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Doing and being. Do and be. 

O.K., I be writing, man. 

I be telling. 
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INTRODUCTION 

Women writers from different cultural backgrounds have attempted to question 

the culture and values of their societies, as well as seemingly "male-centered" and "male-

dominated" cultural practices, over the past few decades. In these cultural practices, males are 

generally identified with power and activity whereas females are identified with passivity. 

Within this framework, many women writers have examined the status of women on political 

and social planes. As a result of the polarizations of the spheres between male and female, 

women who attempted to write or tell their stories, in a way, were refusing to obey their roles 

in the society; they were rebelling against the gender roles assigned to them. Because of this 

revolt, these women writers were considered "madwomen". In this instance, challenging and 

inciting questions from feminist writers enhanced criticism against problems such as 

exclusion of women from the public sphere and unequal social and political treatments. In this 

fashion, feminist assertions started to rethink the future and examine previous female 

expenences. 

Throughout history, women also produced literary works; however, their works 

remained unknown or they were forgotten because the literary tradition was dominated by 

men. For instance, Elizabeth Wardlaw's eighteenth-century Hardyknute 1 (1719), Elizabeth 

Ogilvy Benger's Female Geniad2 (1791), and Elizabeth Barrett Browning's The Battle of 

Marathon (1891), which is about the famous battle between the Athenians and the Persians 

( 490 BCE), are largely forgotten. The literary tradition ignored and excluded women from the 

field, and what is more, produced works in which women were silenced, suppressed and 

trapped in their private areas, alienated from the public sphere. In other words, in this literary 

1 Hardyknute can be considered as an epic poem, which is about the 13th century war of the Scots against 
Hakoon the Old. What Hardyknute emphasizes is threat of war and its effects on the domestic sphere. It says 
that men bringing the war home damage women in a way and make them suffer from its results. 
2 When Elizabeth Ogilvy Senger wrote Female Geniad she was thirteen years of age, and her epic is called 
"tomboy epic" (Downes 151). In The Female Homer: An Exploration of Women's Epic Poetry, Jeremy Downes 
posits that poems which are the products of youth might be called "tomboy epics or avant !a letter 'girl power's 
epics. In her Female Geniad, which is an example of tomboy epics, she praises the achievement of women's 
talents in the arts and sciences in Britain. 
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tradition, which was dominated by men, literary works created stereotypes of women as 

subordinates -who were taught to cook, sew, dance, serve- and as sexual objects or war 

prizes. Because of the literary tradition that excluded women instead of including them and 

that created typical women characters, women writers found themselves rebelling against a 

literary tradition instead of being a part of it, and concurrently they tried to create their own 

literary tradition. Women writers wanted to break the male dominated literary tradition which 

resulted in the polarization of the spheres between the public (men) and the private (women). 

In A Reader's Guide to Contemporary Literary Theory by Raman Selden, Peter 

Widdowson and Peter Brooker, it is claimed that "throughout its long history, feminism has 

sought to disturb the complacent certainties of such a patriarchal culture, to assert a belief in 

sexual equality, and to eradicate sexist domination in transforming society" (115). They also 

assert that feminist criticism "in all its many and various manifestations, has also attempted to 

free itself from naturalized patriarchal notions of the literary and the literary-critical" (115). 

The most important movement of 1960s feminism was second wave feminist criticism, which 

was the women's liberation movement. In Beginning Theory: An Introduction to Literary and 

Cultural Theory, Peter Barry claims that "The 'women's movement' ofthe 1960s was not the 

start of feminism. Rather it was a renewal of an old tradition of thought and action already 

possessing its classic books which had diagnosed the problem of women's inequality in 

society, and (in some cases) proposed solutions" (121). This group of feminists were far more 

radical as they focused on gender roles and cultural reform. They rejected the cultural 

practices and inequities such as traditional gender roles and marriage which kept women 

oppressed. This liberation movement aimed to create a world of equal rights by removing the 

differences between genders, because these differences had traditionally been used to 

undervalue and oppress women. Barry states that "The women's movement was, in important 

ways, literary from the start, in the sense that it realized the significance of the images of 
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women promulgated by literature, and saw it as vital to combat them and question their 

authority and their coherence" (121). Gynocriticism was among the themes that dominated 

second wave criticism. It is an important turning point for feminist criticism because "It refers 

to a criticism that constructs a female framework for the analysis of women's literature, to 

develop new models based on the study of female experience, rather than to adapt male 

models and theories" (Groden and Kreiswurth 131 ). Gynocriticism is the field of feminist 

literature which interrogates female images and feminine experience. Gynocriticism studies 

the female endeavour for identity and socially constructed gender roles. It also "concentrates 

on the specificity ofwomen's writing, on recuperating a tradition of women authors, and on 

examining in detail women's own culture" (Selden, Widdowson, Brooker 122). 

Throughout the twentieth century, women critics and writers have discussed the 

distinction between public and private areas, examined the relation between gender and the 

spheres, and discussed how power structures function through this relationship. In this fashion, 

feminist criticism and revisionist women writers tried to explore the exclusion of women in 

the male dominated literary traditions and the construction of the stereotypical women roles, 

which were inferior to those of men in the same tradition. Starting with Marie de France's 

twelfth century Lais3 and Christine de Pizan' s The Book of the City of Ladies 4 
( 1405), 

feminist criticism appeared in Aphra Behn's preface to The Lucky Chance (1686)5 and Mary 

Wollstonecraft's The Vindication of the Rights ofWomen6 (1790), and gained power with 

3 Lais written in the twelfth century is about women and their desires. The text questions patriarchal society from 
women's perspectives. 
4 Written in the Middle Ages, The Book of the City of the Ladies can be considered as a critique of misogyny. 
The very opening part of the book delineates the conditions in which women read and write under the male 
dominated societies and Christine continues to illustrate the situation by saying, "Thus, not all men (and 
specially the wisest) share the opinion that it is bad for women to be educated. But it is very true that many 
foolish men have claimed this because it displeases them that women knew more than they did" (Pizan 270). 
5 In the Preface to the Lucky Chance, Aphra Behn argues the inequality of men and women in terms of being 
"writers". She argues her right to contend as a womAn under the same conditions with men. 
6 Wollstonecraft's The Vindication of the Rights of Women can be considered among the first discourses of 
modern feminism. Wollstonecraft addresses the eighteenth century male writers who did not believe that women 
should have education. She argues that women should be educated because they not only educate their children 
but can be companions to their husbands rather then being mere housewives. 
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Virginia Woolf's A Room of One 's Own ( 1928) and Simone de Beauvoir' s The Second Sex 

(1949), which is a timeless manifesto. Kate Millett's Sexual Politics (1970), which is regarded 

as a milestone of American feminist criticism, is the next most powerful feminist tract. What 

Millett opposed was the manifest misogyny of the controlling literary tradition. According to 

Millett, this dominant tradition was both physical and psychological abasement of women. 

Millett's argument "ranging over history, literature, psychoanalysis, sociology and other 

areas- is that ideological indoctrination as much as economic inequality is the cause of 

women's oppression, an argument which opened up second-wave thinking about reproduction, 

sexuality and representation-especially verbal and visual images of women" (Selden, 

Widdowson, Brooker 123). Millett's book describes her view of patriarchy "which 

subordinates the female to the male or treats the female as an inferior male, and this power is 

exerted, directly or indirectly, in civil and domestic life to constrain women" (Selden, 

Widdowson, Brooker 123). Selden, Widdowson, and Brooker claim that S'exual Politics was 

an initial analysis of masculinist historical, social and literary images of women. Millett also 

opposed the idea that gender was a natural concept and claimed that gender was a culturally 

constructed identity. Other important works of feminist criticism were Anette Kolodny's The 

Lay of the Land (1975) and Judith Fetterley's The Resisting Reader (1978). 

Ellen Moers in Literary Women (1976) claims that there can be seen a distinct and 

continuing literary tradition of women writers influencing each other. The more women 

writers started to appear, the more desire became evident for an established women's literary 

tradition. In their innovative work The Madwoman in the Attic (1979), Sandra Gilbert and 

Susan Gubar extend Moers' argument and also say that there exists "a community in which 

women consciously read and related to each other's works" (xii). Gubar and Gilbert argue that 

in women's literary tradition there is "a common, female impulse to struggle free from social 

and literary confinement through strategic redefinitions of self, art and society" (xii). In 
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Beyond God the Father (1973), Mary Daly argues that language was stolen from women by 

men and she encourages women to repossess it. In On Lies, Secrets, and Silence (1979) 

Adrienne Rich defines a female consciousness that rejects being kept passive, muted, and 

trapped in silence. Rich argues that it was essential to create a new history and language 

through revision because Rich claims that "Re-vision -the act of looking back, of seeing with 

fresh eyes, of entering an old text from a new critical direction - is for women more than a 

chapter in cultural history: it is an act of survival" (1982). 

Women Writers and Rewriting Epic as a Female Genre 

Arma virumque cano, "Wars and a man I sing" (47) opens the very first line of 

Virgil's Aeneid, explaining the dimensions of heroic epic. If the subjects of the epics are the 

wars and warriors, and if men and kings dominate the battlefields, then where are the women? 

Where do women stand in these epics and classical myths? Could they be though of as heroic 

figures? If "an epic poem is by common consent a narrative of some length and deals with 

events that have a certain grandeur and importance and come from a life of action, especially 

of violent action such as war" (Bowra 1 ), women were decentralized and isolated from the 

battlefields and public spheres that are dominated by men. Women in the epics were 

sentenced to be "keepers of men's households, active causes of wars, sexual objects and 

sacrificial victims" (Foley 1 06), which made women occupy passive roles. Helen, Briseis, and 

Andromache in the Iliad, Liyotani in the epic of Gilgamesh, and Circe in the Odysseus, are 

examples of women's depictions as housekeepers, causes of war, and sexual objects in the 

eplCS. 
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For the reasons stated above, starting from the mid 201
h century, women writers from 

diverse cultural backgrounds revisited classical mythology to question the roles of women. 

The women writers also turned back to older canonical epics, as well. Definitions of epic as a 

male genre urged women writers to tum back to these canons and re-examine them in terms 

of socially constructed gender roles. Within the framework presented above, the purpose of 

this study is to analyze why twentieth century women writers across cultures revisit old epics, 

myths and stories and question them. Starting with the twentieth century, some of the women 

writers and works revisiting the old myths and epics are: Helen in Egypt by H.D, The World's 

Wife by Carol Ann Duffy, "Circe" by Eudora Welty, "Circe/Mud poems" by Margaret 

Atwood, and Kadin Destani (The Woman's Epic) by Ayla Kutlu. 

In Helen in Egypt, H.D rewrites the Iliad by foregrounding Helen and her story. 

Welty's "Circe" and Atwood's "Circe/Mud Poems" narrate the story from Circe's point of 

view. In the Epic of Woman, Kutlu rewrites the Epic of Gilgamesh and modifies the epic to 

explain women's experience. In the Epic of Woman, the harlot abused by Gilgamesh is at the 

center and is the first person who narrates the story. In addition to recasting epic, some 

women writers reinvent mythological stories, which have close relationship with epics. Carol 

Ann Duffy's The World's Wife is the rewriting of old mythic stories. Duffy reanalyzes and 

recreates mythical women characters in the shape of questioning women figures rather than 

submissive ones. 

Considering these examples, we can say that revision of epics and myths in literature 

creates a kind of path for readers to follow; thus, the plot may become multi-layered or the 

author may deliberately change the context of the story. In the twentieth century, women 

writers questioning the place of women in society defended the idea that old epics and Greek 

and Roman myths should be discussed and re-examined which, in the end, brought a new 

dimension to myth-making. As a result, the women characters in the ancient myths and epics 
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usurped the 'right to speak out' for the first time. While analyzing twentieth century women 

writers across cultures, this study sets forth a particular moment (revisionist mythmaking) in 

feminist criticism which has its own limitations in itself. Images of women criticism can be 

considered as part of a second-wave retrieval in academic writing by feminist scholars. 

Modernist women writers focused on a retrieval of myth to take account of and re-present a 

shift in literary focus from the nineteenth century to twentieth century. This rewriting of myth 

and epics were undertaken by both male and female writers in western tradition to see the 

beginning of twentieth century literature in more political terms. This will then allow us to 

accomplish a different set of political and cultural ends .. This project studies H.D, Ayla Kutlu, 

Carol Ann Duffy, Margaret Atwood and Eudora Welty who question their own cultures, these 

culture's values and socio-politically constructed gender roles in diverse backgrounds through 

the second wave gynocritic and revisionist mythmaking feminist projects. 

Before explaining the women writers and their revisionary works, in the next chapter I 

will give a description of epic and why it is considered as a male genre, as well as discussing 

how women are represented in wars and epics and how they suffer as war victims. In chapter 

II, I discuss the history of women's writing and why they need to rewrite the old canonical 

texts. In Chapter III, "Women Writers and Rewriting Epic as a Female Genre" I discuss H.D 's 

Helen in Egypt and Ayla Kutlu's Kadin Destani (The Woman's Epic) through revisionary 

mythmaking. 
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CHAPTER I. What is Epic? 

1.1 Defining Epic and Epic Hero 

The literary tradition starts with oral poetry, so the importance of the oral tradition in 

literature is remarkable. Pre-literate civilizations do not have written literatures; they have oral 

traditions such as epic, folk tales, legends, and myths. As Minna Skafte Jensen states, "Right 

through antiquity literature was oral. Poems were song, speeches delivered and stories told" 

( 45). Hence, it can be asserted that oral tradition designates pre-literate societies. In Homer 

and the Oral Tradition, G. S. Kirk gives a brief explanation of how oral poetry came into 

being: "social, material and political factors could coalesce in the development of separate 

cultures to produce for a time aristocratic and militaristic societies of remarkable consistency. 

An important by-product of these societies was the oral poetry (or prose saga) through which 

their memory had survived" (845). Thus, through oral tradition, pre-literate civilizations 

transmit their beliefs, cultural traditions, shared memories and emotions from one generation 

to another. 

Oral epic is the result of the wonders of human beings, states Jensen, because they 

want to learn what happens and why. Thus, beliefs and historical and cultural traditions were 

transmitted from one generation to another through oral poetry, which was believed to be 

sung by male singers (bards). These bards generally performed in the halls in front of 

audiences who were also believed to be males. Jensen posits, "When attending the epic, the 

audience members feel that their own world is a continuation of their ancestors, and that they 

contribute to keeping the heroes alive by hearing of their great deeds" ( 48). Andrew Dalby 

claims that these singers had to choose a plot for their songs, and what is more, both the 

singer and the audience had to be familiar with what was sung in the story. In the oral 

tradition, singers chose wars as a plot, because wars were known very well both by bards and 
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by audience because "what is not accepted by the audience," says Jensen, "will disappear 

from the tradition. In the case of epic, nonnally the story is known to the audience already, 

and they will accept only what they feel to be correct" ( 48). Thus, bards chose war stories 

because these stories praised the manly deeds, as manly deeds were at the heart of heroism. 

To give pleasure was one of the functions of bards. However, to sing the glorious deeds of 

men, in other words singing "the fame of men," was the most important function of bards 

(Dalby 93). As Peter Toohey states, "Praise of the glory of heroes (klea andron) is perhaps the 

basis of the concept of heroism" (8). A.M. Keith points out that "from Homer to Claudian, 

classical Greek and Latin epic poetry was composed by men, consumed largely by men, and 

centrally concerned with men" (1 ). If manly deeds, legends, and heroic behaviors, which were 

the subjects of long narrative epic poems, were made famous by bards, then what other 

subjects for epics could there be? Even, in the Iliad, in Book 9, Achilles is seen with his lyre 

"singing the famous deeds of fighting heroes" (Iliad 9. 224-228). "Fame of men necessarily 

means heroic poetry, an oral epic (14), says Bryan Hainsworth. Thus, it can be asserted that 

epic, as a form of oral tradition, can be considered as an important genre for literary tradition 

since it was concerned with manly deeds, because heroism and heroes are at the very central 

of epic tradition. 

Arising from the earliest form of oral literary tradition, epics are important as they 

were maintained and retold over many generations. They are retold by nations or cultures 

because they convey and question the accepted values and traditions from one generation to 

another. In this way, epics helped to create social identities by strengthening the values 

accepted by a people. In addition, epics provide information about a community or culture in 

which they originate. This information generally relates to religion, weapons and war, 

warriors, gender roles, social values, legends, glorious deeds of warriors, and moral standards. 

John Jump states that "European literature begins with the Homeric epic" (9), because epics, 
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which began as a form of oral poetry, started to be written down after Homer. Subsequent 

authors have made use of the epic genre in order to express themselves through some 

universal concepts such as the values of societies, religion, and wars. From Homer to Virgil, 

from Statius to Milton, epic has been an important genre for almost all cultures. What, then, is 

epic and how are epics distinguished from other gemes? 

Epics can be defined as long narrative poems concentrating either on a hero such as 

Achilles, Beowulf, Gilgamesh, Aeneas, or on a civilization like Rome or Christendom. 

Richard Martin says that epic is "a contingent and culture-bound category. It may be poetry or 

prose or some tertium quid, by our reckoning. It may even look like what we would call 

drama or lyric" (9). M.H Abrams defines epic as " a long narrative poem on a great and 

serious subject, told in an elevated style, and centered on a heroic figure on whose actions 

depends the fate of a tribe, a nation or the human race" (51). Toohey posits that "For Greece 

and Rome this is the simplest explanation: it is a long narrative written in hexameters (or a 

comparable vernacular measure) which concentrates either on the fortunes of a great hero or 

perhaps a great civilization and the interactions of this hero and his civilization with the gods" 

(1). 

. 
On the other hand, Theodore Steinberg defines epic as "a narrative that focuses 

simultaneously on the lives of its characters and on a pivotal moment in the history of a 

community, whether that community be a nation or a people or the whole of humanity" (29). 

Steinberg points out that this "pivotal moment" (29) can be "the founding of a civilization, the 

collapse of a civilization, or any other major event, such as an invasion or another sort of 

threat" (29). In the Iliad, for example, the pivotal moment is the fall of the city of Ilion, which 

leads Aeneas to found a new civilization in Virgil's Aeneid. Founding or defending city-states, 

invading, rebelling, facing life and death, and fighting for honor are all manly deeds and 

related to masculinity. Taking these "pivotal moments" into consideration, epic can be seen as 
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a masculine genre. As epics are shaped by "legendary materials which had developed in the 

oral traditions of a nation's people during a period of expansion and warfare" (Abrams 51), 

they praised masculine power and manly deeds. That explains why from the Turkic Manas to 

the Mongolian Gesar, from the Sumerian Gilgamesh to the Greek Iliad, the focus of the epic 

genre has always been on the heroic figure who is masculine, dominant, and a powerful 

warrior in the society such as Gilgamesh, Achilles, Hector, Beowulf, and Aeneas. 

The basic issues of human mortality, of social values, of gender differences, and of 

war are transmitted through the deeds of the epic hero, who is usually a very strong male 

warrior like Beowulf. Beowulf is a good exemplar of an epic hero as he is so courageous to 

fight with Grendel and as he wants to fight for his people and protect them. "The narrative of 

the epic poem," says M. H. Abrams "is focused on the exploits of an epic hero who represents 

the cultural values of a race and a nation" (51). Another example of epic hero is Hector, as he 

wants to protect his people even if he has to fight and die in this cause. James Sheridan 

delineates that an epic is "an account of the exploits of a hero, a man idealized in different 

ways according to the outlook of the poet and his times" (26). In other words, epics praised 

male-centered heroic deeds and male dominated communities such as the army, the empire, 

and city-states, whereas females were not seen in all these public spheres and were not 

mentioned as heroines. 

1.2 Representation of Women in Epic 

'' You do not teach women in epic; you teach 
women in tragedy. There are no women in epics". 

(Keith 132) 

If epics are about battlefields and war, if war is identified with men, if men are 

identified with the public sphere, and if the public sphere is dominated by males, then epic 
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can be seen as the masculine genre which excludes females. Epic poetry, "in dealing with war, 

is poetry of the public sphere," says Adeline Johns-Putra ( 41 ). For instance, the Iliad is about 

war and heroism, the Aeneid is about the quest of an epic hero, and Gilgamesh is about the 

deeds of Gilgamesh. Overall, these describe heroic deeds and glorifications of fighting which 

can be considered as the heart of the epic genre. Thus, being excluded from public spheres, 

women are trapped in their houses in stereotypical roles because helmets, swords, blood, 

death, and bravery, which represent masculinity, are off-limits to females. Adeline Johns

Putra asserts that "there is an explicit relationship between the virtuous waiting woman at 

home and the fighting warrior on the battlefield" ( 46). The reason why women were absent 

from epics was because they were excluded from the public sphere, in other words, because of 

the polarization of spheres. 

In the early epics, there is a separation between the domestic and the public, between 

war and peace, and between man and woman. Women are identified with peace and passivity 

in their domestic spheres whereas men are identified with war and activity in battlefields. The 

Iliad not only implies the complete story of the Trojan War from its beginning to the fall of 

Troy, but it also tells the women's suffering through this bloody war. For example in The 

Iliad, in Book 6, there is a scene between Andromache and Hector, where Andromache 

represents home, motherhood, peace and the domestic sphere. Unlike Andromache, Hector 

represents war, power, patriarchy, and the public sphere. During their conversation, 

Andromache tries to convince Hector by stating that all she needs is a family and what she 

wants is peace with her husband and son. As Steinberg points, Andromache "weeps and 

pleads with him to stop putting himself in so much danger" (35). She asks Hector to keep the 

troops in the city walls where he can focus on the weakest point from where the most 

powerful attacks appear. Steinberg posits that Andromache's plan would save the city and the 

troops. She tries to convince Hector, as she knows that if Hector dies, her life as a widow will 
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be hellish in the society which does not value woman but sees her as a mere object. Adeline 

Johns-Putra claims: "the woman as warrior's wife is a short step away from becoming either a 

warrior's widow or the enemy's victim" (36). In "Tales of War and Tears of Women" (1982), 

Nancy Huston states: 

there is parallelism between "the representation of women's bereavement and 

of women's victimization for each of [the]female character has two possible 

pretexts for weeping: either the infringement of her physical integrity

paradigmatically, she can be raped by the Enemy-or else bereavement, in the 

event that her Hero is killed in the battlefield. (275). 

In that fashion, Andromache is a typical domestic woman who wants to protect her domestic 

area and who will be happy with her family: 

Reckless one, 

my Hector-your own fiery courage will destroy you! 

Have you no pity for him, our helpless son? Or me, 

and the destiny that weighs me down, your widow, now so soon ... 

You Hector-you are my father now, my noble mother, 

a brother too, and you are my husband, young and warm and strong! 

Pity me, please! 

Take your stand on the rampart here, 

before you orphan your son and make your wife a widow 

(Iliad 6. 482-485, 509-512). 
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This speech by Andromache is also a kind of lament, expressing her fear for their 

family. As a domestic woman, she fears the destructive force of the war. In other words, she 

fears manly deeds, which will damage her and her house. Because Hector and their son are 

her only wealth, her family is the only thing she possesses in the world. In her private area, 

Andromache is happy and peaceful with Hector and their son Astyanax. Adeline Johns-Putra 

states, "Women's potential dislike for war, combined with the goodness and love that she 

offers, posit her as a dangerous temptation away from war" (61). Andromache's hatred for 

war is combined with her love, emotions, and domestic values. As the representation of 

domestic values and emotions, Andromache is a typical devoted woman who is trapped in her 

private area. She, like many other women, is excluded from the battlefields, which represents 

the public area. 

As a woman, all she has is her family and her privacy. She is the arbiter in her private 

area as she is only closely involved with decisions there. That is why she wants to protect the 

order in her privacy and the family life. However, she is dependent on Hector-the master of 

her house-and therefore, she does not want to be a widow who will be kept as a slave or a war 

prize if the city of Troy falls. Steinberg asserts, "The Iliad is more than simply a poem that 

describes the horrors of war. It explores the behavior of extraordinary human beings, male 

and female, in a world that is characterized by this war" (32). The Iliad shows and illustrates 

what it means to be a woman in a society where war exists. Because of her place in this manly 

world, Andromache fears the results of manly deeds or military prowess. She fears male 

brutality and male bloodthirstiness. 

Andromache represents the typical "virtuous waiting woman at home who is waiting 

for the fighting warrior on the battlefield" (Johns-Putra 46). Trapped in their private spheres, 

and being seen as an object of desire and less valuable than men, women were excluded from 

the manly world. Andromache is among those women who fear the damages of manly deeds. 
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In Metamorphoses of Helen: Authority, Difference, and the Epic, Mihoko Suzuki states, "The 

Iliad does indeed conceive of gender roles and spheres as distinct and separate, encoding 

women as Other, and assigning to women the negative pole of any number of binary 

oppositions" (5). However, unlike his wife, Hector is a typical epic hero who is brave, ready 

to die for his people, wife, sisters, and brothers. He is the representative of the Trojan people 

and he is the leader of the Trojan army who is commanding, fighting, and conquering. He 

wants Andromache to witness his bravery and glorious triumph, which are important for a 

man even if his bravery results in death. Death is also a glory for Hector. However, at the 

same time, Hector knows what kind of results war will bring to women: 

No, no, 

let the earth come piling over my dead body 

before I hear your cries, I hear you dragged away 

(Iliad 6. 554-556) 

Hector knows that the women of Troy should be protected as they cannot defend themselves. 

That is why Hector prefers dying instead of seeing Andromache becoming a war victim or a 

war widow. Sharon MacDonald remarks, "In a world in which gender is a principal articulator 

of the social order, and in which it is men who wage war, women may take on a particular 

objectified importance as 'the protected', or even as the custodians of the social values that 

the men are fighting for" (15). Hector knows that if Troy falls, a tragic end awaits 'the 

protected' ones (MacDonald 15) who are the women of Troy, including Andromache. The 

situation of women in Troy, or in epics, exposes the male-dominated society and its 

destructive effects on women and their privacy. Andromache gives conventional speeches 

about family issues, and she is portrayed as a typical wife, mother and widow. Her speeches 
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are lamentations for the destructive results that war brings to her and her family. She knows 

that if she loses Hector, the master of her house, she will have no value other than being a 

widow and a war prize. Thus, the Iliad, known as "the greatest story of men in battle" 

(Johnston 11), turns into a tragedy for women of Troy. Women's tragedy is represented 

through their lamentations. When Hector dies, we hear Andromache's, Helen's and Hecuba's 

lamentations for him. When Hecuba sees Hector's dead body, she wails; 

0 my child-my desolation! How can I go on living? 

What agonies must I suffer now, now you are dead and gone 

You were my pride throughout the city night and day-

a blessing to us all, the men and women of Troy: 

throughout the city they saluted you like a god. 

You, you were their greatest glory while you lived

now death and fate have seized you, dragged you down! 

(Iliad22. 507-513) 

Hecuba's lamentation is the reflection of her grief as a mother; however, she glorifies Hector 

as a hero, as well. Andromache, who gave an earlier emotional speech-when Hector was 

alive-repeats her hatred against war and its destructive force once more. Nonetheless, she is a 

widow now. Her previous fear now comes true; 

Now you go down 

To the House of Death, the dark depths of the earth, 

and leave me here to waste away in grief, a widow 

lost in the royal halls-and the boy only a baby, 



the son we bore together, you and I so doomed. 

Hector, what help are you to him, now you are dead?

what help is he to you? 

(Iliad 22. 565-571) 
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Andromache has two lamentations in the Iliad; the first lament is seen when Hector is alive. 

This lamentation reflects her fear for her child and for herself as a woman. However, in the 

lament cited above, she suffers as a widow and an orphan's mother. Each woman in the epic 

"composes a new lament," says Dalby (143). This is true in terms of Hecuba, Andromache 

and Helen, each of whom expresses her own grief differently as she occupies a different role 

in Hector's life. However, at one point, they all praise Hector and his heroic deeds. Helen' s 

lamentation is different in that she praises Hector's gentility; 

Hector! Dearest to me of all my husband's brothers

My husband, Paris, magnificent as a god ... 

yet never once did I hear from you a taunt, an insult. 

But if someone else in the royal halls would curse me, 

One of your brothers or sisters or brothers' wives 

Trailing their long robes, even your own mother

not your father, always kind as my own father-

why, you'd restrain them with words, Hector, 

you'd win them to my side ... 

you with your gentle temper, all your gentle words. 

(Iliad 24. 895-908). 
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Helen's lamentation is also a summary of the destructive force of war because like 

Andromache, says Suzuki, "Helen properly belongs to the domestic world of peace which the 

warriors have left behind" (19), and because there is nobody left behind to protect Helen, she 

laments. In the Iliad, women's lamentation has another significance. They do not only lament 

their dead sons, husbands, brothers, and fathers, but they also lament their own situations. For 

example, in book 19, when Patroclus dies, Briseis and other women lament both Patroclus and 

"in reality they lament for their own misfortunes" (Beye 21) as widows, war prizes and war 

captives. 

Rowan Beye underlines women's situation in epic by asserting, "Andromache has no 

personality in the Iliad, nor do any of the other women" (150) as they are not allowed to enter 

battleground and fight. For example, "Briseis", says Gilbert Murray, "does not even have a 

proper name. The word Briseis is only an adjective derived from the town ofBrisa or Bresa in 

Lesbos. She is 'the girl' from Bresa"(111). That depiction clarifies the women and their 

situation in a male-dominated society very well. They even do not have names in the societies 

they live in. She is only identified with the city she belongs to. What women fear and suffer in 

the Iliad is being possessed as war prizes or captives by other men. As the main subject of the 

epic, as Homer states in Book I, is "the anger of Peleus' son Achilleus I and its devastation" 

(Iliad I. 1-2), women and their sufferings as war prizes or objects are another important 

subject in the epic. Besides Achilleus' hatred, the Greeks and the Trojans fight for the 

possession of Helen, while Achilleus and Agamemnon "find themselves divided over another 

woman, the slave girl Briseis" (Suzuki 22). Briseis is another female figure in the Iliad 

representing the misfortune women have to endure during wartime. She is the war prize of 

Achilles; however, she is taken away by Agamemnon to "honor" his bed. She represents 

property for Agamemnon and Achilles. They argue over her possession because possession 

represents power. As a woman, she has no right to speak; she has no free will to chose whom 
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she wants, she is muted and silenced. Men are the decision makers, and she is merely a war 

prize. However, when Agamemnon tries to convince Achilles to reenter the war, he is willing 

to give Briseis back to Achilles. What is more, to persuade Achilles, he offers many women 

other than Briseis as gifts: 

Seven women I'll give him, flawless, skilled in crafts, 

Women ofLesbos - the ones I chose, my privilege, 

that day he captured the Lesbos citadel himself: 

they outclassed the tribes of women in their beauty . 

.. 
These I will give, and along with them will go 

The one I took away at first, Briseus' daughter, 

And I will swear a solemn, binding oath in the bargain: 

I never mounted her bed, never once made love with her-

The natural thing for mankind, men and women joined. 

Now all these gifts will be handed him at once. 

(Iliad9. 153-162) 

Agamemnon's offer is not limited to the number of women stated above. He also states that 

Achilles can pick out twenty Trojan women when they take Troy. "Women are seen as an 

object of desire and less valuable than men," says Suziki (5), and they are also seen as 

scapegoats. Helen, says Suziki, is among these "victims of scapegoating, which shows how 

the dominant group establishes and affirms the community through the victimization of 

women and minorities" (8). Helen is represented as a scapegoat as she brings deep sorrow and 

pain to man and a people. Suziki asserts that Helen is given the role of a secular Eve. Like 

Eve, Helen brings woe to a people. Eve is blamed for man's expulsion form the Garden of 
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Eden, and Helen is accused of bringing the war to the Trojan people and causing the fall of 

Troy. By scapegoating Helen, men fight for power because whoever wins the battle will get 

the dominance over the other city states. Suziki continues by saying that being a woman in 

any kind of the society is "the stereotypical victim's sign" (Horkheimer-Adomo 50). In the 

Iliad, whereas male warriors are the powerful and dominant majority, women are the 

subordinated and the victimized minority as war prizes, captives, and sex objects. 

1.3 Women Writers: Establishing a Literary Tradition of Their Own 

"I shall speak about women's writing: about what it will do. 

Woman must write her self: must write about women and bring women 

to writing, from which they have been driven away as violently as from 

their bodies -for the same reasons, by the same law, with the same 

fatal goal. Woman must put herself into the text- as into the world and 

into history- by her own movement " (Cixous, 337). 

Being applicable to all areas of a male-centered culture, literature and the predominant 

literary tradition have been defined by male writers and critics. In earlier centuries, it was 

adequate enough to ridicule and despise a woman who wrote. Nancy Walker refers to this 

issue by referring to what Janet Todd says: "writing of the late seventeenth century, Janet 

Todd comments that the writing lady could be equated with the Amazon, the whore or the 

witch (the three central images used by men to characterize the autonomous woman), 

indulging in improper verbal freedom as well as or in place of a sexual one" (25). 

In the late eighteenth century, the term "bluestocking" came into common usage. 

Nancy Walker explains that bluestocking was used to refer to both educated and intellectual 

groups of upper-class women who managed literary salons in their homes to inspire each 

other "in intellectual pursuits -including writing" (98). By the middle of the 19th century, the 
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literary woman -who especially wrote for publication -was regarded as "disturbing, unnatural, 

and a usurper of male prerogative" (Walker 98). It was a popular belief that being so much 

involved with literature could affect women's appearance and behavior. 

Women's literature flourished during the Romantic Period, which is the time when the 

literary works of women writers became politically. During the Victorian era, the novel

which was considered to have feminine qualities-was among the genres in which women 

writers became successful and eminent, women such as the Bronte sisters (Emily, Ann and 

Charlotte Bronte), Elizabeth Gaskell, Jane Austen, Mary Shelley, George Eliot, and Maria 

Edgeworth. The Victorian period gave rise to many women as professional writers although 

there were male writers who brutally satirized the idea of women writing and their tradition. 

In A Gentle Hint to Writing Women ( 1850), George Henry Lewes is an example who asserted, 

"Women's proper sphere of activity is elsewhere [than writing]. Are there no husbands, lovers, 

brothers, friends to coddle and console? Are there no stockings to dam, no purses to make, no 

braces to embroider? the idea of a perfect woman is one who can write but won't" ( 189). 

In poetry, women writers gained popularity and recognition. Important poets of the era 

were Elizabeth Barrett Browning, Emily Dickinson, Christina Rosetti, Charlotte Smith, 

Laetitia Landon, and Felicia Hemans. Helen Maria Williams, Joanna Baillie, Hemans, Landon 

and Smith were among the poets whose works were praised in the first decades of the 

twentieth century. 

It is agreed by feminist critics that Emily Dickinson has an important place in poetry. 

Kathleen Fraser points that Dickinson "was perhaps, the first woman poet to provide other 

women with a formal model of urgency and difference" (Translating 142). Emily Dickinson's 

works reflected her position in society. She rebelled against the socially constructed roles 

given her by the society she lived in. Paula Bennett, in My Life, a Loaded Gun: Female 

Creativity and Feminist Poetics, notes: "For Dickinson, the consequences of her inability to 
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conform were personally devastating. Neither at home, where she was expected to do 

housekeeping and to feel cheerful sweeping, nor in society, where the sewing circle lay in 
I 

wait, could she hope to find the encouragement she needed to pursue the solitary and selfish 

pleasure of her nascent craft" (25). She felt disdain for the responsibilities forced upon her 

and other women, even including her mother. Emily Dickinson is the first woman poet in 

America who courageously experimented with poetic language and structure and challenged 

and questioned male authority. According to Eleanor Wilner, 

It is a commonplace of criticism that innovation in poetic convention, any 

noticeable altering of prescribed diction, meters, grammar or syntax, has the 

effect of metaphysical subversion as a corollary, since it tends to destroy the 

linguistic net in which vision of the world is caught. It is therefore usual for 

critics to call Emily Dickinson modem, to see her poetic innovations as 

precursors of a new world vision, as well as modem departures in poetic style. 

It would seem, however, that this conclusion is too neat, and the innovation 

may serve interests which are quite the converse of moving the consciousness 

in an evolutionary forward motion. Innovation is, of course, subversive of the 

vision of its day, but that subversion may be reactionary rather than radical. 

("The Poetics ofE.D." 145). 

Giindogan says that Dickinson was aware of the power structures between the sexes that 

adjusted her life and, as a result, the structure of her poems. According to Cynthia Hogue, the 

Victorian middle-class white woman was "by the 1840s of Emily Dickinson's youth, the 

symbol and personification of male bourgeois hegemony. To fulfill their symbolic function, 

girls of this class were socialized into an ambivalence that directly affected their relationship 
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to language, to speech, and to the grammar and rhetoric of self-representation" (Scheming 

Women 32). According to Gtindogan, Dickinson's "Much Madness is Divinest Sense" is 

important in terms of public and private discussion in the nineteenth century: 

Much Madness is divinest Sense

To a discerning Eye-

Much Sense - the starkest Madness -

'Tis the Majority 

In this, as All, prevail -

Assent - and you are sane -

Demur- you're straightway dangerous

And handled with a Chain -

(P. 435)7 

Gtindogan says that, in this poem Dickinson criticizes the male-dominated social structures 

that oblige a feminine identity on women. The speaker uses "you" in the poem, which is a 

symbol of all women. Gtindogan claims that the character says if women do not accept the 

prevailing social role that society anticipates for them, they are considered insane by the 

majority, which mostly consists of men. On the contrary, women who accept the established 

social roles are "sane". When a woman rejects this socially constructed role and dares to write 

and become an artistic individual - not a nurturing mother and wife only - she needs to be 

"handled with a Chain." 

During the nineteenth century, other women poets appeared; however, they left no 

distinct effect. Giindogan gives the example of Mary Tighe, saying that her writings were 

7 All quotations from Dickinson's Poems and Letters ha:ve been reprinted from the Johnson editions. 
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composed of moral writings for children. Felicia Hemans, on the other hand, became 

remarkable for the feminine qualities of her writing. What is more, Hemans' poetry was 

regarded as an embodiment of the woman herself, represented as "essentially womanly-

fervent, trustful, unquestioning" (Jump 141 ). 

As it is stated by GUndogan, Elizabeth Barrett Browning believed that there were no 

literary models in terms of literature for women poets: "England has had many learned 

women ... and yet where are the poetesses? ... I look everywhere for grandmothers and see 

none" (Kenyon 230-232). Pykett states that Aurora Leigh, an epic poem by Barrett Browning, 

epitomizes "the making of the woman poet" (169). According to Pykett, the main subject of 

the poem is "self-consciously modem; it turns its fierce and frank gaze on the issues of female 

self-realization and self-definition, the material and psychological predicament of he woman 

with an artistic vocation, the sexual politics and economics of marriage, the fallen woman as 

victim, the plight of the working class. But, above all, Aurora Leigh is a poem about the 

growth ofthe female poet's mind" (171 ). 

The Victorian narrative and concepts were questioned and challenged towards the end 

of the era. Giindogan asserts that women writers of the era altered the cultural representations 

of their own sex and demonstrated a challenge against the norms of male-centered literary 

tradition. What is more, there emerged the New Woman8 novel. In "Out of the Attic: Women 

and Writing at the Fin de Siecle", Viv Gardner states: 

"feminine" novels of the mid-20th century were gradually superceded by the 

"feminist" realist novels ofthe late 1880s and 1890s.Women began to explore 

women's experience and expose patriarchal issues directly. A new realistic genre 

emerged where women-and men-spoke about the troubled relationship between 

8 New Woman was a feminist idea that emerged during late 19th century. The 1890s witnessed the emergence of 
New Woman novel. A New Woman struggles against the retsrictions determined by male-dominated society. 
New Women and the new women idea was quite active during the Suffragette movement. 
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women and men, about the problematics of marriage from a woman's point of 

view, about sexual experience and sexual rights, about motherhood. (186). 

What the New Woman ideal and fiction focused on was female liberation and independence. 

The New Woman did not represent the idea of the "angel in the house"9 any more. The epoch 

between 1880 and 191 0 laid the foundations of significant changes in women's 

representations, and drew attention toward the important matter of women and writing. The 

era welcomed women writers and offered opportunities to them. Middle-class women entered 

the public sphere leaving behind their private areas, which were their only places in the 

Victorian period. Thus, occupying more space in the male world, women started questioning 

their established gender roles. However, authenticity and originality in women's writings 

were not recognized by male authorities because women's writing was not connected to male 

writing. Ostriker in her Stealing the Language says: "The woman poet who writes 

problematically on religious, political, or social issues is irrelevant, sententious, or silly. The 

feminist poet is strident. The emotionally intense poet is neurotic. Above all, the poet who 

attempts to explore female experience is dismissed as self-absorbed, private, escapist and non 

universal" (6). 

In the twentieth century, Kathleen Fraser and Alicia Ostriker are among important 

women writers who use different and new writing strategies in order to establish a women's 

literary tradition. Fraser's poetry and prose writings represent the theoretical, historical, and 

literary questions she puts forth in her essays. Taylor says, "Fraser's efforts clarify the often 

subversive characteristics of her female precursors' linguistic innovations while also 

dismantling a patriarchal tradition that has 'written' woman and assumed a model of male 

creativity excluding women writers from serious considerations" (339). Kathleen Fraser's 

works examine relationships between language, form, and authority, as well. Fraser believes 

9 the term "angel in the house" flourished in the 191
h century claiming that women should stay at home, do the 

regular house chores and be obedient, all of which exclude them from public sphere. 
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that there are structures expressing the feminine experience. As Kinnahan puts it, "When we 

read [Fraser] , we read back through an entire tradition, marginalized by literary history. We 

also read the dismantling of a patriarchal tradition that has 'written' woman and whose 

assumptions of male creativity have disqualified women writers and their editorial input from 

serious consideration" (187). In Feminist Poetics, Fraser explains poetry writing as an 

opportune moment. Thus, a woman writer "can resist making a commodity and can push 

against or extend the formal directives of literature shaped by a poetics largely developed out 

of the experiences and pleasure principles of men writing" (7). 

Fraser's next poetry book, New Shoes (1978), reflects significant changes. Giindogan 

says that this collection shows her growing interest in feminist exploration; the poems 

represent a female self-authorization by reconstructing preconceived texts which portray 

women. Fraser aims to disassemble the male-centered myths that women have accepted as 

truth and to release a "flood" of women's language (New Shoes 37). In Feminist Poetics, 

Fraser says: 

The limits of language present us, continuously, with the limits of what we 

might know about ourselves. The woman poet should be able to face her text as 

a speculative journey, a process of writing in which she does not know what 

the limits will be ahead of time. Poetry is the place where she can resist making 

a commodity and can push against or extend the fonnal directives of a 

literature shaped by a poetics largely developed out of the experiences and 

pleasure principles of men writing. (7) 

Alicia Suskin Osrtriker, is another important figure of twentieth century women 

writing. Ostriker points out that modernist women writers talk about more personal 
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experience and their bodies, whereas "the great male modems concern themselves with the 

decline of western values, the death of God, man's alienation from nature ... A corollary 

difference is that women write personally, whereas the reigning doctrine of modernism 

became impersonality: Yeats' 'all that is merely personal soon rots,' or the ' extinction of 

personality' called for by Eliot" (Stealing the Language 46-47). In the past, women writers 

avoided writing about their femininity, body, and sexuality as they were constrained in their 

constructed roles, use of language, and abilities. According to Ostriker, in the 1960s and 70s, 

American women poets started writing 

about their bodies with decreasing embarrassment and increasing enthusiasm. 

They write about the sensations of making love ... about eating and sitting on 

the toilet ... about their faces and hands, their arms, their breasts, their wombs, 

their menstrual periods . .. They write about giving birth, giving suck, growing 

old. Poems about abortion, poems about breast surgery, poems about rape, 

have become part of women's poetic repertoire. In sum, whether or not they 

deal directly with the self, or with sexuality as such, contemporary women 

poets employ anatomical imagery both more frequently and more intimately 

than male poets. Their female audiences enjoy this. Male readers, and indeed 

conservative critics of any stripe, tend to be made uncomfortable by women's 

body imagery, to feel that it is inartistic, and to take it as evidence of the 

writer's shallowness, narcissism, and unseemly aggressiveness. 

(Stealing the Language 92). 

Ostriker shares her personal experiences in a series of poems in the fourth part of The Crack 

in Everything called "The Mastectomy Poems". The poet tells her readers the experience of 
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breast cancer starting from the shocking news in "The Bridge" which starts with "You never 

think it will happen to you I What happens every day to other women". Gtindogan says that 

the poet then continues her poems, including a decision that needs to be made, her stay at the 

hospital, and then finally her healing and return to her everyday life. Gtindogan says that 

through these poems Ostriker brings an outlet to millions of women who had the same 

experiences and want to vocalize them. Below is the description other operation: 

I was doing that, and I was saving 

The goodness of it for some crucial need, 

The way a woman 

Undoes her dress to feed 

A stranger, at the end of The Grapes of Wrath, 

A book my mother read me when I was 

Spotty with measles, years before 

The breast was born, but I remembered it. 

How funny I thought goodness would protect it. 

Jug of star fluid, breakable cup-

Someone shoveled your good and bad crumbs 

Together into a plastic container 

Like wet sand at the beach, 

For breast tissue is like silicon. 

And I imagined inland orange groves, 

Each tree standing afire with solid citrus 

Lanterns against the gleaming green, 

Ready to be harvested and eaten. 
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Ostriker refuses to be a victim or overemotional. Another cancer survivor calls her and 

assures her that she is still the woman she used to be. After this reassuring advice and shared 

experience, the poet becomes more confident of herself as a woman. 

You're the same person 

After a mastectomy as before. An idea 

That had never occurred to me. 

You have a job you like? You have poems to write? 

Your marriage is okay? It will stay that way. 

The wrinkles are worse. I hate looking in the mirror. 

But a missing breast, well, you get used to it. 

Ostriker's poetry clearly presents her natural approach to language; in her poems she shares 

her deepest and most personal experiences as a woman. According to Ostriker, women's 

writing should reflect exactly what women are with a transparent language that demonstrates 

women's experiences and reality. 



CHAPTER II. Act of Revision and Rewriting 

2.1 Why Rewriting? 
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"I am all for putting new wine in old 

bottles, especially is the pressure of the new one 

makes the old bottles explode " 

Angela Carter 

"Notes from the Front Line" 

Rewriting and rev1smg old canonical texts (myths, epics) has been a continuing 

tradition in literature-especially in women's writings. Both female and male writers revised 

and recreated different texts in different epochs. In The Disobedient Writer Women and 

Narrative Tradition, Nancy Walker sauggests that "the practice of appropriating existing 

stories in one's own work-borrowing, revising, recontextualizing-has a long and 

distinguished history that includes such unquestionably major works as Milton's Paradise 

Lost and the plays of Shakespeare" (1 ). The act of rewriting is still an ongoing and a widely

used narrative technique. Ufuk Sepet<;i Gundogan in her "Innovation and The Woman Writer: 

Creating a Feminist Poetics in Contemporary Women's Poetry" asserts that rewriting aims to 

adapt a text and relate it to the cultural and social context and tradition and it provides another 

vantage point that makes the narrative more sufficient for the writer's intents. 

Because of being ignored and rejected, both from public and literary domains, women 

writers, for centuries, aimed to be a part of the literary tradition. Women's desire to vocalize 

the silent and muted women in both texts and private areas resulted in creating a literature of 

their own. On the other hand, male writers' revisionary works were written with a literary 

tradition, which they established. Through revision, male writers were not in search of 

establishing literatures of their own as they already belonged to literary tradition. For instance, 

Percy Bysshe Shelley, one of the major English Romantic poets, is among the male writers 
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who used revision. His rewritten work Prometheus Unbound is a modification of the 

Prometheus myth. The characters in Prometheus Unbound originate in Greek mythology. 

Although Shelly is stimulated by the primary Greek version of these characters, he puts them 

into a different context and form so that they can serve revisionary intentions. Women writers, 

on the other hand, have always been in an effort and struggle to rewrite these mythic texts or 

epic poetries from their own points of view. Because they are represented through 

stereotypical roles such as being housewives, scapegoats, angel in the house, mothers, objects, 

war prizes. Nancy Walker claims that "women writers have frequently revealed in their work 

an awareness of working against instead of inside cultural heritage" ( 6). 

In different milieus, women writers have had an inclination to rewrite and revise the 

old canonical texts, which, according to Walker, a trend that has become "an integral part of 

writing as a woman in the Anglo-American tradition" (11). In all different genres such as 

poetry, short stories, epic, mythology and prose fiction, women writers have aimed to affirm 

and authorize themselves as writers along with male writers. Walker also asserts that 

"Narratives are essential to our sense of place in a human continuum, and one of the strategies 

that women have employed to mark out their own places is to challenge the authority of 

existing narrative by telling them anew out of their own necessities. The result is a body of 

literature ... that is characterized by wit, irreverence, and freshness of vision" (11 ). In their 

writings, women writers aim to bring a female perspective trying to narrate the subject matters 

from a female vantage point. For instance, Anne Bradstreet's well known seventeenth century 

The Prologue questions if a needle or a pen is suitable for her: 

To sing of wars, of captains, and of kings, 

Of cities founded, commonwealths begun, 

For my mean pen are too superior things: 



Or how they all or each their dates have run, 

Let poets and historians set these forth; 

My obscure lines shall not so dim their worth. 

I am obnoxious to each carping tongue 

Who says my hand a needle better fits; 

A poet's pen all scorn I should thus wrong, 

For such despite they cast on female wits; 

If what I do prove well, it won't advance, 

They'll say it's stolen, or else it was by chance. 
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In her poem, Bradstreet criticizes the idea that poetry and creativity are men's specialty. Even 

though she wants to write, she is not allowed because she has to stay at home and cook, sew 

and clean. As well as Bradstreet who discusses public and private sphere, Caroline Kirkland's 

novel A New Home-Who'll Follow? retells the story of settling the American wilderness from 

a domestic perspective. Canadian author Margaret Atwood's The Handmaid's Tale revises the 

Hawthorne's The Scarlet Letter, "a kind of disobedience, one that questions the singularity 

and ownership of certain themes, plots, tropes, and narrative strategies," says Walker,who 

continues, "Such revisions are a way not only of subverting the traditional texts, but also of 

laying claim to it, entering into dialogue with it on an equal plane" (5). 

By revising and rewriting, women writers aim to find their voice and authority in the 

literary domain. Nancy Walker states that "it is precisely the issue of authority that 

distinguishes the revisionary strategies" of women writers from all other forms of revisions 

"in which an author borrows the plot of a familiar work to use as the framework for his or her 

own" (7). Walker later asserts that "revisionary, 'disobedient' narratives ... expose or upset 
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the paradigms of authority inherent in the texts they appropriate" (7). With their revised and 

rewritten works, women writers revolt against the ancient literary representations of women in 

which they are silenced and functionally nonexistent. As a result, women create their own 

recreated interpretations of canonical texts with their own narrative strategies. For example, 

Carol Ann Duffy is a preeminent example of twentieth century revisionist women writers. In 

her poetry collection The World's Wife (1999), she turns upside down the old canons and 

myths by demonstrating the other side of well-known canonical stories, whether they are 

about mythic, historic, or fictive female characters. Little Red Cap, Thetis, Queen Herod, Mrs. 

Midas, Mrs. Aesop, Mrs. Darwin, Mrs. Faust and Medusa are among her female characters. 

Duffy's female narrators retell male-constructed myths and historical events by using a 

subversive language. In "Writing as Re-vision," Diane Wallace claims that Duffy's use of 

dramatic monologue presents "a variety of voices from Mrs. Aesop's acerbic assessment of 

her spouse ... to Mrs Lazarus's horror at the return of her husband from the grave" (249). In 

her poem "Medusa", the female character presents a revised story behind the Medusa myth 

and retells why Medusa turns into a monster. What strikes the reader in "Medusa" is Medusa 

herself. She is different from the Medusa we know; she is rewritten form a different angle. If 

we remember the traditional Medusa myth, Medusa is a Gorgon, who is horrific and 

disastrous. Medusa has a horrific appearance with snakes in her head; thus, she represents 

danger for men. Moreover, she turns men into stone, as she is cursed not to see handsome 

men anymore. This makes her a powerful but a dangerous woman who uses her power to 

destroy male characters. On the contrary, Duffy approaches Medusa's story from a different 

point of view. The change in Duffy's Medusa can be clearly seen in the second stanza: 

My bride's breath soured, stank 

in the grey bags of my lungs. 

I'm foul mouthed now, foul tongued, 



yellow fanged. 

There are bullet tears in my eyes. 

Are you terrified? 

(40). 
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Here, different from the original Medusa myth, we have a sorrowful and broken

hearted Medusa who speaks on behalf of herself. She addresses us from her private space 

where she remains powerless but emotional because of her gender. She tells us how she is 

trapped by Perseus in her private area. Medusa in Duffy's poem represents a domestic woman 

who is associated with emotions. That is why she puts her sorrow into words when she is 

betrayed by Perseus: 

It's you I love, 

perfect man, Greek God, my own 

(40). 

Remaining powerless and lonely in her home, she expresses her sorrow and concerns 

related to Perseus and wanderers. Duffy shows how Medusa is domesticated, trapped, and 

betrayed by man who is associated with the life outside the borders of her home. "I know 

you'll go, betray me, stray from home" (Duffy 40) says Medusa and she is aware of the 

distinction between her own space and her man's world. She is the woman who is desperate, 

and Perseus is the man who does not care much about her. In this poem, man is the unfaithful 

and wanderer; he is in the public sphere. Medusa is aware of how her man has sexual affairs 

with other women outside the home. That is why when he kisses her, his "breath soured, 

stank" (Duffy 40) and she is "foul mouthed now, foul tongued" (Duffy 40). His mobility and 

infidelity make her a desperate domestic woman. "are you terrified?" ( 40), asks Medusa to the 

people. The Medusa myth creates the irony here because she represents the fallen and 
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desperate woman, and the readers are supposed to be terrified because of Medusa's miserable 

position, not due to her horrible look, as in the original myth. She is betrayed, she is left at 

home, her heart is broken, and she is not happy in her private area. Even if she tries to do 

something good or positive, this is impossible for her: 

I glanced at a buzzing bee, 

a dull grey pebble fell 

to the ground. 

I glanced at a singing bird, 

a handful of dusty gravel 

spattered down 

(40). 

As a woman, Medusa is condemned to live an unproductive life 10
• That is what she protests; 

she is not allowed to do anything rather than waiting at home: 

I looked at a ginger cat, 

a housebrick 

shattered to a bowl of milk. 

I looked at a snuffling pig, 

a boulder rolled 

in a heap of shit. 

(40) 

The word choices-"cat, house brick, pig, bowl of milk"-represent the domestic life in readers' 

minds. The poem explores the inequality between Medusa and Perseus. Different from the 

Medusa myth in which she is represented as a monster, Duffy by recreating the story 

introduces us with "female knowledge of female experience" (Ostriker 14). And that is what 

10 Medusa is cursed by Athena because she and Poseidon lay together in Athena's temple. Thus, furious Athena 
transforms Medusa into a monster by turning her hairs into snakes. 
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revisionist writers do; "rethinking the canon, aiming at the rediscovery of texts written by 

women" (Barry 134). Because these texts are the amendment of the male-oriented texts. By 

reanalyzing Medusa myth in terms of the division of public and private areas, Duffy subverts 

the representation of women in classical mythology. In terms of public-private divisions, the 

last stanza is important: 

And here you come 

with a shield for a heart 

and a sword for a tongue 

(41). 

The shield and sword represent military prowess, battlefield and glorious deeds, in other 

words, public area. This division between fighting hero and waiting woman leads to Medusa's 

insanity, because she is trapped at home. The poem starts with: 

A suspicion, a doubt, a jealousy 

grew in my mind, 

which turned the hairs on my head to filthy snakes 

(40). 

Medusa protests not only Perseus but also the male-identified society and as a woman she 

wants to go one step further, she wants to enter the public area. There is no private area left 

for her, as men are everywhere. Thus, going one step further or entering the public sphere is 

her "pivotal moment" because Medusa comes out of her shell (Steinberg 29). 
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These rewritings of myths says Ostriker "are retrieved images of what women have 

collectively and historically suffered; in some cases they are instructions for survival" (14). 

This poem represents how this historical suffering, which is a result of separation of areas, 

creates hatred or revenge in characters. By giving Medusa a voice and altering her narrative, 

Duffy does not represent her as the "other" anymore, but makes her the subject of her own 

' text. Duffy gives voice to another mythical woman character Thetis who is Achilleus' mother 

and a sea nymph. In "Thetis", Duffy criticizes the polarization of public-private spheres, and 

retells the story. 

Thetis 

I shrank myself 

To the size of a bird in the hand of a man. 

Sweet, sweet, was the small song 

That I sang, 

Till I felt the squeeze of his fist. 

Then I did this: 

Shouldered the cross of an albatross 

Up the hill of the sky. 

Why? To follow a ship. 

But I felt my wings 

clipped by the squint of a crossbow's eye. 

So I shopped for a suitable shape. 

Size 8. Snake. 



Big mistake. 

Coiled in my charmer's lap, 

I felt the grasp of his strangler's clasp 

at my nape. 

then my tongue was flame 

and my kisses burned, 

but the groom wore asbestos. 

So I changed, I learned, 

Turned inside out-or that's 

How it felt when the child burst out. (5-6). 
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We learn that Thetis is being imprisoned in a man's hand. Thetis is represented as a puppet in 

man's hand; she has no identity, no voice, no power to control, no right to do anything, 

because she is "a bird in the hand of a man"; she is the controlled one, she is the trapped one, 

she is the oppressed one. She lives in a closed book and does not have any idea about what is 

going on outside of her private area. She is not allowed to go one step further, since she has 

no freedom even in her private space. Her privacy is occupied by her lover. Thetis's lover 

controls both the public sphere and Thetis's private sphere. Thetis creates her private space in 

her own mind, because this is the only way to escape from the patriarchy. "By associating 

woman with submission and man with control, the ideology of separate spheres extended the 

dominance of the male over the female, in both the public and the private spheres," says 

Eisenstein (4). When she feels "the squeeze of his fist" (Duffy 5), she starts creating her own 

mental privacy because she knows that there is no room for her in public and no freedom even 

in her own privacy. That is why she adopts disguises like animals in nature. 
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Thetis identifies herself with nature, as women have been identified with nature 

throughout history. In the poem, Duffy not only satirizes the public-private areas but also the 

culture-nature debate. The man, in whose hand Thetis becomes a bird, is associated with 

culture; in the poem men (culture) have power over nature (women-Thetis). As Ortner states 

in "Is Female to Male as Nature Is to Culture", "Women are being identified or symbolically 

associated with nature, as opposed to men, who are identified with culture" (739). Men have 

destructive forces; there is a "guy in the grass with a gun", "a fisherman with his line and his 

sinker" or "a taxidermist sharpened his knife" (Duffy 6). Men with their culture and 

knowledge damage Thetis, who is associated with nature. Gun, hook, sinker, knife are more 

powerful than albatross, fish, mermaid or rat. Ostriker asserts that the attitude of this voice 

toward Nature ("matter") and toward woman is the same. It conceptualizes both as essentially, 

ideally, and properly inferior, passive, intended for man's use, yet at the same time potentially 

dangerous, threatening, wild and evil, requiring to be tamed by force" (23 ). Whenever Thetis 

wants to change her position in society, whenever she wants to enter the public space, 

whenever she wants to reach knowledge and culture, she is prevented by men; she is not 

allowed to enter the man's domains. She disguises herself as an albatross, a snake, a lion, and 

a mermaid in her mind. She tries to find the right shape-right statue-right voice in the society 

for herself. Her disguises represent the experiences she wants to live, but whatever she does, 

her dreams and her privacy are destroyed by male dominance. She is aware that men not only 

take the possession of public space so her disguise can be interpreted as her escape from male 

dominated society and her attempt to create a room for herself in the society. In Writing 

Beyond the Ending, DuPlessis states that "a change of point of view reveals the implicit 

politics of narrative: the choice of the teller or the perspective will alter its core 

assumptions and one's sense of the tale" (I 09). DuPlessis further points out that "[b ]y 

putting the female eye, ego, and voice at the center of the tale, displacement asks the 



kind of questions that certain feminist historians have, in parallel ways, put forth: How 

do events, selves, and grids for understanding look when viewed by a female subject 

evaluated in ways she chooses?" (1 09). 
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Through the act of revising, woman writers subvert male-dominated literary tradition 

and texts. Establishing their own poetic style and presenting female perspectives, which have 

been ignored, are among the goals of women writers. Women writers revisit myths and epics 

and use these stories for their personal and social liberations. As Giindogan claims, in their 

rewritings of mythical stories, women writers not only revise the socially construction of 

women's roles but also express women's past and present experiences. In Stealing the 

Language, Ostriker notes that there is a "very large body of poetry by American women ... in 

which the project of defining a female self has been a major endeavor ... What distinguishes 

these poets is ... a vigorous and varied invasion of the sanctuaries of existing language, the 

treasuries where our meanings for 'male' and 'female' are themselves preserved" (211). What 

mythic stories and canons created are established images and ideas about women. Women 

writers get involved with mythic revision as it became a primary project for them to write past 

and present female experience. Various terms are used to define this re-creation of mythic 

stories. In her essay "The Thieves of Language," Alicia Ostriker calls this approach 

"revisionist mythmaking" ( 11 ); the American critic Rachel Blau DuPlessis used the term 

"revisionary mythopoesis" in her ground-breaking work Writing Beyond the Ending (105); 

and the feminist poet and critic Adrienne Rich described it as "an act of survival" ("When We 

Dead Awaken" 1982). 

DuPlessis claims that "if a poet is writing about Eurydice or Calypso ... those stories' 

sequences are taken as absolutes. But, as noted earlier, the poet reveals the emotions of the 

female protagonist under these circumstances; different causes and different responses occur 

in precisely the same plot" (1 09-11 0). Women writers, who engage in rewriting and revising 



41 

opposed to the male-centered texts that quiet women. In Writing Beyond the Ending, 

DuPlessis describes myths as "literally canonical, sacred texts on which are built man's 

highest and perhaps most redeeming ideals [which] have constituted ideologies surrounding 

and defining women as evil, duplicitous, closer to nature, disallowed from speech, thought, or 

debate" (106-107). While rewriting old canons and altering the stereotypical roles of women, 

DuPlessis claims that "women poets invent revisionary myths in the attempt to forge an 

anticolonial mythopoesis, an attack on cultural hegemony as it is, which necessarily has 

included a vision of gender" (1 07). 

The act of rewriting canonical texts such as myths and epics thus has become a serious 

criticism of male-dominated culture and its values. Ostriker claims that "revisionist 

mythmaking in women's poetry is a means of redefining both woman and culture" (Stealing 

the Language 211). In DuPlessis' view, two ways exist of revising mythic stories: 

a displacement of attention to the other side of the story, or a delegitimation of 

the known tale, a critique even unto sequences and priorities of narrative. 

Narrative displacement is like breaking the sentence, because it offers the 

possibility of speech to the female in the case, giving voice to the muted. 

Narrative delegitimation breaks the sequence; a realignment that puts the last 

first and the first last always ruptured conventional morality, politics, and 

narrative. (1 08) 

Women writers who use the (mythic) female characters as their narrators include H.D., Louise 

Bogan, May Sarton, Sylvia Plath, Eleanor Wilner, Margaret Atwood, Eudora Welty, Carol 

Ann Duffy, among many others. Silent and passive (mythic) female characters are vocalized, 

in contrast to their presentations in canonical texts. They are given identities and they become 
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the heroines of their own stories. DuPlessis claims that "with displacement, the other side 

seems the only right side, and the poet claims to have found the nugget of absolute truth at the 

far-away bottom of the fiction" (1 08). The untold and unheard sides of female characters 

bring both a revisionary representation and reading of silent women. As DuPlessis notes, "The 

contention of authenticity or truth finally unburied helps give power to the retold tale and 

authority to the teller, both necessary for confronting the cultural weight of Western 

civilization" ( 1 08). 

As well as creating a revisionary literary tradition, women writers also attempt to 

change their established and stereotypical roles and representations in literature, roles which 

are generally based on myths and epic poems. Ostriker invites women writers to revise these 

canonical texts and encourages them to steal the language to rewrite male-constructed texts. 

Carla Kaplan further comments on this issue in her essay "Women's Writing and Feminist 

Strategy" and underlines how an important number of feminist critics "investigate how 

women's writing refuses silence and develops strategies of cultural resistance, producing (or 

failing to produce) effectively liberating and critical texts" (340). French and American 

feminists suggest ways to force polarized spheres (private-public spheres) and power 

structures and to establish a literature that genuinely expresses women's experience. Helene 

Cixous, in "The Laugh of the Medusa," for instance, proclaims that she 

shall speak about women's writing: about what it will do. Woman must write 

her self: must write about women and bring women to writing, from which 

they have been driven away as violently as from their bodies - for the same 

reasons, by the same law, with the same fatal goal. Woman must put herself 

into the text- as into the world and into history- by her own movement. (337) 
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Revisionary narrative, or as Nancy Walker calls it "disobedient narratives," explore "the 

paradigms of authority inherent in the texts they appropriate" (7). For example, Kay Pilzer 

points out that Jane Smiley's A Thousand Acres (1991) recomposes Shakespeare's King Lear 

to foreground the female characters and to give them narrative authority. Thus, it aims to 

explore and query the patriarchal patterns that Shakespeare and his contemporaries put forth. 

Through revising, women writers and critics have found a path to criticize the gender 

dichotomy, the separation of public and private areas, and the relation between gender and 

artistic creation. Elaine Showalter used the term "gynocritics" to describe the trend in feminist 

criticism that focuses on "women as writers ... its subjects are the history, styles, themes, 

genres and structures of writing by women; the psychodynamics of female creativity; the 

trajectory of the individual or collective female career; and the evolution or laws of a female 

literary tradition" (Feminist Criticism 14-15). The male authority in the dominant tradition 

oppressed female identity and deemed women's work insignificant. In their effort to liberate 

themselves from this oppression, contemporary women writers bring women's voice and 

experience into literature, establishing a female literary tradition. Their difference results from 

their newly found narrative strategies that comprise "the female difference. 

2.2 Alicia Ostriker: Introducing the Term "Re-Vision" into Literature 

"revisionist mythmaking in women's poetry may offer us 

one significant means of redefining ourselves and 

consequently our culture" 

(Ostriker 11) 

In her "When We Dead Awaken: Writing as Re-Vision", Adrienne Rich asserts that 

"Re-vision-the act of looking back, of seeing with fresh eyes, of entering an old text from a 

new critical direction-is for women more than a chapter in cultural history: it is an act of 
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survival" (1982). Here, Rich talks about the act of reading, the need for women to poeticize 

themselves totally in "the assumptions in which we are drenched" (1982). Bringing a 

revisionary look into previously written texts was her idea, as she is concerned with 

awakening and self-knowledge. This awakening aims to break the male-dominated literary 

tradition, which prevents women from writing. Even in her "Diving into the Wreck," Rich 

touches upon this issue by writing of "the books of myths I in which/ our names do not 

appear" (1962). In today's terminology, this awakening is a step for women to move forward 

from the private sphere to the public sphere. 

Throughout the twentieth century, women writers and theoreticians have analyzed the 

relationship between gender and the spheres. Jean Halgren Kilde asserts that separate spheres 

defining the gender roles of men and women and this polarization of spheres led to the myth 

of "true womanhood". Thus, polarization of spheres has conceptualized and idealized the 

male as public and the female as private, which resulted in binary oppositions between men 

and women. The legitimization of the public and private spheres in cultures, in this fashion, 

became a tool for patriarchal societies to attenuate women's power. Thus, Rich's essay aims 

"not to pass on a tradition but to break its hold over us" (1982). In her essay, Rich tries to 

break down the polarization of spheres. She wants to find an answer to how power structures 

function through this relationship and how the public sphere unauthorizes women to have a 

language on their own. However, what Rich especially wants to explain in her essay is that to 

be trapped in private sphere authorizes women, who are deprived of language, to demand a 

language of their own, a language that can be claimed by revisiting and rewriting old epics or 

stories. 

Over a decade later, Rich's about re-visioning or recycling the writings of the past 

were adopted by Alicia Ostriker, who first delineated the term "revisionist 

mythmaking"(Ostriker 11 ). Ostriker claims that myths are used and construed in a different 
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way by women writers whom she calls "The Thieves of Language" ( 1 ). Ostriker argues that 

female writers are "female Prometheuses" ( 1 0) because they steal the language of male 

tradition. The language they steal is identical with that of male writers who are in control of 

education, knowledge, and power in the public sphere. When a female writer revisits a story 

written by a male writer and accepted by a culture, she encodes it. For Adrienne Rich this 

encoding means "re-naming" (43), because for Rich, "nothing can be too sacred for the 

imagination to tum into its opposite or to call experimentally by another name. For writing is 

re-naming" (43). 

In other words, women writers bring "female knowledge of female experience" into 

their texts, says Ostriker (14 ). That encoding means deconstructing the previous myths and 

stories and constructing alternative perspectives, voices, and endings in a male-dominated 

society and literature. By rewriting previously written stories and myths, women writers 

create new texts and new stories, which put women into the center, instead of excluding them. 

Ostriker formulates her own vision of a women's literary tradition in her attempt to enrich 

literature. In her essay "Re-vision and Revelation: Forms of Spiritual Power in Women's 

Writing," Heather Walton focuses on contemporary feminist readings of women's literature. 

According to Walton, the work of Alicia Ostriker "presents women's writing as a site in 

which female authors actively subvert male tradition in which they might confidently locate 

their own spiritual development and contribute to the creation of new spiritual forms" (89). In 

Stealing the Language, Ostriker invokes a crucial need to subvert the dominant tradition in 

which women are imprisoned. Ostriker argues that the "truths" which are demanded to be 

universally accepted are constructed by males, and thus men categorize women writers as 

subordinate and incapable of creating good literature. Ostriker rejects the notion that true 

poetry has no gender: 
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the belief that true poetry is genderless - which is a disguised form of believing 

that true poetry is masculine - means that we have not learned to see women 

poets generically, to recognize the tradition they belong to, or to discuss either 

the limitations or the strengths of that tradition. It also means that individual 

women writers are read askew. Without a sense of the multiple and complex 

patterns of thought, feeling, verbal resonance, and even vocabulary shared by 

women writers, we cannot read any woman adequately. (STL 9) 

Gtindogan claims that women writers have been considered not as capable as male 

writers since literature is a male province. Ostriker gives a synopsis of stereotypical ideas 

about women writers: "the woman poet who writes problematically on religious, political, or 

social issues is irrelevant, sententious, or silly. The feminist poet is strident. The emotionally 

intense poet is neurotic. Above all, the poet who attempts to explore female experience is 

dismissed as self-absorbed, private, escapist, nonuniversal" (6). Ostriker also claims that 

women writers need to "steal the language" whose have been denied and create a women's 

literary tradition through subversion and innovation. 

Ostriker is influenced by gynocriticism and leading works of such feminist writers as 

Elaine Showalter, Sandra Gilbert and Susan Gubar, and Adrienne Rich. Ostriker establishes 

her own vision of women's writing which has a historical tradition. According to Ostriker, 

women writers have the literary ability to look back at the dominant literary tradition to 

examine it, as Adrienne Rich says, "know it differently ... to break its hold over us"' ("When 

We Dead Awaken" 1982). In order to break this hold of dominant tradition over women 

writers, Ostriker calls for a "rewriting" which changes the established images of women in 

literature. As Ostriker puts it, "We have a shared and canonized literary heritage written 

overwhelmingly by men, in which woman appears primarily as virgin or whore, angel or 
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vixen, love object, temptress, or muse" (15). Nevertheless, she also points out that "we also 

have a long line of uncanonized poetic ancestresses who have contrived to articulate, often in 

highly coded form, images of woman - and of reality - which are in crucial respects quite 

different from men's" (15). 

In her practice of "revisionist mythmaking," Ostriker puts old stories in new settings, 

such as placing mythical figures in the twentieth-century world. Ostriker argues that 

the recognition that the faces in mythology may be our own faces which 

we 'must explore' to gain knowledge of myth's inner meanings and our 

own, has been crucial. As we approach our own time, women's 

mythological poems demonstrate increasing self-consciousness, 

increasing irony, and increasing awareness that the poet may not only 

say 'Sappho' or 'Ariadne' when the culture does not permit her to say 

'I' but may also deviate from or explicitly challenge the meanings 

attributed to mythic figures and tales. She may keep the name but 

change the game, and here is where revisionist mythology comes in. 

(Stealing the Language 215). 

In Writing Beyond the Ending, DuPlessis asserts that "[t]wentieth century women 

poets tum again and again to rewrite, reinterpret, or reenvision classical myths and other 

culturally resonant materials, such as biblical stories or folk tales. They are reformulations of 

a special kind of persistent narrative that is the repository of many dimensions of 

representation" (1 05). She further claims that "myths are considered the most universal, 

describing deep structures of human need and evincing the most cunning knowledge of 

'mankind.' Likewise, myths are held to offer exclusive narrative coverage, saying every vital 
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thing that could be imagined about a character or an event, providing a repertoire of causes 

and effects, stimuli and responses, that are not only paradigmatic but timeless" (1 06). Stealing 

the Language succeeded in showing the number of women poets and novelists who engaged 

in re-visioning older texts. In the writings of revisionist women writers: 

old stories are changed by female knowledge of female experience, so that they 

can no longer stand as foundations of collective male fantasy or as the pillars 

sustaining phallocentric 'high' culture. Instead, they are corrections; they are 

representations of what women find divine and demonic in themselves; they 

are retrieved images of what women have collectively and historically suffered; 

in some cases they are instructions for survival. (Ostriker 215). 

According to Heather Walton, "the work of re-visioning has provided Ostriker with the 

necessary energy to make her own spiritual journey." ("Re-vision and Revelation" 92-93). In 

A Woman Under the Surface: Poems and Prose Poems, Alicia Ostriker retells Penelope's 

story in the poem "Homecoming" ( 49-50): 

Homecoming 

We know that nothing 

It says is true, necessarily. When the man 

Returned, he was still attractive 

And strong, after a decade of war and a decade 

Of adventure, according to the story. 

The wife, Penelope, was a good lay 



Even as a young, slender girl, and 

Was now a better one, richer, riper. 

But he only found this out 

After passing tests. First his dog recognized him, 

Yap! Yap! then the stooped crone 

Who had nursed him, 

Then beautiful Penelope. He had to sneak 

In, past a hundred swaggering 

Male invaders. 

Sullen they were, and arrogant, as snakes. 

He frowned: rape artists. 

Cold was his anger, and incredibly 

Loosed was her burden of control at last. 

From rock, he became water, and 

In terror and tears, 

Kill the sonofabitches! Kill them! 

She said. And he did so, 

He and the boy together, in her honor, 

Or the story says so. 

49 

Ostriker reinterprets the story of Odysseus, his adventures and his wife Penelope's 

experiences. The speaker describes Odysseus' return after the Trojan War and his adventurous 
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journey. Gtindogan says that Ostriker underlines how the well-known story is nothing more 

than that-a story. Penelope becomes the speaker in the last two stanzas: 

A man is a fool who 

Questions his weeping wife too curiously 

(While the carcasses pile up) and a woman is a fool 

Who thinks this life 

Can ever offer safety 

My husband says that, and he happens to be 

The man who wrote the brutal but idealistic 

Iliad, while I am the woman who wrote 

The romantic, domestic Odyssey, filled 

With goddesses, mortal women, pigs, and homecoming. 

The last stanza shows the difference between female and male narratives. Giindogan says that 

men generally write about their glorious manly deeds, as well as their heroic adventures, 

whereas Penelope uses an ironic tone when she describes her work as "romantic" and 

"domestic". 

The term "revisionist mythmaking" not only contributed to Ostriker' s own works but 

also contributed to works of twentieth century women writers from diverse cultural 

backgrounds, as well. Women writers from diverse backgrounds revisited classical mythology 

to question the roles of the women. Women writers also turned back to canonical epics as well. 
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American Eudora Welty and Canadian Margaret Atwood are among these women writers 

who turned back to classical mythology, question the male-centered society and re-tell the 

story of women. 

Re-Constructing Circe Stories: The Subversion of The Odyssey 

Throughout the centuries, women characters in mythology are portrayed from the 

males' vantage points. Feminist critics points out that "Greco-Roman myths are masculine 

constructs whose narratives reflect, ontogenetically, only the male psyche" (Humm 22). By 

revising the old texts through the "female subject-narrator" (Diren<; 170), female gaze and 

voice, women writers create multiple stories in contrast to male-centered myths which have 

an impact on the female psyche. Thus, they radically try to break the conventions of male

dominant narration in which women are objectified and consistently positioned in the private 

sphere. In Women as Mythmakers, Estella Lauter asserts that contemporary women writers 

went back to culturally constructed myths and stories and revised these stories to explain 

women's needs. 

Having an important role both in mythology as a goddess of magic and in The Odyssey, 

Circe becomes an important female character for revisionist women writers such as Eudora 

Welty and Margaret Atwood. Both Welty and Atwood put Circe into the centre of their texts 

to subvert the male-centered texts. Welty's short story "Circe", which is one of the stories 

collected in The Bride of the Innisfallen (1955), and Atwood's "Circe/Mud Poems" in You 

Are Happy ( 197 4) are retellings of Circe's story in Odyssey. 

Circe in Welty's short story is the representation of the "phenomenal neatness of 

housekeeping" (Welty 531) who spends her time by doing daily household chores. At the 

beginning of the story, Circe was frustrated as Odysseus and his men "stumbled on her 
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polished floor, strewing sand, crowding on each other, sizing up the household for gifts" (531 ). 

The tempo ofher life is provided by daily housework such as cleaning and cooking, and Circe 

uses her power in her private (domestic) sphere like any other woman. She underlines that 

when she "shut the door on the sight and drew back into her privacy-deathless privacy that 

heals everything" (532). Welty does not make any changes in the sequence of events; 

however, through the original story or "the ghost text" she retells the same story from Circe's 

perspective (Direnc; 1 71 ). When women writers revisit a story, the original story remains 

active in the revised story. Thus, two different stories are blended together creating 

intertextuality. As a result of this intertextuality, different points of view appear, creating 

alternate endings and a multiplicity of narrations or voices of the original "ghost text" (Direnc; 

171 ). As Ostriker states, women writers bring "female knowledge of female experiences into 

the stories and histories in which familiar figures from male tradition emerge altered" (14), for 

"the poet simultaneously deconstructs a prior 'myth' or 'story' and constructs a new one 

which includes, instead of excluding, herself' (12). In ghost texts, Direnc; claims, Welty 

"presents the reader with a Circe whose gender is the shaping force of her life rather than her 

myth" (172). Circe's powerlessness and inadequacy are located in her gender. Thus, Welty 

discusses the separation of private and public areas in society. 

The language Welty uses also emphasizes the domestic area as owned by Circe. 

Welty's use of the "I" pronoun as a revisionist writer foregrounds Circe's story rather than 

Odysseus's heroism. Ann Romines notes that "By framing her story as a monologue in 

Circe's voice, Welty puts us inside the other story, that of the fixed woman" contrary to the 

heroic tale of Odysseus, who is "the prototypical wanderer" (256). Thus, Circe's experience 

as a woman counterpoints Homer's Odysseus and his story. Homer's Odyssey is the story of 

heroism whereas Circe's story is the monotonous narration of her domesticity. Even though 

she is a goddess, she is "tied to her island" (Welty 537) while Odysseus and his men are free 
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to stray from home, and the "menacing world" (Welty 536) is their world "to fight against on 

their way to glory" (Diren9 172). It is clear that women are associated with domesticity and 

daily chores whereas men are associated with wars, public and outer world. Diren9 claims, 

"The male and female voices in the texts juxtapose traditional male experiences of heroism to 

that of female experiences of domesticity; the discourse of housekeeping counters the 

discourse of heroic epic" (173). Welty demonstrates this polarization of spheres through 

Circe when she observes, "Ever since the morning time came and sat on the world, men have 

been on the run as fast as they can go" (Welty 535). On the other hand, she is "tied to [her] 

island" (537). She is left behind by Odysseus and she is pregnant with his child. Circe in her 

domestic area has to serve Odysseus and his men when they are in her home as her guests. 

Welty's Circe is given human qualities rather than being represented as a witch or a goddess, 

and she is also restricted by her gender. Circe is trapped in her home, her privacy and on her 

island: "she is as much trapped her island as any mortal woman is within the norms of a 

dominant male social order" says Diren9 (173). Consequently, Circe in Welty's short story is 

domesticated, imprisoned in her private sphere and repressed; she "embodies the strength and 

limits of traditional female culture" (Romines 257). Circe's unheard and subdued voice 

exposes the invisible female language and female text hidden in the public and manly story of 

Odysseus. 

Margaret Atwood also reinterprets Circe myths in the "Circe/Mud Poems" from the 

collection You Are Happy (1974). Atwood's Circe is destructive in terms of her use of 

language. Atwood's Circe is more powerful than Welty's. She addresses Odysseus personally: 

"you move within range of my words" (20 1 ). Circe in Atwood is not interested in witchcraft 

and house chores. She knows that language is the more destructive force, and she uses words 

to satirize Odysseus and male-dominated society. Here we have a rebellious Circe who is 

using language to protest and satirize Odysseus by mocking his manly deeds. Sharon Wilson 
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points out, "Atwood's Circe is a poet who can create new visions" (161). Rather than using 

her witchcraft to tum men into animals, she prefers mocking Odysseus by using powerful 

words: "There must be more for you to do," Circe says, "than permit yourself to be shoved by 

the wind from coast to coast to coast" (206). Here, words are more powerful than magic, as 

she is making fun of Odysseus's heroic wanderings and his aspiration. She continues by 

asking: 

Don't you get tired of killing ... ? 

Don't you get tired of wanting to live forever? 

Don't you get tired of saying Onward?" (206). 

Thus, she "deflates centuries of male heroism" (Diren<;: 1 7 4 ). Circe stories recreate the 

woman's odyssey by deconstructing Homer's text. From her private area, Circe attacks the 

public area in which men are associated with wandering, knowledge and freedom. For Circe, 

Odysseus does not represent anything in her island; he is just a tourist. Odysseus is "mocked 

by Circe for his rootlessness, his failure to take responsibility for the direction of his life" 

(Davey 1 07). Circe's use of language is important in terms of creating the feminist phase. 

Thus, Atwood's Circe uses words as magic to attack male-centered stories. 
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CHAPTER III. Women Writers and Rewriting Epic as a Female Genre 

3.1 Women and Epic 

Epic poetry, dealing with war and heroic deeds, is considered to be the most gender 

based of all literary genres because of both its subject matter and form so that epic and 

masculinity seem to be contiguous. In "Drawing the Lines-Gender, Peace and War: An 

Introduction," Sharon MacDonald asserts that "In the structural network of concepts which 

underlies the imagery of gender, peace and war, there is a collocation of 'femininity', 'peace', 

and 'passivity', which is opposed in a delicate balance to a set comprising 'masculinity', 

'war' and 'activity" (20-21). Johns-Putra claims that "not only is the epic a poem of the very 

public action of war, but war is the special province of men" (41). In subject matter, epic 

glorifies the heroic deeds of men while confirming the controlling moral, religious, and 

cultural values of the writer's community. In his essay "Muses with Pens," Bernard Schweizer 

asserts that "Formally, epic has long been considered the crowning achievement of 'timeless' 

poetic genius, the repository of sublime diction, and even the product of 'divine' inspiration

all attributes carrying connotations of masculinity" (1). What is more, throughout history, epic 

and epic canons have been defined by male writers from Aristotle to Horace, to Sidney, to 

Milton. Schweizer also posits that "the printing and circulation of epics have been controlled 

by male entrepreneurs and patriarchal authorities. All of these could be taken as an indication 

that women and epic are mutually exclusive terms" (1 ). 

Mikhail Bakhtin says that "the world of the epic is the national heroic past: it is a 

world ... of fathers and of founders of families" (13). Schweizer claims: "Swedenberg's 

Theory of the Epic in England, 1650-1800, is a veritable compendium of arguments 

cementing the masculine as the 'proper' gender of epic" (1 ). A widely used textbook, 

Literature and Gender, says: 
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Language creates "gender". It assumes that men are stronger and firmer, 

women lighter and weaker. Similar assumptions have influenced the use, or 

non-use, of certain GENRES (classifications) of poetry by women. The term 

EPIC, for instance, refers to very long poems describing violent action and to 

certain heroic and aesthetic values associated with epic poetry. Though 

scholars have seriously suggested that Homer was a woman, no famous 

Western epic is normally attributed to a female author. (Goodman 44). 

About the 'authorship' issue, Jeremy Downes, writes in The Female Homer: An Exploration 

of Women's Epic Poetry (20 1 0), "authorship is a notion that only gradually develops after the 

invention of writing, and our first named women poet -actually our first named poet of any 

gender -is closely associated with our first women' s epic, The Descent of Inanna. 11 The 

Sumerian The Descent of Inanna to the Underworld is dated between 1900 and 1600 BCE and 

is an early anonymous text. Downes claims that there are a few reasons to examine Inanna as 

a woman's epic: "the centrality of women's experience and women's identity formation to the 

text; the crucial role played by the romantic relation with Dumuzi; the importance of the 

female scribe in the The Descent of Inanna; and almost as significant, the way the story of 

Inanna resonates for contemporary women readers" (38). Women's writing epic starts with 

Hilda Doolittle (known as H.D). Her Helen in Egypt, an epic length poem, is an examination 

of male-centered epic poetry through the feminist perspective. Thus, H.D's epic length poem 

subverts the Iliad and the Helen of Troy myth and retells the whole story from Helen's 

perspective. The Woman's Epic by Turkish writer Ayla Kutlu is another epic written by a 

woman. Kutlu's epic retells the story of Gilgamesh from the harlot's gaze and subverts the 

11 "Enheduanna, daughter of sargon the Great (who ruled over Sumer and Akkad around 2300 BCE), wrote 
numerous hymns to the goddess of Inanna. Two of her hymns -hymns that she wrote for Inanna- are famous: 
The Exaltation of In anna and ln-nin sa-gur-ra. 
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male-centered epic. Kutlu's The Woman's Epic and H.D's Helen in Egypt can be considered 

as epics because they define "a pivotal moment in the history of a community, whether that 

community be a nation or a people or the whole of humanity" (Steinberg 29). Making the 

silent speak is the "pivotal moment" for Kutlu's and H.D's female characters (Steinberg 29). 

By giving voice to female characters, who were silent, muted, excluded and ignored both 

from battlefields, male centered society and epic tradition, H.D and Kutlu have liberated 

women. Their female characters are not muted, ignored or excluded from either society and 

public space but they are given voice to express themselves and their experiences, which is 

their "pivotal moments" (Steinberg 29). 

In her ground breaking "The Laugh of the Medusa", Helen Cixous claims that "woman 

must write her self: must write about women and bring women to writing, from which they 

have been driven away as violently as their bodies -for the same reasons, for the same law, 

with the same fatal goal.. .It is time to liberate the New Woman from the Old by coming to 

know her" (1). This new woman rebels against the male-centered tradition and male

constructed society, which mute, silent and ignored her. New woman is now expresses herself, 

her experiences, her desires, her success from her point of view. The New Woman does not 

need anybody to write and tell her story because she is the narrator of herself. She is liberated 

from the constraints of patriarchal society and this is her and all the women's pivotal moment. 

3.2 H.D: Re-Naming Helen of Troy 

let them sing Helena for a thousand years, 

let them name and re-name Helen. 

(H.D 109-110) 

If rewriting is renaming, American writer H.D (Hilda Doolittle) is a prominent 

example of 20th century revisionist writing. Her groundbreaking epic length poem Helen in 
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Egypt (1961) is the reformulation and subversion of Homeric epic The Iliad and of the Helen 

of Troy myth. Helen, seen as the scapegoat of the Trojan War by male-dominated society, is 

given a new identity, story and voice in H.D's work. As Susan Friedman puts it in her essay 

"Creating a Women's Mythology: H.D's Helen in Egypt", H.D's special contribution lies in 

the clarity with which she understood the need and process of transformation: the 

metamorphosis of woman as "other" to authentic selfhood (164). In H.D's poem, Helen is 

transformed into a new woman who is in search of a voice. H.D's epic is a good example of 

the metamorphoses of stereotypical women roles. The basic mission of H.D's epic is to 

explore how the Helen of Troy myth is created. As Rachel Connor states in HD and the 

Image, "In its continual return to the celebrated view of Helen on the ramparts, the poem 

exposes both the power of the scopic and the historical and cultural process through which the 

female body has been objectified" (71). H.D's poem represent Helen's endeavour to reclaim 

her identity. 

Helen in Egypt is divided into three parts, each of which takes place in different places. 

Part I, "Pallinode," focuses on Helen who is alone in Egypt. She believes that Amen (or Zeus) 

brought her there. Her loneliness is come to an end with the emergence of Achilleus, who is 

shipwrecked. When Achilleus remembers Helen, he says: 

What sort of enchantment is this? 

What art will you wield with a fagot? 

Are you Hecate? Are you a witch? (16) 

Later on Achilleus' hatred changes into love and he starts to question whether Helen was in 

Troy or in Egypt, whether she is guilty or innocent. Friedman says, "Helen treats Achilleus 

with great ambivalence because his questions destroy the peace of easy innocence" ( 169). She 
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also fears losing her identity because of his questions and his "charm or enchantment is ... so 

strong that she must fight for her identity, for Helena" (37). Achilleus then leaves Egypt and 

goes to island of Leuke. Thetis tells Helen to follow Achilleus; however, before going the 

island Helen must discover who she is. The Pallinode, which begins with a statement that 

Helen was never in Troy but in Egypt, ends by putting her into repressed memory of past. 

Part II, "Leuke", shows Helen with her memories. Her memories bring Paris to her 

and they together experience again the Trojan War. Paris tells her that she died when Troy fell. 

Then, Helen leaves him. However, as Friedman posits, "She is not ready to go to Achilleus 

because of the conflict between her dual selves: Helen Dendritis, the young Helen, who loved 

Paris, and the older Helen of Egypt" (170). In "Leuke" Helen is defined with different names 

by male characters. For example, Achilleus defines her as "Isis," "a vulture, a hieroglyph" 

(17). Theseus also has definitions of Helen, such as "Pallas" (159) and "Demeter" ( 151 ). By 

retelling Helen's story, H.D wants to liberate her from all these different identities that she 

does not belong to, she wants to be herself. Males attributed all these different identities to 

Helen. And Helen, who is in search of her own identity, tries to break away all these identities 

which are established by men. "As avatar of Aphrodite", Pallas, Isis, and Demeter "the 

heroine must reconcile herself with the Helen of Troy she has forgotten she ever was" 

(Ostriker 20). H.D defines Helen's own identity by retelling her story, by liberating her from 

being a scapegoat. This is the "pivotal moment" for Helen (Steinberg 29), she is not a 

scapegoat any more and she expresses herself, her own story. Robert Hokanson claims that 

"among her multiple identities and voices-such as the heroic "Helen of Sparta" (176-77), and 

the lyric voice that "seems to speak for Helen," according to the prose (178-80)-Helen 

appears to consolidate her identity and to affirm her self-confidence at the close of Leuke" 

and Helen refuses the "male reading of her" (336): 



but I would see further, 

I would renew the quest, 

so I would read here 

in my crystal, the Writing. (205) 
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Part III, "Eidelon" is where Achilleus and Helen come together and have their child 

Euphorion. The focus of "Eidelon" is on Helen and her understanding of who she is; she 

overcomes the hatred of people, finds her identity, and finally becomes Helen. 

In Homer's epic, Helen becomes an object to be possessed by men. On the other hand, 

H.D's retelling of the myth acquits Helen from being the scapegoat. To explain Helen's quest 

for identity, H.D goes directly to the core of the "patriarchal mythology of woman's nature

woman as representation of the flesh who tempts mankind to evil and death through her 

sexuality" (Friedman 166). Thus, this stereotypical woman becomes the heart of the women's 

epic tradition which aims at a revision both of male-centered and male-dominated epics and 

the idea of womanhood. Friedman states that Helen represents for H.D all women. who need 

to be liberated from being muted, scapegoated, silented and ignored. Friedman asserts that 

"re-visionist myth-making offers a rich source of personal and cultural transformations from a 

woman's perspective, it makes an important contribution to the female poetic tradition. 

Simultaneously, it helps to reshape the poetic tradition to which all groups, with their different 

historically determined experiences and perspective, contribute" (166). While representing all 

women for H.D, Helen starts to question what she represents for men. She thinks of herself as: 

Helena, Helen, Helen hated of all Greece 

(2) 



Helen recognizes that this hatred is also expressed when others say: 

0 Helen, Helen, Daemon that thou art, 

We will be done forever 

With this charm, this evil philter, 

This curse of Aphrodite 

(4) 
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Because of this established demonic image of Helen, H.D effectively writes an "apologia of 

Helen" (Friedman 166). Thus, H.D aims to liberate Helen from being a scapegoat. H.D's epic 

starts with a Pallinode 12
, which revises the established tradition by rewriting and renewing 

Helen's story. Book One of Pallinode opens with a prose paragraph. According to Friedman 

"in the prose passage that opens the epic, H.D reminds her readers of the precedents for 

revisionist myth-making in Greek literature itself: 

We all know the story of Helen of Troy but few of us followed her to Egypt. 

How did she get there? Stesichorus of Sicily in his Pallinode, was the first to 

tell us. Some centuries later, Euripides repeats the story. Stesichorus was said 

to have been struck blind because of his invective against Helen, but was 

restored to sight, when he reinstated her in his Pallinode. Euripides, notably in 

"The Trojan Women", reviles her, but he also is "restored to sight". The later, 

little understood Helen in Egypt, is again a Pallinode, a defense, explanation, 

or apology. 

According to the Pallinode, Helen was never in Troy. She had been 

transposed or translated from Greece into Egypt. Helen of Troy was a phantom, 

12 A Pallinode is a poem of retraction, or as Friedman says "a literary song against, in Greece" (166). 
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substituted for the real Helen, by jealous deities. The Greeks and the Trojans 

alike fought for an illusion. (1) 

In this Pallinode, rather than being represented as a scapegoat, H.D' s Helen is presented as 

innocent. The real Helen is not in Greece but in Egypt, and Helen who is at Troy is only a 

representation or a phantom of the Helen in Egypt as the real Helen has never been to Greece: 

Helena, cursed of Greece, 

I have seen you upon the ramparts, 

No art is beneath your power, 

You stole the chosen, the flower 

Of all-time, of all history, my children, my legions; 

For you the ships burnt, 

0 cursed, 0 envious Isis, 

You-you-a vulture, a hieroglyph; 

"Zeus be my witness", I said, 

"it was he, Amen dreamed of all this, 

phantasmagoria of Troy, 

it was dream and a phantasy" (16-17). 

Helen expresses her own feelings, her own truths, which may be considered as "pivotal 

moments" (Steinberg 29). In male-centered texts, Helen is a woman who is accused of being 

the cause of the war, she is a scapegoat. She is hated and not given a chance to express her 
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own feelings, what she wants, or where she wants to be. She is an object to be possessed 

either by Menelaus or by Paris. She is the silent, muted and ignored women in male-centered 

epic; however, in those lines, H.D liberates Helen. Most importantly, Helen speaks and 

vindicates rights. Her claim that she has never been to Troy, is a vindication of her rights; she 

is not silent any more. She is strong enough to say that she was not in Troy but in Egypt. 

According to Friedman "H.D understood that creation of selfhood for women involves not 

only a new expression of woman's experience, but also a transformation of the androcentric 

cultural tradition which has shaped and often thwarted that experience in the first place" (164). 

Thus, according to H.D, as Friedman puts it, the search for identity engages with the re

construction of substantial social and cultural traditions, which over-praise masculine word, 

and the recreation of a women's story through feminine perspective, which is devalued. This 

overvalued manly world, and nonrecognized, devalued feminine world are outspokenly 

represented by Helen when she thinks of Achilleus: 

Does he dare remember 

The unreality of war 

In this enchanted place? 

His fortress and his tower 

And his throne 

Were built for man, alone; 

No echo or soft whisper 

In those halls, 

No iridescent sheen, 



No iris-flower 

No sweep of strings 

No answering laughter 

But the trumpet's call. (30-31). 
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In those lines, Helen, by displaying binary oppositions (war-flower, man-laughter) shows the 

polarization of public and private spheres. She underlines that war is males' domain as it is 

related to power, weapons, sword sounds, and fierceness, whereas music, beauty, joy, peace, 

and tenderness are subjects relogated to the female. This speech also shows that females are 

isolated from battlefields and all fields related to power and fierceness. In HD and the Image 

(2004) Rachel Connor states: 

while H.D's evocation of voice in Helen in Egypt can be read as a site of 

resistance to masculinist power, she recognizes the limitations of that power, 

namely that it is firmly embedded in the scopic economy and within patriarchal 

discourse. The poem conveys a constant awareness that the acculturation of 

women is dependent on that patriarchal discourse and of the dangers of 

constructing 'a political erotics' reliant on the female body or on voice. (84). 

While trying to find her own identity, Helen also explores how demonic war can be. Whereas 

men are proud of their bloody actions on the battlefields, Helen defines this bloody scene as 

demonic and destructive: 

The rasp of a several wheel 

Seemed to ring in the dark 
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The spark of a sword 

On a shield, 

The whirr of an arrow, 

The crack of a broken lance, 

Then laughter mingled with fury 

As host encountered host; 

(39) 

Friedman claims that H.D is criticizing a "purely masculine world view as tyrannical and 

death-centered," a view in which women are presented as "spoils of war" and possessed as 

war prizes (173). How women suffer during warfare is the recurring theme in H.D's epic. For 

example, Helen tells the stories of Cassandra, Briseis, Polyxena, and lphigenia to explain 

women's sufferings. While telling the story of her niece lphigenia13
, Helen understands the 

striking conflict between polarized spheres. When Agamemnon was on his way to Trojan War, 

Artemis stopped the wind in Aulis and as we hear from Helen: 

The ships shall never leave Aulis, 

Until a virgin is offered 

To Artemis. (87). 

The virgin is Iphigenia, the daughter of Agamemnon, who is "summoned to Aulis, on the 

pretext of a marriage to Achilleus" (72). Agamemnon sacrifices his daughter in order to 

initiate Trojan War. Helen represents women, their powerlessness and their sufferings during 

warfare once more. To liberate women and herself from male-dominated and male-

constructed social norms, Helen says: 

13 Iphigenia is the daughter of Agamemnon and Clytemnestra, who is Helen's twin sister. Iphigenia is sacrificed 
by Agamemnon when he was on his way to Trojan war. 



Let them sing Helena for a thousand years, 

Let them name and re-name Helen 

I can not endure the weight of eternity, 

They will never understand 

How, a second time, I am free 

(109-110) 
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Re-creating the myth of Helen, H.D liberates her from being the scapegoat ofthe Trojan War. 

Retelling the Trojan war from Helen's perspective, as Albert Gelpi states, H.D turns the male

centered war epic the Iliad into the women's "love lyric sustained at a peak of intensity for an 

epic's length, and the woman's myth it evolves posits the supremacy of the mother: Helen 

self-born in Thetis, Hilda self-born in Helen" (90). 

By subverting the Iliad and retelling the Helen of Troy myth, H.D makes silence speak 

because the "hero herself is the writing" (Downes 282). She liberates Helen, on behalf of 

other women, from all identities and roles constructed by males. H.D's Helen is a new woman 

who is not a scapegoat and an object to be possessed. Ostriker says "Helen in Egypt is first of 

all personal, onewoman' s quest epitomizing the struggle of Everywoman" (22). Helen, 

representing everywoman, is a new woman who is in search of her own identity; she is not 

muted any more. She has a new vision and a new voice. Rewriting and retelling Helen's story 

is a "pivotal moment" in women's writing because making Helen speak means making all 

silent women speak both in literary tradition and in male-dominated society (Steinberg 29). 
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3.3 Ayla Kutlu: Writing the Woman's Epic 

"No matter how many thousand years pass ... 

Those who will understand me: Women! ... O, you, writer, 

tell them. Tell them by using women's language "14
. 

Lyotani-Nippukir 

In addition to British and American women writers and poets, women writers from 

different cultural backgrounds have revised received texts to give voice to their own needs. 

Contemporary Turkish writer Ayla Kutlu is among these revisionary women writers. Ayla 

Kutlu's Kadin Destani (The Woman's Epic), which was published in 1994, is the rewriting of 

the Mesopotamian Epic of Gilgamesh. As the earliest example of the epic tradition, what is 

narrated in The Epic ofGilgamesh is the story of the Sumerian king who is an example ofthe 

epic hero with his power and glorious, manly deeds. As a contemporary Turkish writer, Kutlu 

revisits the Gilgamesh story and rewrites the epic in ver~e form with an elevated style from 

the perspective of a woman who is a priestess of the Sumerian goddess Inanna at the temple 

of the city of Uruk, which is ruled by Gilgamesh for three hundred years. Unlike in the story 

ofGilgamesh, the first person narrator and the subject ofthe epic is a woman, Lyotani, who is 

described as a harlot in the original epic. According to ('>zlem Uzundemir, on December 10, 

2002, in a lecture at Baskent University in Turkey, Kutlu pointed out that women characters 

in the epic tradition have been portrayed in secondary positions or as stock characters, as war 

prizes, sexual objects, or typical housewives who waited and suffered while their husbands 

were at the battlefields. She explained that as a result of these representations of women, she 

decided to change the women's positions in the literature and she added that by rewriting the 

harlot's, Lyotani's story, she wanted to demonstrate that women also have their own epic 

14 The passage quoted from Kadin Destani (The Woman's Epic) is my translation. 
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stories to tell. Before discussing Kutlu and her revisionary work, I will give a brief summary 

of the Epic of Gilgamesh to explain the diverging points. The Epic of Gilgamesh elucidates 

the story of a patriarchal hero, Gilgamesh, who rules the city of Uruk unjustly, according to 

legend, for three hundred years. Throughout the epic, Gilgamesh is depicted as a supreme, an 

indomitable and a heroic ruler who is in search of immortality. He is strong and "'has no equal 

when his weapons are brandished" (Epic of Gilgamesh 3). Despite his bravery, the people of 

Uruk are exasperated by the ferocity and ruthlessness of Gilgamesh as he forces all men of 

Uruk to become his warriors and his "lust leaves no virgin to her lover, neither the warrior's 

daughter nor the wife of the noble" (Epic of Gilgamesh 62). As a result of his cruelty, the 

people of Uruk beseech to gods to create a zikru15 to Gilgamesh; hence, Gilgamesh will have 

a new friend who will challenge his tyranny. Enkidu, who "was innocent of mankind; he 

knew nothing for the cultivated land" (63), was created as a counterpart to Gilgamesh. 

Lyotani, the harlot, is chosen to teach savage Enkidu how to become civilized, and she is 

charged to make love with him. Then Enkidu is brought to city of Uruk. Gilgamesh and 

Enkidu become friends and comrades to "establish a forever a name eternal" (20). Their 

friendship follows a journey to the forest to fight with Humbaba, which results in the slaying 

ofHumbaba. 

Following their heroic journey to the forest comes the marriage issue of Gilgamesh; 

Ishtar, the goddess of love, wants to marry Gilgamesh and she proposes to him; however, 

Gilgamesh rejects her and this rejection results in a confrontation with the Bull of Heaven, 

which is sent by Ishtar. Enkidu, who also fights against the bull of Heaven, dies. After 

15In When heroes love: the ambiguity of eros in the stories ofGilgamesh and David, Susan Ackerman suggests 
that the Akkadian word zikru means "man/male". Ackerman claims that throughout the epic the word is used to 
convey" word" or "utterance". However, in Tablet I, line 79 the word is used to decribe Enkidu as Gilgamesh's 
zikru, which can be interpreted as Gilgameh's "replica" or "equavalent" (66). the stanza in continues as follows: 
"It was you, Aruru, who created mankind(?), I now create a zikru to it/him. I Let him be equal to his 
[Gilgamesh's] stormy heart, I Jet them be a match for each other so that Uruk may find peace!" (Tablet I, line78-
81). 
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Enkidu's death, Gilgamesh sets on a journey to Utnapishtim to seek immortality. However, 

when he realizes that it is impossible for human beings to have an everlasting life, he decides 

to "engrave on a stone the whole story" (117). 

Besides the manly adventures and the quest for immortality, another important theme 

depicted in the Epic of Gilgamesh is male solidarity between Gilgamesh and Enkidu, which 

expels woman. Dorothy Hammond and Alta Jablow assert, "men are most manly when they 

are fighting side by side in a world without women" (282). The immateriality of female 

characters in the epic results in the exclusion of women from male dominated areas and power 

related spheres. Hence, in the epic, there are few female characters with typical women roles, 

and they are excluded from power structures: Utnapishtim's wife who does not even have a 

name, Shamhat the harlot, and Siduri the tavern keeper. These submissive women obey the 

rules of patriarchy and remain living in their domesticity. In this fashion, women, in the epic, 

are displayed as typical female characters who have no voice and identity. In the epic, for 

instance, it is not mentioned how the harlot feels when she encounters Enkidu because she is 

not allowed to speak. She is not even asked if she wants to meet Enkidu. Shamhat, the harlot, 

is chosen to teach Enkidu, to have sex with Enkidu, and what is more, she is expected to do 

her job well. On the other hand, Rivkah Harris' "Images of Women in the Gilgamesh Epic" is 

a counter thesis claiming that "Shamhat is the primary facilitator ofEnkidu' s socialization. 

What she teaches Enkidu put her squarely in the category of culture. Enkidu is untaught and 

Shamhat teaches him the basics that every child must learn: eating, drinking, dressing 

himself' (212). This counter thesis puts Shamhat in a different position than being a muted 

woman. She is not muted or voiceless according to Harris because she is the one who teaches 

Enkidu how to be come a civilized one. However, this counter thesis is opposed by Kutlu 

because she is addressing to the problems of twentieth century Turkish women. By using 

revisionary mythmaking and giving voice to Lyoatani, Kutlu expresses the established gender 
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roles and polarization of spheres in twentieth century Turkey and draws readers' attention to 

the problems of twentieth century Turkish women who share the same socio-cultural and 

socio-political backgrounds. Kutlu criticizes the society in which women are depicted as 

prostutitudes and objects and have addressed to these problems by rewriting women's epic. 

Kutlu has done a different reading of the Epic of Gilgamesh and the role of the Shamhat based 

on her socio-cultural background. Thus, Kutlu foregrounds the representation of muted and 

silenced women in her own culture by giving voice to Lyotani. Making Lyotani speak is, in a 

way, making muted and silenced twentieth century Turkish women speak. At that point, Kutlu 

is bringing a new dimension to rewriting, because she is rewriting the epic according to the 

demand of women who share the same socio-cultural background with her. 

Unlike the Epic of Gilgamesh, The Women's Epic by Ayla Kutlu highlights "what 

women historically had to endure" (Diren9 176) and indicates the sufferings that women 

experienced throughout the centuries. Dilek Diren9 asserts that Kutlu also uses a first-person 

narration by a female to attract her reader's attention to the position of the harlot, and thus, 

she conveys the weakness, vulnerability and disregarded women's voice and experience in the 

world of male supremacy. Unlike the hero Gilgamesh, the central character of the Woman's 

Epic is the harlot Shamhat who is given a major and an important role. "I am just an 

insignificant character" 16 (80) the harlot says of herself. She does not remember anything 

about her past and her family. She has two names and identities in the epic: the harlot's real 

name is Lyotani, and her mother Akkasi-ya is killed after her birth. Thus, Lyotani is raised by 

Dicle, who is Akkasi-ya's best friend. When she is mature enough, Lyotani is taken away and 

brought to Ishtar's temple. Here she becomes a harlot when she is eleven because of being 

raped by the priest of the temple. After being a harlot, she is brought to men' s beds to satisfy 

manly lust. She bears children not only from Gilgamesh but also from Enkidu and other men. 

16 The passages quoted from Kadin Destani (The Woman's Epic) are my translations. 
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Lyotani accompames Gilgamesh and Enkidu when they decide to go and kill 

Humbaba. After Enkidu dies, Lyotani runs away and tries to find freedom. Years later, she 

decides to turn back to Uruk, where she becomes the head priestess of Ishtar's temple. 

However, she has a new name, "Nippukir," which means "white swan"(Kutlu 194) because 

the people of Uruk fail to remember her as Lyotani, the harlot. Her son from Gilgamesh 

becomes the head priest of the temple, and he is so cruel that Nippukir cannot stand his 

brutality and she poisons herself and her son. 

By writing Lyotani's story from her perspective, Kutlu wanted to demonstrate that as 

well as men, women have their own epics and stories to narrate. This narration by the central 

female figure of the epic falls into the category of Nancy Walker's "revisionary narratives" 

(7). As Dilek Diren<; states, Kutlu shows how "history is depicted differently by the two 

voices in the original and reinvented texts" (176). Women, their sufferings, how they are 

represented, and how the female sphere is narrower than the male sphere are the subjects in 

The Woman's Epic, whereas manly deeds, power, patriarchy, military power, and glory are 

narrated in The Epic ofGilgamesh. 

In the original epic, Gilgamesh is the epic hero whose story and authority are narrated. 

"He has no equal when his weapons are brandished" (Epic of Gilgamesh 3). His manly deeds 

and glories are praised throughout the original male-centered epic. However, in the Woman's 

Epic the authority, power and narration pass from males to females. At the center of the epic 

stand women from whose perspectives and narrations we learn the story. 

In Kutlu's epic, Gilgamesh is represented as the typical exemplar of male barbarity 

and cruelty, who believes raping women and killing living beings are manly deeds. Kutlu's 

epic criticizes this male brutality and cruelty from Lyotani's perspective. Thus, Kutlu 

vocalizes a muted harlot and makes her (silence) speak and express her feelings. Now she is 

the narrator of her own story: 
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I am writing in a hurry, I have not much time, 

for no pen will write women's epic 17 

(Kutlu 20). 

Lyotani does not represent the "other" anymore. She is the subject of her own text. Kutlu's 

use of the "I" pronoun as a revisionist writer foregrounds Lyotani's story rather than 

Gilgamesh's heroism. Unlike heroes, warriors, and their glories in the battlefields, what we 

learn from Lyotani's experiences is how women suffer from men's brutality: 

for so many years women come to this city. 

Some of them come to the market place to buy something, 

some ofthem are sold in these markets as slaves"18 

(Kutlu 18). 

As she narrates, women are sold at marketplaces as slaves and they are beaten by their 

husbands. To prevent male brutality and tyranny, women of Uruk pray at night to the 

Shamash, the sun god. Writing the woman's epic through the gaze of Lyotani, is Kutlu's 

rebellion against male-centered society. Thus, through Lyotani, Kutlu puts forth a female 

voice and shows women's past experiences. In Women as Mythmakers, Estella Lauter 

discusses how contemporary women writers rediscovered the myths and epics that were 

previously accepted and how they rewrite these stories to respond to their own needs. Lauter 

claims, "The woman revisionist ... breaks into the common house of myth in order to make it 

her own" (12). In other words, rewriting epics and myths is "as much an ideological project as 

it is a literary invention strategy for women writers who attempt to revise culture as they 

17 Dilek Diren9's translation. 
18 My translation. 
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reinvent" texts written in the past (Diren<; 170). Thus, Kutlu and her female character Lyotani 

destroy male authority over the language and Kutlu tries to show that there can be a female 

language and female vantage point in the texts. When Lyotani is given the task of seducing 

Enkidu with her femininity, she revolts: 

Why is woman chosen to take orders? 

Why would she offer herself for the demands of others? 19 

(Kutlu 79). 

She expresses her anger about male domination over women and women's bodies. 

Here, Kutlu's aim is to vocalize the female characters, question the male-centered texts, and 

male characters' experiences through the original texts or in the "ghost texts"20 (Diren<; 171). 

Kutlu creates female identities which have been repressed behind the male voice. For example, 

if we look at the Iliad and the Epic of Gilgamesh, we see the strong "patrilineal" authority of 

men in society (Ortner 68). Women, on the other hand, are represented as having no voice and 

as war prizes or sexual objects. "Woman is being identified with-or, if you will, seems to be a 

symbol of-something that every culture devalues," says Ostriker; in traditional epic 

representations, the woman is "something that every culture defines as being of a lower order 

of existence than itself' (72). The inferiority of women in a patriarchal society is pointed out 

by Lyotani: 

They did not even treat their animals so brutally as they treated me, 

because their animals are more precious than me. 

19 Ozlem Uzundemir's translation. 
20 In "Gendered Reinventions and Mythical Revisions in Women's Texts: Continuities and lntertextualities" 
Diren9 explains what a ghost text is. Diren9 asserts that the primary text remains alive within the revisited text 
and these two altered texts are brought together to create intertextuality. This arising intertextuality leads to 
variety of voices and alternative vantage points to the assumption of the original "ghost text". This meeting leads 
two voices to question each other's meaning and "the final meeting is produced by the interplay between the 
source and the reinvented text" (171 ). Thus, plurality of voices and stories results in various ways of interpreting 
in the literature. All in all, intertextuality represents and becomes an important and a rebellious strategy for 
revisionist women wirters. 
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What does a virgin have? 

She is a child who does not bear a child. 

Make them bleed ... make them bleed."21 

(Kutlu 38). 

This quote epitomes the way women's bodies are seen as sexual objects. Women and their 

sexualities are underlined here by Lyotani, who is among the women who are raped. Akkasi-

ya is another woman who is raped. She was sold as a slave when she was seven. Like many 

other women, she was educated to clean, cook, weave, sing, and dance. She started serving 

men as a harlot after she was raped. When she runs away with a soldier, her escape brings her 

end, because this elopement was considered disobedience against Gilgamesh and his temple. 

After Akkasi-ya's murder, the women ofUruk come together to rebel against the brutality and 

violence of male domination: 

It was women's day 

A stream was formed rapidly 

They went up the narrow streets, with their babies in their laps. 

Showing their fists and shouting. 

The cry of those who were silent was in their eyes, bodies, and bare feet 

Trampling the ground. (Kutlu 1 06i2 

However, "this revolt does not last long," says Uzundemir, "as patriarchy subdues women by 

killing or raping them" (123). Thus, through Lyotani's and Akkasi-ya's story, Kutlu 

introduces us to "female knowledge of female experience" (Ostriker 14).The revolt represents 

how women's suffering creates hatred or revenge against male-dominated society. 

21 My translation. 
22 Chiem Uzundemir's translation 
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In Kutlu's epic, during their journey to the forest, Gilgamesh and Enkidu will reward their 

soldiers with gold and women. Each of these soldiers "will have seven wives and they will 

kill these women if they dislike them"23 (Kutlu 158). Chiem Uzundemir claims that "Nippukir 

evaluates this journey not as a sign of glory but a harm to nature, as the soldiers cut the trees 

and instead of the fight scenes, Nippukir prefers to recount her intercourse with the soldiers" 

(123), and then she mentions how her body is treated as an object. However, at the same time 

she believes that this subordination will come to an end as 

she is writing the woman's epic: 

men can only possess the body ... 

but the spirit, ideas and feelings will be free, 

prostitution is bearable ... 

when you know how to count"24 

(Kutlu 195). 

She believes that women will be liberated from male oppression. Thus, Lyotani "draws 

attention to women's previous exclusion from storytelling" (Diren<;: 171). From now on, 

women will read the story of women from her point of view; Lyotani is the storyteller in her 

story. She spends her final years writing the story of women: the woman' s epic. Lyotani's 

writing represents women's salvation from their private spheres. 

According to Lyotani, writing women's story "by using the women's language"25 

(Kutlu 18) will tum upside down both the androtexts and the patriarchal society, because 

women will no longer be obedient to men. This writing represents their disobedience and 

rebellion against patriarchal society. Lyotani claims that "no pen will write women's epic" 

(20), and Kutlu prefers using the word "kam1~" for pen, which means "the reed pen as well as 

23 My translation. 
24 .• 

Ozlem Uzundemir's translation. 
25 My translation 
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male sexual organ" (Uzundemir 124). Kutlu's word choice evokes the discussion of authority 

in literature. As writing is related to the public sphere which is under males' domination, male 

writers are thought of as the authorities of literature and the pen. Lyotani destroys male 

authority over the language. In The Madwoman in the Attic, Sandra Gilbert and Susan Gubar 

also question that authority. They assert that "In patriarchal Western culture the text's author 

is a father, a progenitor, a procreator, an aesthetic patriarch whose pen is an instrument of 

generative power like his penis" (6). Thus, Lyotani by stealing the pen, and authority as well, 

changes her sphere from private to public. She is not under male domination any more as she 

has the pen and the power. Lee Edwards asserts that the "job for the woman hero is to pose 

the deepest threat to patriarchy's authority, to divide power from sex, gender from honour, 

strength from violence, and society from male supremacy, to challenge the belief that society 

must rest on war and conquest" (9). 

Lyotani uses her authority and pen to criticize the Epic of Gilgamesh, male brutality, 

violence, manly deeds and how women are treated as slaves and sex objects. Lyotani says: 

no matter how many thousand years had passed 

Those who will understand me: Women! 

0, you writer, tell them. 

Tell them by using the women's language"26 

(Kutlu 18). 

By reanalyzing Lyotani and woman's situation in epic, in terms of the division of 

public and private areas, Kutlu turns the representation of women in androtexts upside down 

by revisiting amended male-oriented texts. This rewriting of myths, says Ostriker, creates 

26 My translation. 



77 

"retrieved images of what women have collectively and historically suffered; in some cases 

they are instructions for survival" (14). Kutlu revives the women hidden in the male texts and 

recreates the point of view from Lyotani's gaze: 

Tell your story to everybody 

Write: your emotions and what you lived and your death 

Tell. the hypocrisy of the dominant men, 

your slavery behind the closed doors ... 

Tell, tell them women's stories 

in that way your experiences will be transmitted to others" 27 

(Kutlu 43). 

Thus, Kutlu's Lyotani destroys male authority over the language. Kutlu tries to show that 

there can be a female language and female vantage point in the texts. Vocalizing the silent 

women character in her epic, Kutlu explains the story of woman as the Other. Kutlu liberates 

Andromache, Briseis, Helen, all the women of Troy, Lyotani, all the women of Uruk and all 

the other women in epics by writing the Woman's Epic. By subverting the original epic and 

retelling harlot's story form her point of view, Kutlu makes the silent women speak-which 

enables women to talk about their experiences-and explore their identities through Lyotani, 

all of which are "pivotal moments" for Lyotani (Steinberg 29). She is not ignored and 

excluded from the story, history and public sphere any more, but included. What is more she 

writes her own story, her own epic: woman's epic, which is the pivotal moment for women. 

Kutlu and other revisionist writers create a new culture in which women are not excluded but 

included. They bring a woman-centered approach to texts. They break down the traditional 

male narration of female inferiority with re-written female stories foregrounding female 

27 My translation. 
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. 
superiority. As Helen Cixous emphasizes, "It is time to liberate the New Woman from the Old 

by coming to know her" (1). Cixous invites women to write, to tell their own stories through 

their perspectives; she invites women "to write" to take their voice, identity, "organs" (2) and 

most importantly their names back. She invites women to change the idea that women are 

"reduced to being servant of the militant male, his shadow" (2). 

What Cixous, Ostriker, Rich, H.D, Kutlu, Gilbert, Gubar and others do is to give the 

woman a name, an identity both in the literature and in the society. Creating the new stories 

from old texts, as these writers do, puts the woman and her name into the center of everything 

and exposes their readers to "the old vessel filled with new wine" (Ostriker 13). Revisiting old 

texts and rewriting old stories from females' perspectives can be considered as the "pivotal 

moment" (Steinberg 29) for women. Thanks to these revisionist mythmakers, we are able to 

know this new reassessment of social values. 
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CONCLUSION 

Epics, defined as a male genre, glorify manly deeds and battlefields while women are 

the wives or daughters at home or they are the sacrificial victims of wars. To challenge and 

question the male-dominated society and the established norms of this society, in which 

women are ignored, muted and trapped in domesticity, women writers venture to establish 

their own literatures. All this rejection, nonrecognition, and ignorance of both women's 

creativity and literature led women writers to subvert and challenge both the dominant 

ideology and the male-dominated literary tradition through different narrative strategies, one 

of which is the revision of canons. The act of writing about women and their past and present 

experiences "suggests an emergence from a private into a public self' says Walker (121). 

Thus, women writers turned back to old epic and myths to revise, and to rewrite. The entire 

genre of epic and myths are being called into question and this work is ongoing. Christa 

Woolf's Cassandra is an example of such an interrogation of the Iliad. 

Rewriting old canons, myths and epics, has been a primary activity among twentieth 

century women writers. Revision of epics and myths in literature creates a kind of path for 

readers to follow; thus, the plot may become multi-layered or the author may deliberately 

change the context of the story. In the twentieth century, women writers questioning the place 

of women in society defended the idea that old epics and Greek and Roman myths should be 

discussed and re-examined which, in the end, brought a new dimension to myth-making. As a 

result, the women characters in the ancient myths and epics usurped the 'right to speak out' 

for the first time. 

Through revision and rewriting women writers reinvented the dominant roles and 

languages in order to express female experiences. By retelling women's stories, revisionist 

women writers have given voice to muted, silent, and ignored women who are also seen as 
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mere objects, war prizes, house wives, harlots and sex object. By liberating them from all 

these established stereotypical female images and roles, women writers make silence speak 

which is the "pivotal moment" both for women's writing and for all the women. The public 

and private binary has not only been reversed by this legacy of revisionist mythmaking but 

truly subverted. 

To conclude, this project aimed to study revisionist mythmaking, which is a particular 

moment in the feminist criticism and which has its own limitations in itself, and aimed to 

explore how revisionist mythmaking project has been used by Kutlu, H.D, Atwood, Welty 

and Duffy to address the same problematic socio-cultural issues in their societies. The concept 

of woman is such a broad and essentialized concept that one should ask the question of 

"which woman?" Throughout my project, I have understood that oversimplified broad 

category of women and the generalization of the concept of womanhood cannot be 

oversimplified and essentially, each woman's depiction of herself and socio-economical 

conditions, and in connection with this, the demand for her rights, are all individual processes. 

In this respect, the essential women category does not work at this level. 

The theory deployed by gender theorists from Luce Irigaray to Judith Butler to help 

me think about how a more contemporary rewriting is actually deconstructing these 

definitions of genre and the gender it has historically attempted to define. I have deliberately 

chosen to focus on 'modem' versions of this revisionism because I have more specifically 

historicized it in both the literary as well as critical work I draw upon. The problems of gender 

roles needs to be questioned and discussed by public. And one of the ways of discussing and 

addressing women issues is literature. Women who belong to different cultures may have 

different demands and these demands can be examined through revision and rewriting. This 

project can be broadened in the future to examine the specific women profiles, their 
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perceptions and demands both in terms of theory and in terms of scope. I also imagine a new 

body of work to follow this, that will in fact continue the project as indicated above. 



82 

WORKS CITED 

Ackerman, Susan. When Heroes Love: The Ambiguity of Eros in the Stories ofGilgamesh and 

David. York, Chichester, West Sussex: Columbia UO, 2005. 

Atwood, Margaret. "Circe/Mud Poems." Selected Poems. New York: Simon and Schuster, 

1976. 

Bakhtin, Mikhail M. The Dialogic Imagination. Ed. Michael Holquist. Trans. Michael 

Holquist, Caryl Emerson. Austin: U of Texas P, 1981. 

Barry, Peter. Beginning Theory: An Introduction to Literary and Cultural Theory. Manchester: 

Manchester University Press, 1995 

Bennett, Paula. My Life, a Loaded Gun. Female Creativity and Feminist Poetics. 

Boston: Beacon Press, 1986. 

Beye, Charles Rowan. The Iliad, The Odyssey, and The Epic Tradition. Gloucester: Peter 

Smith, 1972. 

Bowra, C.M. From Virgil to Milton. London: Mcmillian, 1948. 

Bradstreet, Anne. "The Prologue". The Norton Anthology, Literature by Women: Traditions 

in English. Eds. Sandra Gilbert and Susan Gubar. 2nd Ed. New York: W. W. Norton &Comp., 

1985, 1996.83. 

Carter, Angela. "Notes From the Front Line". On Gender and Writing. Ed. Michelene 

Wandor. London: Pandora Press, 1983. 69-77. 

Cixous, Helen. "The Laugh of Medusa". Trans. Keith Cohen and Paula Cohen. Feminisms: 

An Anthology of Literary Theory and Criticsm. Eds. Robyn Warhol and Diane Price Hemdl. 

New Jersey, New Brunswick: Rutgers UP, 1991. 347-361. 



83 

Connor, Rachel Ann. HD and the Image. Manchester: Manchester UP, 2004. 

Dalby, Andrew. Rediscovering Homer: Inside the Origins of the Epic. New York: W.W 

Norton & Company, 2006. 

Daly, Mary. Beyond God the Father: Toward a Philosophy of Women's Liberation. 

Boston: Beacon, 1973. 

Davey, Frank. Margaret Atwood: A Feminist Poetics. Vancouver: Talonbooks, 1984. 

Diren<;, Dilek. "Gendered Reinventions and Mythical Revisions in Women's Texts: 

Continuities and Intertextualities." Culture Agonistes: Debating Culture Rereading Texts. Ed. 

Theodora Tsimpouki and Angeliki Spiropoulou. Bern: Peter Lang AG, 2002. 169-180. 

Doolittle, Hilda. Helen in Egypt. New York: Norman Holmes Pearson, 1961. 

Downes, Jeremy. The Female Homer: An Exploration of Women's Epic Poetry. Newark : 

University of Delaware Press, 2010. 

Duffy, Carol Ann. The World's Wife. London: Macmillan Publishers Ltd., 1999. 

DuPlessis, Rachel Blau. Writing Beyond the Ending: Narrative Strategies of Twentieth

Century Women Writers. Bloomington: Indiana University Press, 1985. 

Edwards, Lee. Psyche as Hero: Female Heroism and Fictional Form. Middletown, CT: 

Wesleyan UP, 1984. 

Eisenstein, Hester. Contemporary Feminist Thought. Boston: G.K. Hall, 1983. 

"Epic". A Glossary of Literary Terms. M.H Abrams. 51
h ed. Cornell University Press, 1988. 

The Epic of Gilgamesh: The Babylonian Epic Poem and Other Texts in Akkadian and 

Sumerian. Trans. Andrew George. London: Penguin, 2000. 



84 

The Epic ofGilgamesh. Int. by N.K Sandars. London: Penguin, 1972. 

The Epic of Gilgamesh. Trans. and Int. by Maureen Gallery Kovacs. Stanford, California: 

Stanford UP , 1989. 

Fraser, Kathleen. Feminist Poetics: A Consideration of the Female Construction of Language. 

San Francisco: San Francisco State University, 1983. 

----,"The Blank Page: B.D.'s invitation to trust and mistrust language." 

Translating the Unspeakable. Poetry and Innovative Necessity. Essays by Kathleen Fraser. 

Tuscaloosa: the University of Alabama Press, 2000. 53-62. 

-----,New Shoes. New York: Harper and Row, 1977. 

Friedman, Susan. "Creating a Women's Mythology: H.D's Helen in Egypt". Women's Studies. 

Vol. 5, 1997. 163-197. 

Foley, Helene. "Women in Ancient Epic". In A Companion to Ancient Epic. Ed. John Miles 

Foley. Oxford: Blackwell Publishing, 2005. 105-118. 

Gardner, Viv. "Out of the Attic: Women and Writing at the Fin de Siecle." An 

Introduction to Women's Writing. From the Middle Ages to Present Day. London: Prentice 

Hall, 1998. 176-202. 

Gelpi, Albert. "H.D: Hilda in Egypt." Coming to Light: American Women Poets in the 

Twentieth Century. Ed. Diane Middlebrook, Marilyn Yalom. Michigan: University of 

Michigan Press, 1985. 74-91. 

Gilbert, Sandra, Susan Gubar. The Madwoman in the Attic. New Haven and London: Yale UP, 

1979. 

Goodman, Lizbeth. "Gender and Poetry". Literature and Gender. Ed. Lizbeth Goodman. 

London: Open University, 1996. 41-70. 



85 

Groden, Michael and Martin Kreiswurth, eds. The Johns Hopkins Guide to Literary Theory 

and Criticism. Baltimore: The Johns Hopkins University Press, 1997. 

Gi.indogdu, Ufuk. "Innovation and The Woman Writer: Creating a Feminist Poetics m 

Contemporary Women's Poetry". Diss. Ege University, Izmir, 2010. 

Hainsworth, Bryan. The Iliad: A Commentary. Vol3. Cambridge: Cambridge UP, 1993. 

Hammond, Dorothy, Alta Jablow. "Gilgamesh and the Sundance Kid: The Myth of Male 

Friendship". Gilgamesh: A Reader. Ed. John Maier. Illinois: Bolchazy-Carducci Publishers, 

1997.281-293. 

Hogue, Cynthia. Scheming Women. Poetry, Privilege, and The Politics of Subjectivity. 

Albany: State University ofNew York, 1995. 

Hokanson, Robert O'Brien. "Is It All a Story?: Questioning Revision in II.D's Helen in Egypt. 

American Literature. Vol.64, Number 2, June1992. 331-346. 

Horkheimer, Max, Theodore Adorno. Dialectic of Enlightenment. Trans. John Cumming. 

New York: Continuum, 1972). 

Harris, Rivkah. "Images of Women in the Gilgamesh Epic". The Epic of Gilgamesh. Trans. 

and Ed. Benjamin Foster. New York, London: W. W. Norton & Company, 2001. 

Homer. The Iliad. Trans. Robert Fagles. NewYork: Penguin, 1990 

Humm, Maggie. A Reader's Guide to Contemporary Feminist Literary Criticism. Great 

Britain: Harvester Wheatsheaf, 1994. 

Huston, Nancy. "Tales of War and Tears of Women". Women's Studies International Forum. 

5.3/4 (1982). 271-82. 

Jensen, Mianna Skafte. "Performance". A Companion to Ancient Epic. Ed. John Miles Foley. 

Oxford: Blackwell Publishing, 2005. 45-55. 



86 

Johns-Putra, Adeline. Heroes and Housewives. Women's Epic Poetry and Domestic Ideology 

in the Romantic Age. Bern: European Academic Publishers, 2001. 

Johnston, Ian. The Ironies of War: An Introduction to Homer's Iliad New York and London: 

University Press of America, 1988. 

Jump, Harriet Devine. "A Revolution in Female Manners: Women Writers of the 

Romantic Period, 1789-1832" An Introduction to Women's Writing. From the 

Middle Ages to Present Day. London: Prentice Hall, 1998. 122-148. 

Jump, John, ed. The Critical Idiom: The Epic. Great Britain: Methuen & Co Ltd, 1971. 

Kaplan, Carla. "Women's Writing and Feminist Strategy." American Literary History. 

Vol.2, No.2 (Summer, 1990): 339-357. 

Keith, A.M. Engendering Rome: Women in Latin Epic. Cambridge, Cambridge UP, 2000. 

Kenyon, F.G., ed. The Letters of Elizabeth Barrett Browning. Vol2. London: 

Smith Elder, 1897. 

Kilde, J.H. "The 'Predominance of the Feminine' at Chautauqua: Rethinking the Gender

Space Relationship in Victorian America". Signs. 24.2 (1999): 449-486. 

Kinnahan, Linda A. '"An Incremental Shaping': Kathleen Fraser and a Visual Poetics." 

Contemporary Women's Writing, Oxford Journals. Vol4, No.1 (2010): 1-23. 

Kirk, G.S. Homer and The Oral Tradition. Cambridge: Cambridge UP, 1976. 

Kutlu, Ayla Kadin Destani. Ankara: Bilgi, 2004. 

Lauter, Estella. Women as Mythmakers: Poetry and Visual Art by Twentieth-Century Women. 

Bloomington: Indiana UP, 1984. 



87 

Le Guin, Ursula. "The Writer on, and at, Her Work". The Writer on Her Work. Vol. 2. ed. 

Janet Stemburg. New York: W. W. Norton, 1991.210-222. 

Lewes, G.H. "A Gentle Hint to Writing Women," Leader. 1 (1850): 929-30. 

MacDonald, Sharon. "Drawing the Lines-Gender, Peace and War: An Introduction". Images 

of Women in Peace and War: Cross-Cultural and Historical Perspectives. Ed. Sharon 

McDonald, Pat Holden and Shirley Ardener. Houndmills, Basingstoke: Macmillan Education, 

1987. 1-26. 

Martin, Richard. "Epic as a Genre". A Companion to Ancient Epic. Ed. John Miles Foley. 

Oxford: Blackwell Publishing, 2005. 9-20. 

Moers, Ellen. Literary Women: The Great Writers. New York: Doubleday & Co., 1976. 

Murray, Gilbert. The Rise ofthe Greek Epic. 4th ed. Oxford: Oxford UP, 1967. 

Ortner, Sherry. "Is Female to Male as Nature Is to Culture?" Feminist Studies. Vol. 1, No.2, 

(Autumn, 1972). 5-31. 

Ostriker, Alicia Suskin. Stealing the Language. The Emergence of Women's Poetry in 

America. London:Beacon Press, 1986. 

--------,"The Thieves of Language: Women Poets and Revisionist Myth-Making." Corning to 

Light: American Women Poets in the Twentieth Century. Eds. Diane Wood Middlebrook, and 

Marilyn Yalom. Ann Harbor: University of Michigan Press, 1985. 10-36. 

--------, The Crack in Everything. Pittsburgh: University of Pittsburgh Press, 1996. 

--------, A Woman Under the Surface :Poems and Prose Poem. New Jersey: Princeton 

University Press, 1982. 

Pilzer, Kay. "Contrary Possibilities: A Woman Reads Shakespeare's King Lear Smiley's A 

Thousand Acres". M.A thesis. University of Alabama, Huntsville, 1993. 



88 

Pizan, Christine De. "The Book ofthe City of Ladies". Trans. Earl Jeffrey Richards. The 

Norton Anthology of Theory and Criticism. Ed. Vincent B. Leitch, New York: W. W. Norton 

& Company, Inc., 2001. 265-270 .. 

Pykett, Lyn. "A Woman's Business: Women and Writing, 1830-80" An Introduction to 

Women's Writing. From the Middle Ages to Present Day. London: Prentice Hall, 1998. 149-

176. 

Rich, Adrienne. "When we Dead Awaken: Writing as Re-Vision." The Norton Anthology of 

Literature by Women: The Tradition in English. Eds. Sandra Gilbert and Susan Gubar. New 

York. Norton& Comp, 1985. 2044-56. 

--------------,On Lies, Secrets, and Silence: Selected Prose 1966-1978. New York: 

W.W. Norton, 1979. 

Romines, Ann. The Home Plot: Women Writing, and Domestic Ritual. Amherst: U of 

Massachusetts P, 1992. 

Scheweizer, Bernard, ed. Approaches to the Anglo and American Female Epic, 1621-1982. 

Burlington: Ashgate, 2006. 

Selden, Roman, Peter Widdowson, Peter Brooker. A Reader's Guide to Contemporary 

Literary Theory. 51
h Ed. London: Longman, 2005. 

Sellers, Susan. Myth and Fairy Tale in Contemporary Women's Fiction. Gordonsville: 

Palgrave Macmillan, 2001. 

Showalter, Elaine, ed. Feminist Criticism: Essays on Women, Literature, and Theory. 

New York: Pantheon Books, 1985. 

Steinberg, Theodore L. Twentieth Century Epic Novels. Newark: U of Delaware Press, 2005. 

Suzuki, Mihoko. Metamorphoses of Helen: Authority, Difference and the Epic. Ithaca and 

London: Cornell UP, 1989. 



Taylor, Linda A. "A Seizure ofVoice: Language Innovation and a Feminist Poetics in 

The Works of Kathleen Fraser." Contemporary Literature. 33.2 (1992): 337-372. 

89 

Toohey, Peter. Reading Epic: An Introduction to the Ancient Narratives. London, New York: 

Routledge, 1992. 

Uzundemir, Chiem. "Ayla Kutlu's Kadm Destam and the Modification of the Epic". (:ankaya 

University Journals of Art and Sciences. Vol. 3, May 2005. 119-126. 

Virgil. The Aeneid. Trans. Robert Fagles.NewYork: Penguin, 2006. 

Wallace, Diane. "Writing as Re-Vision: Women's Writing in Britain, 1945 to Present 

Day." An Introduction to Women's Writing. From the Middle Ages to Present Day. London: 

Prentice Hall, 1998. 235-263. 

Walker, Nancy A. The Disobedient Writer. Women and Narrative Tradition. Austin: 

University of Texas Press, 1995. 

Walton, Heather. "Re-vision and Revelation: Forms of Spiritual Power in Women's Writing." 

Feminist Theology. Voll2, No.1, Sept 2003. 89-102. 

Welty, Eudora. The Collected Stories of Eudora Welty. New York and San Diego: 

Harvest/HBJ, 1991 

Wilner, Eleanor. "The Poetics ofEmily Dickinson". ELH. Vol. 38, No.1. (March 1972). 126-

154. 

Wilson, Sharon. Margaret Atwood's Fairy-Tale Sexual Politics. Jacjkson: UP of 

Mississippi, 1993. 



90 

WORKS CONSULTED 

Aisenberg, Nadya. Ordinary Heroines: Transforming the Male Myth. New York: Continuum, 
1994. 

Ak<;a, Katherine, Ali Giine~. "Male Myth-Making: The Origins of Feminism." Nebula 6.3 
(September, 2009). 

Baldick, Chris. Criticism and Literary Theory 1890 to the Present. Essex: Longman, 
1996. 

Barwell, Ismay. "Feminine Perspectives and Narrative Points of View" Hypatia 5.2 
(1990). 

Beauvoir, Simone de. The Second Sex. 1949, Trans. H.M. Parshley. Harmondsworth, 
Penguin, 1972. 

Berger, Asa Arthur. Cultural Criticism: A Primer of Key Concepts. Vol.4. California: Sage 
Publications, 1995. 

Bertram, Vicki. Ed. Kicking Daffodils: Twentieth-Century Women Poets. Edinburgh, 
Edinburgh University Press, 1997. 

Blackmer, Corinne E. "Writing Poetry Like a 'Woman."' American Literary History. 
Vol. 8, No. 1 (Spring, 1996). 

Bryan, Sharon. Ed. Where We Stand. Women Poets on Literary Tradition. New York: 
W. W. Norton and Company, 1993. 

Costello, Bonnie. "Review: Writing Like a Woman. Contemporary Literature. Vol. 29, 2 
(1988). 

Crown, Kathleen. "Review: Poetry, Feminism, and the Public Sphere." Contemporary 
Literature. 39,4. 

Curti, Lidia. Female Stories, Female. Narrative, Identity and Representation. London: 
MacMillan Press Ltd., 1998. 

Diren<;, Dilek. Kadm Yazarlardan Eski Masallar Yeni Meseller. Izmir: Ege Universitesi 
Bas1mevi, 2008. 

Edelman, Hope. Motherless Daughters: The Legacy of Loss. Da Capo Press, 2006. 

Eliade, Mircae. Myth and Reality. Chicago: Harper and Row, 1963. 

Farr, Judith. The Passion of Emily Dickinson. Cambridge: The Harvard University Press, 
1992. 



91 

Friedman, Susan Stanford. '"Beyond' Gynocriticism and Gynesis: The Geographies of 
Identity and the Future of Feminist Criticism." Tulsa Studies in Women's Literature. Vol. 15, 
No. 1 (Spring, 1996). 

Graves, Robert. The Greek Myths. London: Penguin, 1992. 

Green, Gayle. Changing the Story. Feminist Fiction and the Tradition. Bloomington: 
Indiana University Press, 1991. 

Green, Gayle, and Coppelia Kahn. Making a Difference: Feminist Literary Criticism. 
London: Routledge, 1985. 

Gilbert, Sandra, M. and Gubar, Susan. The Norton Anthology of Literature by Women. 
New York: Norton and Co., 1985. 
Hite, Molly. The Other Side of the Story. Structures and Strategies of Contemporary 
Feminist Narrative. Ithaca: Cornell University Press, 1989. 

Guerin, Wilfred L. A Handbook of Critical Approaches to Literature. New York: 
Oxford UP, 1992. 

Harris, Rivkah. "Images of Women in the Gilgamesh Epic". The Epic of Gilgamesh. Trans. 
and Ed. Benjamin Foster. New York, London: W. W. Norton & Company, 2001. 

Jacobus, Mary. "The Difference of View." Women Writing and Writing about Women. 
Ed. Jacobus. New York: Barnes and Noble, 1997. 
John, Allan. The Gender Knot: Unraveling Our Patriarchal Legacy. Philadelphia: Temple UP, 
1997. 

Lerner, Harriet Goldhor. The Dance of Anger: A Woman's Guide to Changing the Patterns 
of Intimate Relationships. New York: Harper & Row, 1985. 

Middlebrook, Diane Wood. "Prologue: Coming to Light." Coming to Light: American 
Women Poets in the Twentieth Century. Ed. Diane Wood Middlebrook and 
Marilyn Yalom. Ann Harbor: University ofMichigan P, 1988. 

Millett, Kate. Sexual Politics. New York: Avon Books, 1971. 

Montefiore, Jan. Feminism and Poetry. Language, Experience, Identity in Women's 
Writing. London: Pandora Press, 1987. 

Plate, Liedeke. Transforming Memories in Contemporary Women's Writing. London: 
Palgrave-Macmillian, 2011. 

Pykett, Lyn. "A Woman's Business: Women and Writing, 1830-80" An Introduction to 
Women's Writing From the Middle Ages to Present Day. London: Prentice 
Hall, 1998. 

Russ, Joanna. How to Suppress Women's Writing. Austin, University of Texas Press, 
1983. 



92 

Showalter, Elaine. "Feminist Criticism in the Wilderness." The New Feminist Criticism: 
Essays on Women, Literature, and Theory. Ed. Elaine Showalter. London: Virage, 1985. 
--------, A Literature of Their Own: British Women Novelists from Bronte to Lessing. New 
Jersey: Princeton UP, 1977. 

Wilner, Eleanor. "Out of Silence: Women Against War." Women in Dialogue: (M)U'ies of 
Culture. Ed. Dilek Direns;, Gtinseli Sonmez Dss;i & Klara Kolinska. London: Cambridge 
Scholars Publishing, 2008. 


	page1
	page2
	page3
	page4
	page5
	page6
	page7
	page8
	page9
	page10
	page11
	page12
	page13
	page14
	page15
	page16
	page17
	page18
	page19
	page20
	page21
	page22
	page23
	page24
	page25
	page26
	page27
	page28
	page29
	page30
	page31
	page32
	page33
	page34
	page35
	page36
	page37
	page38
	page39
	page40
	page41
	page42
	page43
	page44
	page45
	page46
	page47
	page48
	page49
	page50
	page51
	page52
	page53
	page54
	page55
	page56
	page57
	page58
	page59
	page60
	page61
	page62
	page63
	page64
	page65
	page66
	page67
	page68
	page69
	page70
	page71
	page72
	page73
	page74
	page75
	page76
	page77
	page78
	page79
	page80
	page81
	page82
	page83
	page84
	page85
	page86
	page87
	page88
	page89
	page90
	page91
	page92
	page93
	page94
	page95
	page96



