types of temperament and not fromgeeder.

In the seventeenth century, discovering exactly ttevbody works, and a more modern
understanding of human anatomy, were in an embeygiage. Descartes discussed and
understood in essence the circulation of the blbathypothesized that blood became vapor in
the heart as it heated in the right chamber, aad tooled and became blood again in the left.
(Discours de la Méthodeart 5, 1637)” Belief in the humors, although medieval in origiras
still referred to in the seventeenth cent(rZhildren have both female heat and male coldness
but they change as they grow: “d’apres la théoe ltimeurs, plus les garcons vieillissent, plus
ils se masculinisent, car c’est la chaleur qui pgue la croissance de l'individu” (Steinberg,
106). Females produced heat more quickly, andriatsire sexually more quickly (puberty is
earlier and more rapid in females) and becauski®tpeed, were considered imperfect (107).

The production of this heat was affected by what yat into the body. Food therefore

3 william A Jackson notes The doctrine of the fauirhours’ stated that the human body consistedaafdy
phlegm, yellow bile and black bile. If these wemghe correct proportions in strength and quantigybody was
healthy.These four cardinal humours were associaitdthe heart, brain, liver and spleen, respetyivin the 2nd
century ad, Galen of Pergamon linked these humoutse four elements of Greek philosophy and tabstract
qualities. It was thought that the balance of thmburs determined the physical constitution andoerament of a
person. For example, someone in whom blood waddh@nant humour would be robust with a ruddy corxiple
and courageous optimistic temperament; howevétadk bile was dominant the person would be thithwaidark
complexion, thoughtful and given to melancholy (487

™ Descartes does not explore the differences inggeindhis work; his discourse is to prove the eise of God,
and as is his later work on passiobeq Passions de I'anf649), it is a philosophical work.

" Holly Tucker notes ifBlood Workthat this theory was beginning to lose groundexetbpment s were made
regarding the understanding of blood. Transfusieee attempted, but eventually banned.
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influenced gender. Steinberg demonstrates thistrma§ to authors in this corpus. She cites
Choisy’sMémoiresand remarks that Olympe de Choisy, the abbé’s enpth trouvé des

recettes pour maintenir son fils dans I'état fémirjiL07). She further cites Dumoret (1678—
1725) who represents a fairy recommending to a\ghb wishes to change into a boy, that she
take salt, cloves, and nutmeg instead of milk aad. fShe notes “il est fort possible que

Dumoret ait connu ces contes traditionn8slle-BelleandLe Sauvage mais il les a adaptés a
ses propres désirs” (115). By restricting the darhinine or masculine dispositions would
develop. In assuming another gender, such gendeifgptastes must be continued. L'Héritier
also depicts her cross-dressed heroine, Marmdis@ming dislike for foods such as jams,
patisseries, and cakes, “il feignit, autant quieiémséance le peut permettre, de trouver toutes ces
choses tres fades” (56). Likewise, consuming altahmale soldier’s pastime, might be risky.
Belle-Belle drinks only water, but manages to joirthe (male) activities associated with
imbibing: “bien que je ne boive que de I'eau [...kjgante '’Amour, je chante Bacchus, sans étre
ni amoureux ni buveur” (269). The cross-dressedg@emust demonstrate tastes and inclinations

which enable him or her to fit into the world ohar her new (assumed) gender.

As well as the consumption of differing foodstutfisit mark genders, Steinberg examines
males’ and females’ sensibilities to the exterphijsical care of their bodies. Cleanliness is
important to a female and the fact that Marmoiskeeslto have clean clothes and bedding is an
indication of femininity for the men with whom heliving. To remain unsuspected, the cross-
dressed person must always maintain the demeaddradnits of the new person. When
Marmoisan forgets that he must not show the sditsbiof his true gender —"[il] eut
imprudence de témoigner beaucoup de chagrinrésemce du marquis de Brivas, pour du

linge mal blanchi, et des habits mal pliés, [...$@&mauvaise humeur augmenta encore,
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remarquant que son pavillon n’était pas bien rarf§@) — he risks being discovered to be a
woman. However, showing female traits can be iméteal in a different way. The female love
of cleanliness is remarked upon by Velay-VallanBhe notes that contemporary writers,
looking at Monsieur, the brother of the King, coomnéOn disait de Monsieur: “sa toilette
ressemblait plus & celle des dames qu’a celle dérgéd’armée” (“Femmes Travesties” 338).
She concludes, however “S’il est une conduite quedture de la propreté permettait de
signifier, c’est celle de 'homosexualité et nofiede la femme” (“Femmes travesties” 338).
The validity of such a reading is reinforced by saene-sex attraction which is shown in the
cross-dressed stories, where many of the chardwegesto defend themselves from the attention
or overt interest that persons of their own origgender show them. This happens to Belle-
Belle in d’Aulnoy’s story, and to Constance in M@s. The writers, by using an attribute which
can be considered the marker of one gender, sutiggssuch behaviors can be interpreted, by
those who seek same-sex partners, as a markemefsax attraction. Thus the person who
assumes the identity of the other gender mustfatsthe challenge of those who are attracted

to him or her, believing him or her to be of theneagender as themselves.

When looking at this question of same-sex desiegrislproposes that transvestitism was
seen as symptomatic of social disorder. “Duringséneenteenth century in general, the figure of
the cross-dresser became metonymically associategulitical upheaval, and thus could
appear as a recognizable symbol or symptom of argesocial rather than a personal disorder”
(Hidden Agenda$6).In his book, he differentiates between taking oother gender’s clothing

as a disguise, and the incidence of sexual dess@cated with transvestism. Harris does not

"® Les caractéres des personnes les plus illustrda deur de Francel 702, réinp ifMNouveaux Portraits et
caractéresed. E BarthélémyRevue francais€l863): 226 cité dans éd. Coirault, 2 1189.
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suggest, however, that there is an element of hexuadity in male to female cross-dressing. In
the stories, there are elements of same-sex abimaotthe people who interact with the cross-
dressed person, which lead to either a suppressidanial of such feelings, or an inability to
live with the feelings, once the cross-dressedqreresumes their original gender, which will be
examined later in this chapter. The examinatiothefuse of cross-dressing in this chapter will
be divided, firstly into a study of how the femalathors treat the subject, and then the male
authors.This divisionwill permit an examination of the different treatm of this trope, and
show that the gender of the author frequently hasasing on the reasoning and understanding

of the subject.

Female Authors’ Views: Cross Dressing and Power

A womanwho takes the role of a man, in addition to hawmghange outward
appearance, the manner in which she now interattsp@ople, and daily life issues such as
cleanliness and food, also has the opportunitxévaesse more freedom and therefore more
power over her own life. Adrienne Zuerner, in heicke examining how monarchy is portrayed
in Madame d’Aulnoy’s story, remark8elle-Belle ou le chevalier Fortunépresents a fantasy
of feminine power; cross-dressed, the heroine cersgevil, travels, and achieves public renown
precluded by the norms of female decorum” (195AuWMoy’s story is not the only one in which
a female is empowered by the freedom of male dsgguvhich can also be used as a subtle
critigue. Sophie Raynard as a way for a woman to gecess to the male domain: “la thése de la
supériorité féeminine défendue par Mme d’Aulnoy daes contes touche méme la politique.
Dans “Belle-belle et le chevalier Fortuné” I'héreia recours au travestissement pour accéder a

I’héroisme guerrier, prérogative exclusivement mhbse” (“Le défi des conteuses” 62).



179

Women who take on the role of a soldier enter aalowhich gives them more power
and greater freedom, but they are also more skifleke tasks that the male traditionally takes.
They are better swordsmen, archers, and cour@eitics have read the role of a female cross-
dressing as male as a way to critique the role@ftale in society, and in particular, the role of
the King. Lisa Brocklebank considers tlalle-Belleshows an emasculated king who can only
regain power with the help of a cross-dressed feywaho cleverly manages the dragon’s capture
and brings it to the king, allowing him to be aatiad as he kills it. (“Rebellious Voices” 135).
Velay-Vallantin in her article on cross-dressingsé&éonore’s taking of her brother’s role as a
sign the King’s power is under attack and that @antross-dressed woman has the power, and
the means, to restore it. In looking at the ricktdny of female to male cross-dressing, she
remarks: “Ces contes présentent tous un pouvodal mys en difficulté par des désordres moraux
comme par des attaques extérieures. Seule unegestacrate ruinée, travestie en homme,
parvint a restaurer le tréne: elle est porteusevdksirs chevaleresques que la cour a dénigrées”
(“Femmes travesties” 330). Women'’s physical prowesst only the means by which power
returns to the king, but they also prove to be inguales for loyal behavior, through their own
fealty and moral integrity. Marmoisan and BelledBeh d’Aulnoy’s contefulfill this function in
taking the role of a man. They answer the Kingltoadefend their country, and undertake to
fight for him. This necessity to provide combatardas be seen as a criticism of Louis XIV, who
as William Church points out: “As[the King]'s wabecame more costly and the traditional ,
voluntary system of recruiting for his vast armpesved insufficient, Louis took the momentous
step of initiating compulsory military service”(3830Thirard notes thdelle-Bellemirrors the
reality of this period as the heroine’s father hasn conscripted, and since he is old, and has no

son to send, will be impoverished by the f{fie I'Allée du roi” 66). The allusion is necesdgri
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oblique, and not all depictions of kings can besidered a reflection of real-life events. Clearly,

the tales provide models of the best in societyetivr that be man, woman or sovereign.

A common element in the story of a woman goingotiake a male role is that there is a
difficulty which has to be surmounted. Financiahrar bad morals, hinting at bad governance,
by either the king or the father, necessitate tHestgpping in to fill the void which no male is
available to do. IBelle-Bellethe king is a “roi dépouillé” (248), and her fatlis¥duit” (248). In
Marmoisan however, there is no indication that the famslyn financial difficulties. Rather,
Léonore takes her twin brother’s role as he has kiéked while trying to seduce a married lady
of his father’s estates. The fact that she is a awid takes her bad sibling’s role reveals the
originality of L’Héritier's work, as, according tdelay-Vallantin, “la présence de jumeaux est
symboliqguement associée aux crises politigueschargements de pouvoir, aux monarchies
stériles” (“Femmes travesties” 330). Billaud, howeg\nterprets Léonore’s taking of her
brother’s role as a literary device: “I'illusionpgese entierement sur la substitution du vétement,
tandis que le motif de gémellité permet d’éludert @éveloppement relatif a la confection du
travestissement” (213). It is possible that L’Heéritis alluding to the political symbolism
associated with twins, but it is also probable thatchange of gender and acceptance of this is
more possible if the person who is replaced isia.thhe twin element also raises the binary
nature of this role assumption. Even though itipassible that Marmoisan and Léonore are
identical twins, they are obviously very similarygitally. Léonore exemplifies the good
gualities of a person, whereas the male that gilages is shown as not knowing how to fulfill
his societal role of a powerful aristocrat, nor slbe behave as a good man; he is a sexual
predator. L’Héritier does not confine her critiquiethis family to solely the male sibling. All the

female members, apart from Léonore, and her sistey,is removed to a convent at a very early
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age, embody vices: prudery, false piety, a lovgashbling, of flirtation, and affairs, which
prevent them from fulfilling their roles. Most df¢ family lacks the skills and good behaviors
necessary to be good members of society. In cantrésnore is shown to be the embodiment of
female virtue with her application to her womardgks: “elle trouvait le temps de remplir tous
ses devoirs, de lire, de travailler la tapissefd). In addition to this ability, Léonore is loveg
her father (46), as is D’Aulnoy’s cross-dressemer Belle-Belle. The loving relationship that

a woman has with her father fosters not only thenawaly side of her nature, but also gives her

self-confidence and independence.

Not all cases of female to male cross-dressinglveva loving father, and a dead mother.
In Murat’s storylLe sauvageConstantine takes the role of a man becausesgjang to be
forced into a marriage by her father. This neebgdalisguised as a way to escape an arranged
marriage is a leitmotif, which finds its originstime legend of Saint Wilgefortis, who, to keep
her vow of chastity, and to be repulsive to hemdi& prayed to be covered in facial and body
hair (From theBeast to the Blon861). Hirsute, with a beard, the young woman agsutine
physical characteristics of a man. Constantindisgiawishes to make her marry a man who not
only is of a lower rank then her — he is one ofkimg’s officers — but is also “sans biens, sans
mine et sans esprit” (283). In contrast to Marmoiaad Belle-Belle, Constantine seeks and
obtains her mother’s help to escape the futurengdror her, asking her to: “donnez-moi un
habit d’homme, et sous ce déguisement je cherctiara un pays éloigné une mort honorable,

gue je préférerai toujours a une vie honteuse” 284

Whether the reason for the assumption of male disgs to please the father, or to
escape his control, the paternal role is crucigrnabling a daughter to cross-dress, and as

youngsters, the women who succeed as men demenstade qualities and strengths which
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enable them to successfully live as men. Apparetithse women who have strong loving
relationships with their fathers are more ableg¢aarriors. Their innate skills and abilities
enable them to forge a bond which is profounden that experienced by very ‘feminine’
princesses, who can also have a close and loviatioreship with their father, for example
Finette inL’Adroite Princesseand Merveilleuse ibhe Mouton The ‘warrior’ princesses’ ability

to be fully feminine, and also to embody mascutmaés of courage, determination, and fighting
skills does not result in rejection by their fatheFheir relationship with their fathers appears to
be particularly strong because of their abilitypoboth feminine and masculine. They are not
simply confined to a female domain of domesticitg aeproduction, but have a more equal role
with the patriarchal society. However, the motitioé female warrior is nuanced within the tales.
Constantin embodies a different facet of this dyica®he, like her fellow female to male cross-
dressers, is able to serve a king, but her raleush more one of a graceful, skilled, courtier
taking part in the distractions and amusementetturt, and her male persona is much more of
a disguise, enabling her to live safely. Also B&lele has seven gifted men who complete the
dangerous tasks she is given and a horse, Camarhdajives her advice and is to be

considered as her frierfd: 253).

Unlike Léonore, Belle-Belle is the youngest of thegsters. When the King asks for
soldiers, the two older girls first set off to filllthe role of a son; they fail at the first tesét by
the fairy. Belle-Belle, in addition to showing kimess and compassion to the fairy, is also able to
embody traditional masculine qualities. “Il remg@atrie prix aux tournois, il tuait a la chasse
plus de gibier que tous les autres, il dansaitaabec plus de grace et de propreté qu’aucun
courtisan; enfin c’était un charme de le voir et'detendre”(265). The use of the word

‘charme’, with its roots in the Latin woirwhrmen charm or magids interesting, as it suggests
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that Belle-Belle has also learnt how to pleasedram her peers, while at the same time she
exerts power over them. As Domna Stanton remarkeiirchapter ofiart de plaire, courtly

power is “synonymous witenchanter(< incantarg andcharmer(<carmer), in their

etymological sense, the connotational semgsadfe suggest ideas of magical control over the
other” (The Aristocrat as Ar120). Belle-Belle’s proficiency as a man is nolydmased on her
physical skills, but also on her ability to behaveourtly manner, enhanced by the power to
enchant. This concept aids us to understand howssi#e to convince others of her assumed
gender. L'Héritier prepares us to accept Léonaas®imption of a male identity, by showing
that she embodies competencies that can be coedittex attributes of a male. She finds time
“s’exercer & monter a cheval, a tirer des armes,obiasser” (47). As well as having the physical
abilities of a male, she also possesses what rhighbnsidered male mental abilities. She has
“I'esprit vif, solide et bien réglé” but she is alsa la fois généreuse et économe” and completes
“de bonne grace [...] tous les petits soins domestigau le caractere de son sexe I'engageait.”
She considers it “un plaisir et une étude de beéamplir tous ses devoirs” (46). L'Héritier
demonstrates that her heroine incorporates theobesit only the female role, but also that of
the male. Murat’s cross-dressed heroine also extdlsth spheres. Constantine demonstrates
excellence in manly arts such as science, horgagridrchery, and hunting, but Murat
underlines that “ces occupations héroiques ne Emtmgient pas d’exceller en toutes les qualités
de son sexe. Elle brodait, elle dessinait, ell@dpait, et tout en perfection. Jamais I'on n'a

mieux chanté, mieux joué des instruments, ni maanse” (283).

In understanding why the portrait of such abiliiiesinusual, Velay-Vallantin’s study is
enlightening. She notes that since the beginnirthetixteenth century: “Les rdles des hommes

et des femmes se définissent d’'une maniére plostiée: les hommes sont plus étroitement
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associés a des valeurs de raison, de tempéraactiydé et de souveraineté, tandis que les
femmes se voient davantage identifiées a l'irrativé, la versalité [versatilité], la passivitélat
déviance subversivel g Fille en garcor69). Because of their gender, men and women had
roles assigned to them, and were taught certaliis sk fulfill their gender-assigned place in
society. Behavioral and cognitive functions weralssigned to gender; men being associated
with qualities of logic and intellect. This raistee question of whether the attributes, whether
they are those of a male, or those of a femaleghwmtiefine a person’s role in society, can be
reduced entirely to those of acquired skills. luebseem to be more probable in tuateuses
world view, that they are putting forward a theofyequality of the sexes, and demonstrating,
through these cross-dressed heroines, that meroatkee only gender capable of feats of
strength, governance, loyalty, and courage. The evoaiso show physical prowess and stamina.
By allowing the female to take on the persona ofinaBAulnoy, Murat, and L'Héritier further

the scope of women’s role in society. Duggan recgthat, when d’Aulnoy writes about
women, she “contests the image of the threatenmgan, demonstrating time and time again
that noble women can play an active role in thestiturtion of a more perfect society — for both
women and men. But this more perfect world is nohienera without the complicity of noble

men” (“Feminine Genealogy” 203).

If this thesis is applied to cross-dressed womergdan'’s idea is taken further, for the
“noble men” in these tales, the embodiment of mateles in society, are females. On her return
to her female role, she takes up a more elevatsitignoin society, where she is able to exercise
her talents, and use them to help her husband galerkingdom. There is an equality of
competence; females are equally able to behavealchiissly. Duggan’s perception that real

“noble men” are necessary to hone this world wagdtiseem to be borne out in the tales; the
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men are generally regarded as flawed beings, whoily become good rulers when they are

joined to the woman who has demonstrated competarmgth spheres.

As well as highlighting the competence that womeowg L'Héritier, in particular,
demonstrates men’s shortcomings. She apparentbcates a loss of female gentleness in order
for a woman to be accepted as a male. Léonoreapmigisan as she is now called, is suspected
by other knights of being a female in disguise, bextause of her physical attributes but because
of her behavior. Marmoisan endeavors to act aseadourtly knight, fulfilling his oath of fealty
to his king, and dealing equitably with both prismand with other knights. Richevol, a count
who constantly requests favors from the King, iblfmly mocked by Marmoisan, and as a result
decides to seek revenge on him. Thus, he articutateur moi, je crois que ce beau comte si
scrupuleux est une femme qui se cache, tant ieaste et pitoyable” (53). Harris remarks that
“Richevol [...] spreads the rumour — significantiythoutbelieving it himself — that
“Marmoisan” is actually a woman dressed as a meliidden Agendad37). Marmoisan has to
ensure that this suggestion is dismissed and notugh gave himself. Since he cannot
immediately leave the court, he behaves in a meeetly aggressive way. Seeing two men
carrying off a young woman, he kills one, and s&sigp wounds the other. He then takes the
young woman under his protection. The others im&trihese acts as a sign of his masculinity
and of an ulterior motive: “car par les soins quéeMarmoisan de la santé et de I'honneur de la
belle prisonniere, on ne douta point qu’il n’en Madaire sa maitresse; ainsi on le crut tres
cavalier” (56). The observers interpret Marmoisatsons according to how they themselves
would behave. Marmoisan learns to imitate suchera Learning that men should not like
clean linen nor treat those who serve them withdgmamor, Marmoisan refuses jewels and

pretty gifts and expresses a desire for weapongsdmise. In demonstrating how Marmoisan
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modifies her tastes, in order to remain undetedtétiritier does not only scrutinize the more
extreme, unrefined aspects of male behavior. Whemtask slips and Marmoisan does behave
like a woman, female indulgences are also asse$katirqua parfaitement bien, en cette
occasion, le caractere ordinaire des femmes, dguitipart affectent dans leurs habits et dans
leurs meubles une propreté qu’elles portent justzubizarrerie la plus ridicule” (57). Through
her critique, L'Héritier would seem to be advocgtfor moderation in both genders; males and
females are viewed as having excesses in theivmehahich can be moderated by copying the

other. Perfection comes from the combination ofitbst, noblest features of both genders.

While there is an advocacy for the male and ferahblkties, the cross-dressed woman
usually returns to her female persona at the erleoffale. This revelation is not through any
demonstration of feminine sentimentality or wealspésit through something that cannot be
hidden or changed, that is, female sexual chaiatitsr The moment ainagnorisisfor
Marmoisan comes when he is injured, taking pa# @ourtly activity of jousting in the lists. Her
return to the female gender is not without difftguhowever. When the prince declares his love,
Léonore cannot accept him. “Elle ne partageraigjartes sentiments qu’il venait de lui
témoigner, puisque l'intervalle de leurs conditi@mspéchait qu’elle pat répondre sans blesser sa
gloire” (64). It is interesting that Léonore’s retance to marry is caused by the difference in
their rank, which she sees as a barrier to th&tiomship, but that she also reveals that it would
harm her tloire”, her worldly honor, an attribute associated mwith men’’ It is also
important to notice, however, that in becoming gewiLéonore could surrender her freedom, and
her power to act freely. L'Héritier gives an endimgich enables Léonore to continue to exercise

her abilities and talents. The King, recognizing ‘loaractére éleve, tranquille et raisonnable,”

" Furetieregloire: de I'nonneur mondain, de la loiiange, ou de I'apatiol qu’on donne au mérite, au scavoir, et &
la vertu des hommes (ll, sig.'93
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decides that she is the ideal wife for his son.rd&sons are not only based on the virtuousness
of Léonore, but also on his perception of the m@isclisposition “croyant le jeune prince assez
facile a prendre les impressions de ceux qu'il m#rait, le roi aimait mieux qu’il s’abandonnat
aux conseils d’'une épouse chérie [...] qu’a ceuxuwdque favori ambitieux” (65). Léonore’s
ability to retain power in the relationship is motly because she has innate skills, but also
because her intended spouse is weak, and couldlbenced by courtiers. In addition, there is a
hint that his leanings might be towards a sameraskationship, with the mention of “favori”.

This heroine’s return to her own gender does noéssitate the loss of the power, or influence
that her assumed gender gave her. As Velay-Vatiardies, “son travestissement lui confére le
pouvoir d'offrir au royaume un véritable programdegouvernement” (“Femmes travesties”
335). Although Léonore ostensibly resisted marriageause of the difference in rank, she gains

influence because her skills and reputation aregmized and rewarded.

Apart from L’Héritier's Marmoisan, who does achiewvsort of equality with her
husband, other women do not. Grande considersthmrto the normal societal order at the end
of the tale as confirmation of male superioritye*@avestissement, [...] finit néanmoins par
confirmer objectivement la validité de I'ordre de&@minence du masculin sur le féminin,
comme en témoigne le fait que le dénouement coeranmretour a I'ordre des choses” (120).
Particularly in the fairy stories, where a femalkes on a male role, there is always a return to a
‘real-life’ society, where the couple which haddalin love, but have remained chaste, are able
to marry, and the patriarchal order is restorea Whman returns to a life of domesticity, as a
spouse, although she may well have gained a mererpinent status in society. This return may
be considered as a means of making the story aduleptf the writers subverted the accepted

norms too much in their tales, then they riskedsoeship and no publication. By having an
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ending where the societal status quo is maintaithey, are able to ensure readership, where

those who were alert, could see the underlying aggssf women's abilities.

In addition to considering societal exigencies rdog women’s competence, the
authors also address women'’s sexuality. The ndgdssithe heroines to remain chaste, both
because of their garb, and because of society’sadds) does not mean that the female cross-
dressers are insensate. Belle-Belle, in contraglaianoisan, while disguised as a man, is much
more sexually aware. She falls in love with thenpe, and d’Aulnoy reminds her reader that this
is a woman in the apparel of a male: “Belle-Belle mjavait point renoncé a son sexe en prenant
I’habit qui le cachait, ressentait un véritablaelttement pour lui” (1I: 264). D’Aulnoy’s cross-
dressed female never forgets that she is a wom@ansastill subject to the hierarchy that exists
within society. Belle-Belle has to endure a supeiioher case the Queen, sister to the king,
revealing her sexual attraction for her, believingt she is a man. The attraction that the queen
feels causes embarrassment and a dilemma for tmsaw. The Queen probes ‘his’ feelings,
outraged that her love (and position) could reisutejection (1l: 269). Belle-Belle is unable to
respond, dumbfounded by the Queen’s passion, anoWresubordinate position. The Queen
has the right to demand love from her subjectttetiove that this courtier is offering, is not
what the Queen desires. Cross-dressing clearlgbpnoblems to the concealed person. In

addition to being in a socially inferior positidhgy must also deal with same-sex attraction.

All three female authors who use female to malssdressing as the major element in
their stories deal with the difficulty of same-satiraction, but in different ways. Murat’s
heroine, Constantine, is able to interact and frgtationships with her own and also the
opposite gender. Constantine, like Belle-Belleaats the king’s sister while attired as a man. In

this tale, the princess guards against revealingegatings, and conducts herself in a regal and
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controlled manner, not allowing her feelings teater behavior and comportment. Her
attraction to Constantin, however, does causechaftise to marry the ugly prince Carabut

(288). Even though she does not act upon her &ttreio Constantine, it makes her evaluate
what is acceptable to her in her husband. Thiensarkable not only for the insights that she has
into her own need for a life partner, one thatlshes, but also because she refuses the choice of

husband that has been made for her.

More problematic in this tale is the attractiontttiee king feels for Constantin, who the
narrator remarks “[il] aimait passionnément” (299j)s emotions, after Constantin has killed
Carabut in self-defense and has fled, cause thg téimstruct his soldiers to let Constantin
escape if he is found (290). Although the reademksithatConstantin is really a woman, the
King believes she is a man, and she is able teedd@m as such. Michael Shapiro observes, “the
writers of the novelle, like the authors of earhrratives and later adaptations with female
pages, used disguise to energize or empower thaldecharacter within a tale, without placing
her in direct conflict with patriarchal social n@ah{(217). This reflection on the use of female
concealment is equally applicable to this t@lenstantine is vigorous, defends herself, and as a
result has to flee. The King’s reactions are marestjonable. It is possible to argue that the
King is merely showing the regard appropriate Fa telationship between a king and a valued
courtier, but the adverb “passionnément” and tioetfaat the King wishes him to escape
punishment for killing a prince, indicate that Kieg's feelings are very strong, and they are for
a member of the same sex. Murat is able to avorthbdo address this issue of same-sex
attraction, as once Constantin has left the cherteverts to woman'’s attire and becomes
Constantine once again. The only reference todrendr garb is when the King meets her in her

true gender, and loves her because “il reconnug Gaplus belle les traits du beau Constantin”
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(300). The attraction is explained away, sincenin fairy tale, the king has been attracted to

“celle que les dieux vous destinent pour épous@0)3and so his deep feelings are acceptable.

Murat, by removing Constantine from those who d@aeted to her when her true
gender was hidden, avoids the problem of contingarge-sex attraction. At the same time, by
allowing the love story between the king and hdndawve started when she was disguised, the
physical attractiveness of the heroine is shownatascend the gender that is assigned to her.
D’Aulnoy’s treatment of same-sex attraction difffn@m Murat’s; much stronger feelings are
evoked in the persons who are attracted to Fortume{he regal personages who feel this desire
are not able to exercise the same self-controlasté characters. In d’Aulnoy’s tale, having
tried to rid herself of Fortuné, because of higffedence to her, the queen then decides that she
will marry him “secretement” (1l: 292). When she kea advances to Fortuné, the latter “fut
vingt fois pres de déclarer son sexe a la rein@5)2but instead reacts with horrified silence,
and “une froideur extréme” (295). The queen, outasftrol with rageattacks Fortuné, injures
herself, accuses him of attempted rape, and denpamdshment, his death. Nadine Jasmin
interprets this as demonstrating that the queens is a plot-moving device, but also considers
that her emotion reveals “les dessous psychologiduae passion trouble qui convertit 'amour

en haine, et finit par tourner a la fureur destioet (307).

At the point of Fortuné being brought to the stake,queen, in her chariot, views the
spectacle as closely as she can, “voulant, sjilcgevait, que son sang rejaillit sur elle” (296). It
is possible to read this desire for blood not adyan expression of the queen’s cruelty and
savagery, but also as a symbol of loss of virgjrofyinnocence in a female. Although the queen
does not know that Fortuné is a woman, her rapaniess is symbolized in this allusion. Trost

interprets the role of the queen “as a foil forlBdelle; both of these very strong women mix
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elements of the masculine and feminine in theirattars, but the queen demonstrates lesser

qualities stereotypical in both sexes” (65T.he contrast of these two women (in much the same
way as step-mothers and birth mothers are antghegéineating the good versus bad qualities in
mother figures), enables d’Aulnoy to explore thaseruences of power and passion when they
become obsessive. The queen is unable to show ataden her desires, and does not consider

the effect on her brother, or on the court. Heyaansideration is the satiation of her feelings.

The moment of revelation of the true gender of 8&elle, in the same way as that of
Marmoisan,— her breast is bared at the point of@x@n — not only shows her female gender,
but also her beauty. She has “la gorge d’albatte296). Everyone watching knows “que c’était
une fille innocente injustement accusée” (II: 296)e queen who also witnesses the unmasking
is “émue et confuse” (ll: 296), and with the poigpwen her by her servant acting faster,
“[faisant] des effets surprenants” (ll: 296), faltiéo convulsions “dont elle ne revenait que pour
pousser des regrets cuisants” (II: 28M)’Aulnoy does not reveal what causes the queerusea
emotional pain, and it is left to the reader toidedf she is distressed because of her cruel
actions, or because of her love for a now-reveaiechan. What the author does make clear,

however, is that nobody else, including her owrtheg regrets her passing (II: 297).

The role of the king, who falls in love with Fortuand then marries Belle-Belle once she
is returned to her real gender, provides Trost withore difficult problem. Whilst she can

accept that females can have markers of both genstee finds the king’s attraction to Fortuné

8 Trost argues that “the queen has other bad “fereiniharacteristics, particularly her penchantfemipulation,
and masculine characteristics as well: she is sistent and impolite lover (“amant” in the mascal¥i{(65).
However, the reference to ‘amant’ is made by Fyrhd could equally refer to the queen’s lover,Fortuné.
“Floride inconsolable de I'état ou I'on réduissitn amant, prit une résolution de la derniére witge c'était
d’empoisonner la reine ... et elle-méme” (II: 296).

" Furetiéreregret Douleur, tristesse, deplaisir, affliction, chaggu’on a d’avoir fait, d’avoir perdu quelque
chose. Il sig. Mm3
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indicative of a same-sex attraction: “there is [a. jomosexual element in the affection of the
king for Fortuné which once again puts in questi@king’'s character. His haste at the end to
marry Belle-Belle suggests that he has been in\gtre Fortuné all along. Now that he knows
she is a woman, this love is legitimated” (65). Ardefrance also addresses the problem of the
same-sex attraction in this story. She, howevaersicers that the king turns away from his
desire “au refoulement” (315); when things areiggttoo intimate in his conversation with
Belle-Belle, he changes the subject. Defrance camsren a passage frofelle-Belle,in which
Fortuné responds to the king’'s assertion that Rértuould rather reveal his feelings to the
gueen than to him: “S’il était permis a un sujetvdir son souverain pour confident, je me ferais
une joie bien délicate de vous declarer tous lements de mon cceur”. Le roi I'interrompit

pour lui demander ou il avait laissé la reine” (R8Defrance notes:

Le roi, aprés avoir ouvert la voie a la confiderereparre I'acces, il n’est pas
négligeable sans doute que ce refus d’entendrasmiimpagné d’'une parole sur
la reine. Ce faisant, le discours-écran masquemeldit s’appuie sur celle qui,
dans le conte, occupe la place d’'un objet d’améus ponvenable que le roi,

puisque celui-ci croit Fortuné du méme sexe qugllais contes de fé@4.8)

The King hides his feelings by reverting to a rielaship where he is the superior, and by
stopping the conversation, controls expressiorelifig. Since Fortuné is regarded by him as a
man, it is possible to interpret his change of sabas an attempt to extricate himself from a
favorite who he regards as making an unwanted $exwance, in offering to declare all his
feelings. Zuerner’'s examination of the portraitadnarchy in this tale also sees the relationship
between the King and Fortuné as an expressionrabbootic desire. Her analysis of the

discourse between these two men considers thattét infuses the king’s speech with
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conventions of amorous discourse common to sevetfit@entury novels: yet because it occurs
in the context of two reputedly male charactens, discourse engenders a homoerotic subtext”
(202). The men esteem and confide in each othechvdould be seen as an implicit desire, but
as Zuerner also points out, the search for a youag, to be a confidant, can be seen as an

expression of the needs of the king in seventeeattiidry society.

By exploiting the homoerotic possibilities of thiad('s predilection for his
handsome and courageous courtier, the disguisde-Belle, the tale focuses on
the ways in which the monarch’s dependence reridersulnerable and
complicates the distinction between [the monarcpraste individual and as

incarnation of the State]. (201)

Certainly the king’s isolation as a person, anddiffeculties of being a monarch, are
clearly delineated by d’Aulnoy. She describes tlhegis obvious delight in the person who goes
into battle for him, and restores the fortunesisfdngdom. The sharp contrast with his distress
at the punishment that his sister metes out tauRérthowever, reveals a depth of emotion that
goes beyond that of king and soldier. One integpi@t of the King being “enfermé dans son
cabinet, afin de plaindre le sort de son cher a¢@86), is the regret of a king anticipating the
loss of a valiant warrior. The king, like his sistis absorbed by the protection of his kingdom,
and is sorry to lose a champion. Such an interpoetaoes not fully explain the confusion that
the King evinces. Christine Jones considers: “threion is not explicitly sexual, but it is
traditionally homosocial” (“Heroinism” 25), whiclo tsome extent explains the reliance the king
has on this courtier. The nuance in the languagd tesdescribe the union when Belle-Belle is
returned to her true gender, suggests that sheesdor love, having “toujours ressenti une

tendresse extreme” (Il: 297). The king enters thierubecause “il voulait lui payer par une
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couronne les obligations infinies qu’il lui ava{tl: 297). Therefore, there is little inference, on
his part, of feelings which go beyond those betwamntier and King. Fortuné, like the strong
(disguised) woman who helps the Kinghtarmoisan eventually causes some stirring of
feelings in the King, as in the last sentence ettintehe is described as “amoureux” (ll: 298),
His intense emotions, however, are not expresisieer ¢or his family members, or for his future

wife, but for the cross-dressed courtier.

In addition to the detachmetat this king displays in his personal life, haliso
considered to be a weak ruler. His behavior igpreted as effeminate by several critics (Jasmin
377; Defrance318; Trost 6Buerner 203), but Zuerner develops the argumentansiders the
King to be emasculated: “the stripping of the ksjewels” emphasizes the king’s “feminine”
vulnerability. The adjective “dépouille” reiteratéss phallic loss, which symbolically
transforms the king into a woman, who is “ravishbgthe conquering male emperor” (200).
Therefore the kingdom needs Belle-Belle, who emé®diasculine strengths. Jasmin
summarizes her capabilites as, “endossant lestésiairiles qui font cruellement défaut a ce
monarque effeminé, Belle-Belle ne se dépouillegmag autant de ses vertus féminines.
Supplément d’ame, en quelque sorte, qui assuteéeoine la complétude dont provient son
pouvoir de séduction sur les deux sexes” (377)nirasees that her ability to have both the
physical prowess of a man, as well as his menfsates, makes her in some way a complete

man and also a woman, therefore able to attratt $mtes.

Both d’Aulnoy and L’Héritier are putting forwardtheory of androgyny, or

hermaphroditism in which a person is fully rounaéten ‘it’ contains both male and female
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characteristic&’ This amalgam of the two genders is examined byay#fallantin in her book.
She suggests: “Le travestissement permet la vudtsinée de deux figures contraires, ce qui
abolit la distance qui les sépare: chacun d’ebestde participer a la nature de l'autr&ille en
garcon86). By creating characters which blur the linesneen the two sexes, tbenteuses
assiduously question the limited roles that soaestsigns women. The women who are able to
take on watrrior roles never lose their femininégpd embody the best of both genders. They are
capable of being more than limited to a domestiesp. Kings need the strength of a valiant
woman, in particular in their status as privatevitlals, so that they may govern and perform
effectively in their public lives. D’Aulnoy, and Héritier, rather than emphasizing homoerotic
aspects, are showing the necessity for kings t&troag and to rule welgnd suggest that this

task is better achieved with marriage to an accisingd woman.

It would be comforting to discover in a perfectyaiale world, with its expectation of a
happy ending, a royal couple who reigned and gadewith mutual reliance on each other’s
talents. For the cross-dressed woman, howeverethm to the female role does involve a loss
of power. Seifert, commenting on Murat’s tale, isateat the marriage disenfranchises
Constantine both socially and sexually, an argurtteitcan be applied to all female to male

disguises. As Seifert conclusively argues:

As a phantasmic figure, Constantine cannot remaivepful in marriage. The
threat of her actions prompts a final disempowetnrethe tale’s closure and
denies her an active erotic function. It is prelgise eliminate the “specter” of the

empowered woman resisting her role in a phalloeeettonomy that active

8 Mitchell Greenberg considers that in examinirfge“drive behind the myth [of androgyny] the drivevards a
union that abolishes sexual difference, we aregpesigetting closer to a desire that is more prisigind more
pervasive than the portrayal of either hetero-amb-sexuality” (“Absolutism and Androgyny” 96 ). legues that
there is a desire to “melt away from one’s owndixexual identity [...] to free gender from sexudli{96).
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heroines such as Constantine are reduced to pasis®s. In this respect they are
the reverse of the femme forte, who is desexualzasuse of her heroism.
Whether or not the empowered woman marries, thscoimist figure created a
fundamental incompatibility between female heroemd love. (“Female

empowerment” 22)

This loss of power as the woman returns to heré&mrgender role is evidence that
women can assume a more active role in societyleMnose that surrounded ‘him’ in society
had no difficulty in accepting the manly accomptignts ‘he’ embodied, once the disguise is
removed, so is the acceptance of ability to actidatthe home. Theonteusesire clearly
demonstrating that the seventeenth-century desipéate women firmly in the domestic sphere
is not something they agree with. With their usérahsformation into the male gender, the
writers highlight masculine designations of coutdgalty, and service, and show that these are
not just the preserve of men. Depicting these @adrities in a woman, together with manifest
female skills in the domestic realm, establish@drait of women who desire and are capable
of equality with men. Women, in the tales, whetthexry are cross-dressed or not, are clearly able

to be affective beyond domestic confines.

Male Authors’ Views: Liberation or Condemnation

Lewis Seifert also examines the role of male wsitarseventeenth-century French
society, and suggests that men had as much otdepnas women in finding a gendered role in
society, and that they constructed a masculinitynasculinitiesddependent on normative
expressions of maleness such as rank, maritakstatofession, and patrons. Some writers “had
to project personae that compensated for, reaotem tvere otherwise conditioned by these

marked identities” (“Male Writer” 126). In invesaigng how these critics examine the question
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of why a man chooses to cross-dress, | will consider venettoss-dressing in tloentescan be
seen as a theatrical act used by the writers tmdstrate a point of view or if it is a reaction
against gender and societal constraints. | with @samine the question of whether male writers
suggest that a cross-dressed figure can ever lgriigong to the other sex, as explored by

L’Héritier and d’Aulnoy.

Individuals in the early modern period considet@d toncept of male cross-dressing,
and explored it, and not solely in their writingwlas necessary to provide an entry into one of
the main dictionaries of the century; Furetierartesf hermaphrodite as “celui qui a les deux
sexes, ou deux natures d’homme et de femme” §ICsPv).Various authors use the trope, and
one author, the abbé de Choisy, might be considerethbody both sexes. An aristocrat and
courtier, he worked in occupations which were esiolely for men. If, as many accept, his
posthumously publisheldémoiresare a true account of his early life, then he skdsand lived
as a womafi* Choisy’s father was an absent figure, and he hegyoungest child, with a close
relationship to his mother. In examining his adale in society, Harris underlines Choisy’s
acceptance of female authority, both in his motaed also in famous literary figures such as
Madame de Lafayette, whom Choisy recounts encodrhige to dress as a wom&n.
Nonetheless, Harris also remarks: “That said, destiributing authority to women, Choisy
often displays more typically patriarchal attitudesards femininity, per se, presenting it as a
weakness and flaw” (“D’Eon and Choisy” 183). Thislavalent view of women, displayed by a
man who, according to hiémoires was able to be accepted as a woman during hiditeyn

might be considered, at first, a surprising perspecGiven that Choisy was a member of both

8 There is no corroboration in songs, letters, grather existing document which confirms the s®sigitten in
the Mémoires

82Francois Timoléon de ChoisMémoires de I'abbé de Choidyd Georges Montgrédien. (Paris: Mercure de
France, 1966). 429-522. “Il arriva méme que Maddmé&afayette [...] me dit en bonne amie que ce r'@@int
la mode pour les hommes et que je ferais bien nideux’habiller en femme” (476).
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the clergy and the Académie francaisstitutions which did not admit women, such attis

are more understandable; women are beautiful abjec@hoisy’s eyes, but he used female dress
as a means to seduce women, and did not use fetyitarexercise authority in society. The
dominion of women in his environment is restricteanatters of beauty and dress. The other
male authors, Mailly and Préchac, are not so bimatlyeir perspectives on gender. Their
heroines function in the society in which the rigadif patriarchal values is depicted and do their
best to circumvent the strictures that being ferpédees upon them. Préchac, in particular,
seems to have a positive view of women, and displagm in a favorable way, in which their

femininity is a strength, enhanced by their crossssing, and their male personality traits.

In a fairy-tale depiction of female to male croses$ing, the woman lives as a man,
undetected until unmasked, at which point she nettw female dress and a female role in
society. Préchac’s’Héroine mousquetaires subtitled “histoire véritable” and is ostengithe
true story of Christine de Meyrac, a young womaro fdught during the Spanish wars for the
French. As Hipp points out “[une] histoire véritalgst le plus souvent une ‘histoire apocryphe’”
(50), but she does note the historical facts whighpresent in Préchac’s tales: “Le Beau
Polonais relate I'élection de Jean Sobieski avetids Pologne (mai 1674), les troubles hongrois
de 1676. Christine de Meyrac est mortellement Blessl siege d'Ypres, en 1676” (418).
Chupeau in the bodRomanciers du X\ikiécleanalyses all of Préchac’s work, and notes the
veracity of the story of Christine, and that Préctaerts from her story in order to tell the story

which he wishes to tell (284). Although containglgments of truth, this tale allows Préchac to

explore gender issues, and to consider what beasgutine or feminine signifies.

Harris interprets the emphasis on male behavio@himstine as a “natural ‘masculinity’

[that] will prove to be the cause of both her hemoiand her downfall’Hidden Agendat97).
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This interpretation is borne out by the text, botdifies the complexity of Christine’s character;
she is able not only to fight and live as a man,abso is accepted in society as a beautiful and
accomplished woman. She succeeds in living bothraan and as a woman. Préchac’s plot
depicts Christine constantly changing betweenwtegenders. He demonstrates that those who
know Christine are able to recognize her when shigsguised, and when she is not. When she is
‘recognized’ in her real gender, the assumptianasle that she is in fact a man, now
masquerading as a woman. Her true gender is bléordebdose who regard her. Nathalie Grande
sees the changing of attire from female to mald,than sometimes back to female garb, as
having two elements: “le travestissement, pour @amugu’il soit par ses conséquences grivoises,
apparait ainsi comme un puissant moyen de miseiestign de I'ordre social et sexuel” (122-
23). Certainly this complicated changing of gerfuigs its own humorous and at times licentious
moments, but by allowing Christine and those whovkiner story to discuss and either condemn

or defend her actions, Préchac questions socissahgptions>

Préchac constantly provides situations so that edemChristine is considered to have
transgressed the society’s rules, she is ablerteicce her inquisitors by her delicate manners,
good behavior, and refinement that she is not ggonaus. She does not behave in a libidinous
way, always acting virtuously and asexually; shesdaot demonstrate sexual desire. She uses
her disguise either to support always the Kingpagducate those with whom she comes into
contact. Thus she dresses as a man when in Spdinjsats a prudish widow, who is judgmental
and critical of other women (304-05). She succéedsaking her fall in love with ‘him’. When
she is questioned about her motives for this, gp&ams: “je veux luy faire voir, répondit

Christine, que pour vertueuse que soit une femiteea@u merite a resister aux attaques d’un

8 Nathalie Grande also remarks on this¢@Rire galant“[Préchac] apprécie aussi de raconter les conségsen
intimes ultimes et le trouble social que le bra@g# social des apparences entraia@l.
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homme de bonne mine, et gu’il faut avoir plus dilggnce pour celles qui y sont tous les jours

exposees” (307-08).

It would be a mistake, however, to imagine thati€ime conceals her gender solely with
the goal of educating people in society. Préchdcasé clear that she has the competences of a
male from the very beginning of the story, summagzaer as “une heroine qui semble avoir
oublié toute la foiblesse de son sexe pour preladveggueur et la generosité du nostre” (3). From
her earliest childhood, she has loved shootingramting. Her accidental killing of her brother
leads her to take his gender, as a means to esafgg. It is also possible to see this story as a
Bildungsromanin which, as Christine matures, she is able tepicher female role in life. By
being able to successfully take on a male role veienpleases, she is able to fulfill the needs of
both sides of her psyche. Although she loves thegivla d’Osseyra, and plans to marry him, her
dealings with him are virtuous. Harris comments thbg having her gradually fall in love with
the marquis, the novel clearly encourages the pitisgithat it will end with a marriage — a
conventional conclusion to an unconventional wdqiidden Agendag98). Préchac clearly
shows that when the marquis proposes, he is in lmweChristine has been won over by him:
“Christine de sa part qui n’avoit jamais esté dalesh 'amour, et qui ne s’étoit laissée toucher
gu’au merite, et par la longue perseverance du Msyrgessentoit toute la joie imaginable, et sa

passion ne luy donnoit plus d’inquietude” (271).

Préchac emphasizes that Christine is virtuous! inesldealings with the man and woman
with whom she interacts as do the writers of thy fimles which contain the taking of another
gender, whether male or female. However, anothesrgeenth-century short story treats female
cross-dressing in a very different way. Eustachédble’s story La Fausse Comtesse

d’Isamberg(1697), features a young woman, Caliste, who away with Ponsac, a tutor in her
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father’s household. Two reasons are given forftight: she is in love with Ponsac, and her
father has arranged a marriage for her, with a noledr man. Caliste first dresses as a man to
travel to meet Ponsac, and subsequently when nggessl the life they are leading, demand it.
She and Ponsac take advantage of the gullibiliptieérs to gain riches and social standing in
the communities that they frequent. They use tisgree that others feel for them to get what
they want. Le Noble makes it quite clear that thaye a sexual relationship, which is kept
hidden from others; they are able to live togett®Ponsac pretends he is Caliste’s brother.
“Ponsac passoit pour le Frére de Caliste, et @avitapartement séparé, mais avec une
communication discréte” (190). Each partner doeken@acommitment to each other: “avec
[Ponsac], [Caliste] avoit conclu une espece deagariqui ne valoit pas mieux au Tribunal du
Ciel qu'a celuy de la Terre” (197). This would sensuggest that in addition to their marriage
not being sanctified by the Church, it is not vagla ‘worldly’ relationship. They cannot form
any union which unites them as a couple. Their trage’ is not recognized legally and it also

has no standing on a spiritual level either. Tha@ationship is not permissible in any sphere.

This is very different from fairy-tales for if theeroines form relationships without
parental or ecclesiastical approval, they are p&ethto gain both at the end. Caliste’s
relationship with men and her interactions withistyg where she uses others’ credulity to gain
advantage, do not give a portrait of an admiraldenan. Her status as a heroine comes from her
military exploits, where she is portrayed as nabid valiant, and she serves in armies,
particularly in battles for Louis XIV, with skill ich often surpasses that of men. This story
contrasts sharply with the idealized stories ofwingers studied in this dissertation, for example,

d’Aulnoy, Mailly, and L'Héritier. If they let thegal world enter into their tales, they only do so
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in subtle and veiled way$.Any attempt to critique society is done in a sigjiye, not overt,
manner. The Le Noble story is interesting becauskeaws a different treatment of cross-
dressing, and characters whose actions in soaietyeather noble, nor altruistic but have the

desired aim of duping people, gaining riches aatlstfor themselves.

Both L’'Héroine mousquetairandLa Fausse Comtesse d’'lsamberyd with the young
woman being denied the power that dressing as agaamthem. Christine dies, and Caliste
repents of her defiance of her father and goesarttonvent. The fairy-tale-ending in which
women are able to achieve equality and powigr their kingly partners, as Sophie Raynard
notes [a Seconde Préciosi#b4), is not present in these short stoflé® male writers,
particularly Préchac, are not anti-feminist in theews, but deal more with the realities of life.
They acknowledge women can be as physically stasmgen, and as brave, but show in society
which is not at war, the patriarchal system form@sformity onto females. Raynard notes in her
analysis of other stories by thenteusesthat they are always careful to respectitiemséances
but grant freedoms and power to their heroffiéghe male writers of the two particular stories
studied depict a realistic view of seventeenthasriife. Their characters cross-dress and revert
to their own gender as necessity dictates. Chestirshown to be virtuous, and to be able to use

her masculine fighting skills in the service of g, in much the same way as Belle-Belle and

84 D’Aulnoy’s tales usually end with the marriage bétcouple, and blessing of the union by the par&vtere the
couple has a child before this happens, diDauphin they have previously ‘married’ and had the maeia
blessed by her parents (II: 518). Although the kigigcts and punishes the family, they remain togetare
eventually restored to their correct status andie@ll: 543). Mailly’sLe Prince Rogeuses invisibility to enter
into ladies’ bedrooms and seduce them, althougteteeductions are not detailed: “comme le jeunaligav
n'aimait pas a dire les particularités de ses awest on ne sait pas ce qui s’est passé entréludame, ce qu’on
sait est qu'il sortit le matin avec son écuyer fatisfait apparemment de la nuit” (525). He givpsis seduction of
women when he falls in love. L’'HéritierlsAdroite princessdeatures a father who locks up his daughters to
protect their virginity when he travels. When heuraes, he arranges the marriage of his remainirginal daughter,
and the narrator commentstés ce temps l'inclination était la moindre chgséon considérait dans les mariages”
(111). Seventeenth-century reality is there, betatthor gives her heroine a love match.

8 See “Le message féministé’a Seconde Préciosit881-406.
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Léonore, but since her way of life is considereahsialous by the society in which she lives, the
author makes the choice not to allow her to mdreyrhan who loves her. There is no happy
ending to this tale, which ends in death in bdftlee Noble’s heroine could almost be
considered an anti-heroine, since the behaviorastéer lover display are not noble, and they
take delight in duping and stealing from those thet. Since Caliste is neither chaste, nor
virtuous, the author does not allow her to gainadigguwith men in society. The male writers
conform to accepted societal norms, and theretare their female persona’s appearance as

‘warriors’ or femmes fortesut reject behaviors which are harmful to otherthat society.

Banneville: Double Cross-Dressing

Choisy’s choice to have two cross-dressed peopésistory differs from the other
cross-dressed stories because his characters decileain in the genders which they have
assumed. As noted earlier, Mariane had no choibelirmssumption of her role, her mother
having been haunted in her pregnancy by the dddtbrdiusband, and foreseeing “la méme
aventure pour ce cher enfant” (4) announces theahahk a daughter. Choisy points out that,
although her mother has her taught maidenly séilimusic, dance, and the harpsichord, “une si
grande facilité de génie forca sa mére a lui fapprendre les langues, I'histoire et méme la
philosophie, sans craindre que tant de sciencemngeait dans une téte ou tout se rangeait avec
un ordre admirable” (94). Harris, using a differedition of this story, gives “la philosophie

nouvelle” as the text. He remarks on Mariane’s uqging, and on her education, noting:

This educational regime is strangely emancipatadiqularly in its inclusion of

“la philosophie nouvelle”—that is, the new Cartespghilosophy which had

8 Harris points out that the ending is Préchac’s awention, and that Christine was still alive la¢ time of
publication Hidden Agend&k98).
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gained currency in seventeenth-century salonsrinbegause it could be used to
support arguments of intellectual equality betwtensexes, most notably in
Poulain de la Barre’s claim that “L’Esprit n'a pbishe Sexe.” (“Education and

Gender” 8§’

Choisy was very interested in the education of worred he wrotélistoires de piété et
de moralefor Madame de Maintenon’s school for young womntéarris’'s comment is interesting
as it gives insights into the world in which Cholsglieves a girl should be educated and brought
up. New theories and ideas were not to be kept dway girls, who should be encouraged to
think and question. The word “nouvells’only in the very first edition, and may have hee
removed for reasons of censorship. Every workwhzs published had to pass the King's
censors; writers developed ways of framing thesutihts in ways which would allow them to
avoid punishment. As Claudia Carlos remarks, “wsituring the Ancien Régime risked fines,
imprisonment, banishment and, after 1665, alscefbruilitary service and penal servitude if
their works failed to pass the review of the ragahsors” (197). It is also possible that the word
was removed to simplify the ideas that are expredsat clearly Choisy seems to allow for a girl
to receive as good an education as a boy, and abidges that a good mind merits education,

and this is not limited to males.

Having dealt with the education of Marianne, amgigated that intelligence is not limited

to gender, Choisy then considers the female appear&le recounts that Mariane is put into

8" Harris uses the following edition, based on therEary 1695 edition dfe Mercure galantChoisy, “Histoire de
la Marquise/Marquis de Banneville”, Mouvelles du XVfisiécle ed. Jean Lafond and others (Paris, Gallimard,
1997), 971-88. The quotation is on page 973. A bgteafond in this edition further comments that“L
philosophie cartesienne, sous Louis X1V, avait f&s adeptes dans les cercles féminins” (1682).

Joan DeJean’s edition is based on the August apet®ber 1696 versions publishedim Mercure galant‘[the]
second version of the story] is] three times ag las the first and with a more developed plot” {RxDeJean’s
editions also includes two later additions to tli@3 edition as appendices. The first of these “joles/a detailed
defense of cross-dressing” (xxvii).
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corsets “de fer” to give a womanly shape to theslapd a bosom. “I1 est vrai qu’on I'avait un
peu contrainte des I'enfance avec des corps daffarde lui faire venir des hanches, et de lui
faire remonter la gorge” (5). Harris comments andlescription of feminizing the boy child’'s
body, comparing it tha Princesse de Cleve§he process of cultivating beauty discreetly
passed over in La Fayette’s account is here reddmrdesque both by Choisy’s reference to
iron bodices, and by the ironic understatementinfgeu™ (“Novel Upbringings” 8). As well as
gently mocking the effort to which women will restw achieve the fashionable or desired
shape, Choisy provides an explanation of how agpensth the physical characteristics of one
gender, can be altered so that they appear ouyMardilave the shape of the other gender. If
there is no attempt to do this, then the readeiddvoe left with a real sense of doubt that such a
transformation is believable. Harris remarks thatMarquise / Marquis’can be considered as
an affectionate and lighthearted parody.afPrincesse de Cleve§Novel Upbringings” 5), and
the comparison of the two is revealing of Choigyésspectives on women, and demonstrates his

belief that gender is manufactured by society.

In the detailed preparations that Mariane giveseioappearance, before being in public,
it is also possible to see an echo of Choisy getéady to present himself as the Comtesse de
Barres (475, 487), described in M@moires The listing of Mariane’s beauty spots, earrings,
ribbons, and simple dress (10-11, 13) reflectsctire which everyone took at the time when
appearing in public, but the concentration on #i®wits and adornment in the subsequent
descriptions are much more lavish than are fourather male to female cross-dressing
descriptions. Seifert considers that each of theetleross-dressers, Sionad, Mariane, and
Bercour, “réservent une place importante au soiitlsgionnent a leur toilette, leurs vétements,

et divers accessoires (boucles d’oreille, mouct@ffes, etc.) non pas afin de tromper le regard
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d’autrui mais bien plutdt pour I'attirer sur la lé@ intrinséque de chacun/e’L€'s topoidu

corps travesti” 474)Seifert’s cogent insight reveals that the crossskes in this story enjoy the
voyeurism of others; they delight in their attiredeare pleased that their accessories provoke
comment and interest. In this they are no diffefearh other members of society. Through his
characters’ delight in their apparel, it is possit see that Choisy is gently mocking the societal
norms of dress and appearance, matdainattitudes. He shows that the urbanity which papula
mores demanded is frequently a retreat from reaitpask. Not only have his cross-dressed
characters disguised themselves, but people hidfdedings and true character behind a persona
that they put off° Since these characters are cross-dressed, Chaifsoi suggesting that gender
IS more a societal construct, in which a persomie#& perform what is expected of a gender

rather than such behaviors being innate.

As well as being observed, Choisy’s protagoniste abmment on what they see,
continually raising the question of what definesan and a woman in their public roles. The
young man, Bercour, and his wearing of diamondsvsttbat he is the epitome of moderrity.

In addition to the young man being up-to-date viahions, the use of this stone denotes that he
is also a man of means, and that his wearing df thet diamonds and beauty spots make him
stand out in the theater, and be remarked upon.ederywhen Mariane remarks on his beauty

to the countess it is clear that such extravagapdr@l does not please her. Her response to

8 The termmondainbecame a key element in the concept di@méte homme\ man had to know how to behave
in society, and to show a gracious, courtly persaach would please those with whom he came iotttact.
Seifert considers one of the foundational prindpiémondainsociety “to be the system of giving and receiving
(poems, letters and other writing)"petlatch —which “provided salon participants a means of canspsly
displaying their (social and/or sociable) giftsHgmme de ruelle” 106).

8 Joan DeJean ifihe Essence of Stydevotesa chapter to King Louis XIV’s use and promotiorthis gemstone,
and the new setting and cutting techniques tha¢ weed, and how “for all other occasions [aparnhfroourning]

he made sure that he and his courtiers glitter¢d ali the diamonds the French treasury could dff¢164). The
King's sparkling appearance was produced by a ldig@ond on a ribbon around his neck, and the fidamonds
as buttons, on his shoe buckles, and garters (173).
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Mariane is: “mais il fait le beau, et cela ne digeh a un homme. Que ne s’habille-t-il en fille?”
(28). The inference would seem to be that only wosteuld wish to draw attention to their
beauty, and that if a man wishes to pursue fema®ms, then he should dress as one. Mariane
is constantly presented with accounts of people suuzessfully cross-dress. The play that is
presented in the theater is by Quinault, and Dedetas that, in this play, “the female lead ...
decides that she will continue to cross-dress @sd for Alcibiade” (29, note 14). Before she
meets the marquis, Mariane also has met Sionad dvdsses as a woman for a play, and
subsequently appears as the princess de Gardeni@tys(22-23). Grande comments that Sionad
is an anagram for Adonis, and is a reference tbgplei, duc d’Orléans, the King’s brother, who
was a notorious cross-dressing homosexual. She'keni&i le frére du roi ne juge pas indigne
de paraitre publiqguement vétu comme une femmautldccepter de rire de ce “jeu” et non plus
s’en scandaliser” (127). This remark is applicdbl®ariane, and to the reader. All these
references show the reader the normality and aacegtof taking the role of the opposite
gender, and so when the marquis and marquise \aealegl to both be cross-dressed, and prefer
to maintain their disguises once married, the redeot shocked or surprisdThe only slight
criticism made of Sionad taking the role of a womarthat the countess regrets that he was
made aware of his beauty: she comments “Hélaskjeaproche de lui avoir mis dans la téte
I'amour de lui-méme. Il ne savait pas qu’il étaggin” (17). Self-love would seem to be a greater
crime in the countess’s eyes, and therefore thb&doisy, than a penchant for dressing as a

member of the opposite sex. Seifert remarks thtt Bmnad and Mariane are beautiful and have

% Gary Ferguson explores the transgendered aspeitts oélationship, commenting: “Later, followiniget lovers’
marriage, the moment of revelation of their respecinatomical sex, and their decision not to ckahgir
accustomed genders, when Bercour offers to becomne conventionally masculine by eliminating allrssgpf
effeminacy, Mariane urges hir not to do so, sinée precisely this ambiguous mixture that s/hedicharming”
(152).( Ferguson uses the word hir, a gender ngquibaoun for him and her). “Early Modern Transitio From
Montaigne to Choisy.L'Esprit Créateur53.1 (2013): 145-57.
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to transform their body shape in order to appedemsle. However “what Sionad’s example
shows and what the hero/ine’s will confirm is tbhate’s own body image does not necessarily
correspond to one’s anatomical sex” (“Border Crogsi 239). In other words being and living
as one gender is not dependent on the physictd tbihat gender. It is perfectly possible, if a
person is raised with no knowledge of sexual charetics, as Mariane is, and learns the skills

which society assigns to that gender, to live &sdsies.

Cross-dressing Difficulties: Crime and Punishment

The assumption of the female gender by a maletiala@ys one which takes place in a
courtly setting. Several authors use the tropendhmazon to explore gender. In d’Aulnoy's
Prince Lutin,the prince Léandre is changed into a sort of holagaénd assumes various
personas in his attempt to win the heart of theqa$se de I'lle des Plaisirs tranquilles. In one of
the disguises he uses, he dresses as an Amazordeinto serve the princess and to free her
from the oppression, the neighboring king who wssttesubjugate her kingdom, the prince puts
on female garb. This dressing as a female waraises several issues. Here, the male warrior,
traditionally the stronger sex, takes on the fermaerior’s attire in order to outwit the aggressor.
The king is very desirous of besting this amazomaw, and as Marlies Mueller points out this

was a theme in early modern literature:

Conquering an amazon who excels in military prowedslates the glorious
hero. On the other hand, if she remains ‘unsubdaed’leads powerful armies or
rules over splendid civilizations, she is seenyaspgomatic of the author’s
misogynous fears. (Unless she is presented by aléanriter. Then she voices

the author’s desire for emancipation and alteredife styles). (201)
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The fate of the Amazon clearly reflects the diclnogyqresented by the differing attitudes
by males and female writers. By making her maléggonist a cross-dressed Amazon, d’Aulnoy
subverts the expectations of the reader, and qusstihe accepted delineation of the female role.
By making a male become a female aggressor, sbalass on, and gently mocks historical
depictions, and the heroic knight setting out tiedd his lady, raising a smile at the absurdity of

the image of prince Lutin.

D’Aulnoy was not alone in changing the gender &f &mazon. Joan DeJean examines in
detail paintings of bellicose women in the sevemntieeentury. She notes that Claude Deruet, in
his first drawing, Mounted Amazon with a Spé#?1620) and a later paintirijberte
d’Ernecourt, dame de SaH®aslemont, défendant son chateau de Neulade 1640), depicts the
female Amazon as a man. She subsequently analgsesras owned by Marie de Cossé
Brissac, maréchale de La Meilleraye, and the litewsorks by Jacques Du Bosc (1645) and
Pierre Le Moyne (1647), which clearly show the Aoramvarrior as a womatt.Leander outwits
the king in his disguise, and as a true Amazon affisis head. As DeJean points out it was
generally felt that the threat of women’s violemeal to be “corrected” and the way to do this
was to behead them. She notes that cartoon engsawfrwomen being decapitated appeared in
all types of literature. D’Aulnoy, in reversing tigender of the person beheaded, underlines that
men who wish to take what they want by violence thmelat are as erroneous as men believed
women to be. In addition, by having a cross-dressal@ do the act, she also avoids the act of

violence being committed by a woman.

LA full analysis of the seventeenth-century depitiid women who fought, or were violent is giverthe article.
Joan DeJean “Violent Women and Violence Against \WioniRepresenting the “Strong” Woman in Early Modern
France”, 117-47.
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Préchac tells two stories which feature men whe takfemale disguise, though they are
very different in personality. Ihe beau PolonaiandY olande de Sicil®réchac gives his cross-
dressing males different nationalities. The assurhére female role ihe beau Polonaiss
Polish, and Dom Augustin iviolandeis SpanishThis may be to allow the characters to act in
ways that would not be acceptable in French merSd&&rt points out, French court life, “with
its etiquette angréséances. made for a constrained and restrained envirorihgghdmme de
ruelle” 96), and salon life allowed men to interadth women. “Feigning love and yet
strategically distancing themselves from the “sgsfacourtly love model they would be able to

regain the upper hand, to assert the dominant einceaole in salon exchanges” (106).

Préchac details some of the rules governing thabehof the men at the Spanish court,
for example: “c’est un crime en Espagne de parindur a une fille de la reyne” (45). These
rules and the foreign milieu add an element of ieigh and mystery to the settings of the story.
Both male cross-dressers are described as beiegtixaally beautiful. Dom Augustin is stands
out because, as the narrator recounts: “il esteargéspagne de voir des jeunes hommes d’une si
grande beauté™(olandel00). The young count is “d’'une beauté si surpnengue tout le
monde le regardait avec admiratio[n[’e(beau Polonai®). Their physical exquisiteness helps
in their assumption of the female gender, but enihoisy’s detailing of how the male form is
changed to appear female, with minutia of clothhmagy, and accessories, Préchac does not
delineate how the costuming works. He simply preskis characters in their new gender. This
demonstrates the differing attitudes of the twdarg to the female attire of the men. For
Préchac it is a device to facilitate telling hisrgt and he is not interested in detailing how the
man conceals his gender or maintains the decepii@mexpects his reader to accept that the

disguise works.
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Préchac also narrates real historical events ichwhis hero hides in female apparel in
order to evade capture and execution. Riotershikdt® avoid recognition and as Orest Ranum
explains, put on all kinds of disguises in ordegéb out of Paris as thgondewas ending: “they
exchanged clothing with their servants” (331), ané man, Séguier, “found his way out of the
city in monk’s garb”; others disguised themselvedmurgeois’ (335). There was a tradition of
men “donning female clothes [...] and [the] adoptifigemale titles for riots [...] beginning in
the seventeenth century” (147), according to Nataémon Davis. It is possible to conclude that
this practice was not unknown, and that disguisg ugd either to afford escape, or to permit
the wearer to go to places where a man would kterded with suspicion. In Préchac’s tale, it is
not, however, the young man’s idea to take on fergalse, it is the decision of one of his
servants, who tells their capturer that he is angonoman “d’'une grande naissance qu’un
desespoir amoureux avoit engagée a chercher Id (68jt So the servant pretends that his male
master is a female disguised as a man. Such aaretjn seems reasonable to the captors, and
he is spared. One might wonder as to why such emsexs so readily agreed to. Certainly the
soldier’s beauty helps persuade the general ofehacity of the statement, and of course the
young man convinces with his disguise, becauseghahat he is. At this first declaration of his
femaleness, the Polish man has never cross-drddaenhg had his ransom paid, he promises to
put on female dress, and to help the baron bymsgthie woman he loves, and finding out the
reason for her delaying her marriage to him, thremat would appear that in this story a man
has no problem in using the ability of another naoross-dress in order to gain access to other
women for sexual motives. This is a leitmotif, foun Choisy’sMémoires Préchac’syolande

de Sicile and also in th#ille et une nuits? The baron, in this story, contrary to the sedunstio

21n one of these stories, ten slaves are disguiseebanen so they can enter into the women’s quaii@onte du
roi Shahriyar et de son frere le roi Shah Zamames mille et une nuitsrans. Jamel Etine Bencheikh and André
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carried out by the other males, seems to havearcfampropriety on the part of the prince, a

(disguised) man with a woman and acting as her maid

The promise, however, does lead to complication#) &is female role as Eugenie he
meets his former love, Beralde, who recognizes hinis leads to him sleeping in her wardrobe.
Since he sees her in such intimacy, even gettimgthout of bed (102), they must find some
way of protecting her reputation and his positibinus they decide that she must consider him as
her husband (103), but out of respect for her “lell@ermettait de continuer le personnage
d’Eugenie, a condition qu’il oublieroit celuy duliatin” (104). This allows them to maintain
their relationship, and because the prince lovesheeputs aside his male garments to remain
beside her, at the same time, since as they rélgamtselves as a married couple, he may be with
her, without offending any proprieties. The youngmmeturns to his male mode of dress, when
he is taken to Poland; he puts on male apparelderdo leave, and travel safely. Once there, he
meets up with Beralde and they are permitted taynahus this cross-dressing episode is a tool
which enables the hero to escape death, and toupeeith the woman he loves, and to establish
a relationship with her. It is also clear that preeson who knows the prince, and loves him, is

not taken in by his garb; recognition by Beraldensediate.

In Le beau Polonaighe prince takes on female dress to afford himsst®a woman’s
private space. liYolande de SicildDom Augustin wishes to see Yolande, and so he takeke
disguise of a young lady from Spain. Thus, he mayih the female part of the court and see
Yolande. Préchac underlines that it is not onlygaed looks which allow him to play this role.

He is also able to mimic the behavior of an ingefidem Augustin soGtenait si bien son

Miquel, Vol. 1 (Paris : Gallimard, 2005) 7. Theates first appeared in France 1717-20.
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personnage par sa beauté et contrefaisait de selgmace I'innocence et la naiveté d’une fille
gui commence a paraitre a la Cour que tout le mgridetrompé” (108). When Dom

Augustin’s deception is discovered, he is removethfthe court and punished. The sentence is
banishment from the court, a limited judgementadose the queen is convinced by some of the
women that he has acted out of love, so she isipgesl to lessen the punishment “a condition
pourtant qu’il serait remené a Messine, dans le enétat qu’il avait été surpris au Palais, et qu'il
serait gardé un mois dans le Chateau de S. Sauwajours sous I'habit de fille, sa Majesté
voulant le punir par la honte que ce déguisemerfietait dans son propre pays” (I: 125- 26).

The sentence is designed to humiliate and shamgetipetrator, and to indicate that such
behavior cannot be tolerated. The story of Dom Atigumight have ended there as a successful
ruse, which caused no real harm to anyone, binarsécond part of the tale, he reappears in the
harem where Yolande finds herself after a ship lrelaving been shipwrecked, and admitted

to the harem in his women'’s disguise, Dom Augulséia suffered a further punishment as a
result of his taking on a different gender: heasvra eunuch in the seraglio. Yolande’s
innocence is underlined in the description of nrggtip again with him; she does not understand

what has happened to him.

Yolande I'ayant enfin reconnu pour Dom Augustinoiggu’elle lui trouvait le
visage fort changé, et la voix toute différentendégna d’abord de la joie de le
revoir, et ne comprenant peut-étre pas, qu’il yuzig si grande différence d’un
Eunugue a un autre homme, elle lui reprocha soesgés, lui disant, qu'il fallait
avoir des sentiments plus Chrétiens, et espéreleq@el le délivrerait de cette

servitude, en lui procurant les moyens de retoueneBicile. (2: 106-07)
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Having revealed himself to Yolande, Dom Augustiistber his story as he traveled in
his disguise. One of pirates tried to seduce hum)dft him alone, once he revealed his true
identity. Nevertheless, he is punished with fitighes on the soles of his feet for his cross-
dressing. He was then sold as a slave, and hiswaster made approaches to him, wishing to
take him as a wife. One of the master’s other wspmends time with him, trying to persuade him
that he should become a wife, but during the tipenswith her, listening to her arguments, he
is attracted to her, and reveals his true sexe“tit quelque temps sans me répondre, et feignant
de ne pas croire ce que je lui avais dit, je meisele son ignorance affectée, et pris des libertés
avec elle, gu’on souffre des personnes d’un méme’¢2:151). Caughin flagrante delicto
with Salma, Dom Augustin is made a eunuch. Thisadepe from the fairy-tale world,
containing punishment for cross-dressing, and etéste of the more libertine stories, and stories
involving oriental settings which were to come e following century, gives this story a very
different nuance. Cross-dressing is not the ligkdarted, innocent disguise which is acceptable,
and undiscovered until the moment of revelatiorthla story hiding in the clothes of the
opposite gender leads to punishment, and themtoval of the original gender. Unfortunately,
this story by Préchac was not finished, and saetieeno denouement, or conclusion to the story.
Nevertheless, Préchac wrote a series of storieasddcques Chupeau remarks “les intrigues du
sérail ont permis a Préchac d'inscrire ses theanawis — déguisement et rencontre galant —
dans un cadre dont la couleur orientale donnaitrade, a la violence et a la sensualité un
caractére de vérité” (283). ThusYwmlandethese themes are clearly demonstrated: the ruse of
man disguising himself as a woman, with the purpdseduction, and his punishmaevttich is

violent and shocking.
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The suggestion that the violence of the punishroeuld be the result of the abhorrence,
which male to female cross-dressing causes, iseaddd by Daniel Maher. He points out “la
femme travestie semble posséder des qualités gemtent aimable aux yeux des autres femmes
et capable de leur plaire, mais c’est beaucoup snoi pour les hommes travestis, peut-étre
parce gue I’homosexualité masculine choquait englu®les bienséances de I'époque” (88).
There is a perception that a male dressing as aléetoes so because of same-sex desire.
However there is no suggestion of homosexualithig story. Dom Augustin is punished
because he is heterosexual and seduces women.nsamcstill have the ability to be sexually
dominant while in disguise, this makes them obje€suspicion and fear for those who
encounter them. This would lead to a greater raha to accept males attired as women. In
addition, if a man is able to dress, and act, f@srale, and is accepted in this role, then this
suggests that there is already an element of feityrin his behavior. The authors who describe
the phenomenon of males attired as females in seeti-century stories present their
characters as fully heterosexual and not homoseXhaly may wear female clothing to gain
access to the desired female, or be raised asta gvoid the tribulations of being a male as in

Mariane’s case, but they are never allowed to gitémmconsummate a same-sex relationship.

In conclusion, the use of cross-dressing in theestd have examined does not involve
elements of sexual transgression or prurience,igistine expected at first glance. The
acceptance of cross-dressing would appear to lesllwasthe motivation of the individual who
assumes the other gender. Female heroines take onale persona to please their fathers and as
a service to their king. They are rewarded by dlexan rank and higher status but mostly
through their marriage, they lose the freedom titiit cross-dressing gave them. Both men and

women who disguise for selfish reasons or for skdesire are treated differently, and either
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receive punishment, or regret their behavior arttidvaw from the world. Only Choisy’s story
allows the protagonists to remain in their crosssded roles, because Mariane has known no
other role, did not choose to be raised as aand, has a heterosexual relationship with her
‘husband’. The authors do not avoid the difficidtad having their hero/ines being attractive to
both genders, and they do address the questicanté#-sex attraction. This desire is never
allowed to succeed, and the tales describe twamés for this same-sex attraction. The person
who is attracted either recognizes their love dbjdeen they return to their real gender or is
shown to be a flawed character, and his or heradehavior, selfishness and lust is a part of
his or her inherent bad character, and punishmet¢a@h ensues. In their treatment of cross-
dressing the authors certainly call into questimadccepted mores. The women writers clearly
suggest that women are equally capable of fighdaimdygoverning, and the king that they support
needs their skills. These kings manifest weaknesd@sh others recognize, and need the
strength of the woman to be able to rule. Maleewsitalso use women who are capable, and who
teach others in society by critiquing their assuond, as well as being able to fight alongside
their male counterparts. When it comes to men edosssing, the women writers rarely use this
disguise, and when they do, the male is an alntestatypical depiction of an Amazon, whose
disguise provokes amusement. Male writes use fegaalefor their males as a means to let
them approach females and gain access to thenwvatgrThere is much more of an
opportunistic goal of seduction in these tales,tbatwriters do not allow the protagonists to do
this without some sort of punishment resulting fribrir acts. They clearly cannot and do not
condone such behavior. Thus all the writers whad déh cross-dressing make a commentary on

the roles assigned by society’s understanding riedgretation of gender. Men who behave in a
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brutish or aggressive manner are criticized as nasamen who use disguise to be able to satisfy

their lust.

In conclusion the tales which were written morenttiaee hundred years ago still provide many
layers of enjoyment. On the surface the writersesenteenth-century fairy tales depict a
sumptuous regal environment filled with culturake#aicts and beautiful characters, who will
probably undergo some sort of adversity, but ewadhtdind true love and marry. Rarely do the
writers recount the subsequent events in this engerithe couple’s union is the denouement of
the tale, and it is possible to regard them as nm@s The genre contains these common
elements, and carries its readers to the realimesherveilleux filled with magical beings,
resplendent settings and struggles between gooéahd his is not to say that the stories are
formulaic, there is a wide variety of tales andyoral perspectives. What are revealed through
deeper study are core undercurrents which showat@igzsction and frustration with the way that
society is organized. These are not confined tedlaho may have felt resentful or frustrated by
their own circumstances — although this may cdieirtwriting — but are expressed by the
authors for many years. As Greenblatt has demdedtrith Lucretius’s work, the poetry and
symbolism of a work can hide truths about the wasldich both those with contemporary

insights and those with subsequent knowledge cerepe.

Some authors are overt in their flattery of thedmehy. Préchac gives a panegyric of
Louis X1V in Sans Paragorutother pictures of kingship are less flattering, andrs are
shown to be greedy, rapacious, and cruel. The eggbi@ dominion is not limited to kings; the
relationship that fathers have with their offspritfgeir autocratic treatment of the children, and
their resulting rebellion all subvert the idea qfeafect world. Nor is this critique limited to

males: many of those who have power over otherstaen to abuse it. The behaviors of
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sisters, mothers, and stepmothers are all scratirand their shortcomings are highlighted. The
stories would be very depressing, if all the chimacwere evil, but as well as demonstrating
harmful relationships, the writers also depict wenfidl examples of good. There are wise kings
who govern well, and whose countries are fiscadlyrsl, fathers who treat their offspring in a
loving equitable manner, and other successful, ZWa&pyships. Frequently, a bucolic setting is
the place for supportive familial links, reflectitite need for development outside of the
falseness of flattery and self-aggrandizement efctburt depicted in some tales. Any evaluation
of tyrannical behavior is not overt; the use of amedrphosis permits the authors to hide their
critique, losing it in a fantasy world, where thagical can be taken as the reason for the
narration. Metamorphosis is also a didactic todhmtales. The most common use of it is for
adolescents, who are wishing to break free fronemtat control, and demonstrate the rashness
and impatience caused by their raging hormonesr Témoval from court life and the
adventures they undergo as a metamorph enablettherature and to learn to control their
impulsive — at times bad — behaviors. The diversgces made by the authors add to the
richness and comedic elements in the tales. Ther sttesurdity of the situations in which these
metamorphs find themselves makes the tales emtgaibut this very ludicrousness expresses
criticism. If those in authority are treated ifaacical manner, it surely calls that dominion into

guestion.

As well as metamorphosis, the other transformatiaithe writers use is cross-dressing.
The pre-wave of writing which | have defined albows men and women who are struggling to
find a place in society, and using cross-dressing means to do this. In these stories, the taking
on of the disguise of another gender allows the @mio fight for their country, and to find

equal status with men. This trope is carried otihéefairy tales; and not only shows the ability of
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women to have status outside the home, but albe teecessary to kings and to their domains

for their good governance. As might be expectethénearlier tales the treatment of men dressed
as women is more transgressive. They assume fegadidor the purposes of seduction, and
receive punishment for their acts. It is not u@tiloisy’s tale that the cross dressed male is shown
to question the premise of women'’s inability tadfiaa societal role outside the domestic sphere.
This tale also challenges assumptions of whatahstcuct of gender means in the whole of
society since both protagonists are able to liveoiciety in the garb of the other gender. More
than that; they are believed to be the genderthiegthave assumed. Choisy seems to advocate a

parity of roles, which is not confined to the amaical sex of the person.

The writers of theontes de féassed the fashionable pastime of salon writing joyen
their lives at court. They created their storigag$olk tales they knew, as well as drawing on
Greek and Latin writers’ works, such as those emitby Apuleius and Ovid. By using these
tropes, they activated their reader’s interest ttasited the subject matter in a vibrant way that
changed and challenged possible pre-conceptiohs.elegant and opulent world they depict,
with its magical beings, hides a critique of thestouct of society. This is not confined just to
the hierarchy and constraints that life at courtil@doring. The authors are challenging and
guestioning the functions that men and women futfisociety, and suggesting that a different,

more equitable construct is possible.
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Appendix A

Madame d’Aulnoy Mlle L’Héritier

Babiole L’Adroite Princesse ou les aventures de Finett
Belle-Belle ou le chevalier Fortuné Les Enchantements de I'éloquence

Belle Etoile Marmoisan ou l'innocente tromperie

La Belle aux cheveux d’'or

La Robe de sincérité

La Biche au bois

La Chatte Blanche

Madame de Murat

Le Dauphin Anguillette
Finette Cendron L’Enchanteur
Fortunée L’lle de la magnificence ou la princesse

Gracieuse et Percinet

Blanchette

La Grenouille Bienfaisante

Jeune et belle

Le Mouton

L’Heureuse peine

Le Nain jaune

Le Palais de la vengeance

L'Oiseau bleu

Le Parfait amour

L'Oranger et I'abeille

Le Turbot

Le Pigeon et la colombe

Peine perdue

Le Prince Lutin

Le Prince des feuilles

Le Prince Marcassin Le Roi porc
La Princesse Carpillon Le Turbot
La Princesse Printaniere Le Sauvage

La Princesse Rosette

Le Rameau d’'or

L’abbé de Choisy

Le Serpentin vert

Madame de Guercheville

L'Histoire de la Marquise/ marquis de Bannevillg

Madame d’Auneuil

La Princesse Aimonette

Agate, princesse des Sythes

Dom Alvar del Sol

Les Chevaliers errants

La Princesse Léonice

Mailly

L'Histoire de Cléonice

Le Bienfaisant ou Quiribirini

L’Histoire de la princesse Mélicerte

Blanche-Belle

La Princesse des Prétintailles

Constance sous le nom de Constantin

La Tyrannie des fées détruite

Fortunio

Zalmayde

Le Prince Arc-en-ciel

Le Prince Guérini

Mlle de la Force

Le Prince Roger

La Bonne Femme

La Reine de I'lle des fleurs

L'Enchanteur

Le Roi magicien

Persinette

Plus Belle que fée

Préchac

Vert et bleu

Le Beau Polonais

L’Héroine mousquetaire

La Reine des fées

Sans Paragon

Yolande de Sicile

e
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Author conte disguise
D’Aulnoy Belle-Belle ou le chevalier Fortuné FM
Le Prince Lutin MF/ FM
Belle Etoile et Le Prince Chéri FM
D’Auneull Histoire du prince EImédore FM
Zalmayde FM
La Tyrannie des fées détruite FM
Choisy La Marquise-Marquis de Banneville MF/ FM
L’Histoire turque FM
L'Héritier Marmoisan FM
L’Adroite Princesse FM
Mailly Constance sous le nom de Constantin FM
Murat Le Sauvage FM
Préchac L’'Héroine mousquetaire FM
Yolande de Sicile MF
Le beau Polonais FM

% | am indebted to Joseph Harris’s tablélidden Agendawhich inspired the layout and categorization o th

chart (242- 44).
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