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Abstract

Angela Carter is one of the most renowned British writers of the
twentieth century. She is renowned for her radical retellings of classical fairy
tales Fairy tales that have been read to children for years were rewritten by
Angela Carter, giving them new life and new interpretation. This study uses
close textual analysis informed by feminist literary criticism to examine
Carter’s narrative strategies and symbolic use of wolf imagery. The analysis
is mainly focused on the tale “The Werewolf”, the retelling of “Little Red
Riding Hood”. The study of the depicts a hostile, superstitious environment
in which witches and wolves embody social fears. Unlike the passive heroine
of traditional versions, Carter’s protagonist is resourceful and manipulative.
The grandmother’s transformation into a wolf signifies jealousy and fear of
being replaced, while the granddaughter exploits communal beliefs about
witchcraft to eliminate her rival and inherit her property. Findings show that
Carter’s retelling destabilizes traditional fairy tale roles by representing
rivalry not between genders but between generations of women. The wolf
imagery functions as a metaphor for destructive impulses, jealousy, fear of
replacement, and the struggle for power, rather than external danger. In
highlighting women as both victims and aggressors, Carter challenges simple
ideas of good and bad and shows how folktales can be retold to demonstrate
the darker sides of family and social life.

! This research was conducted with the financial support of the National Association for
Armenian Studies and Research (NAASR), United States.
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COINEPHUYECTBO INOKOJIEHU B POMAHE AHJIKEJIbBI
KAPTEP «OBOPOTEHb»

Jycune Maoamsan

AHHOTAIIUSA

Anmxena Kaprep — oaHa u3 Hauboliee 3HAYMMBIX OPUTAHCKUX
nucarensHUl] XX Beka. [llupokoe mpr3HaHWe oHa moiydnia Omaromaps
pasuKaIbHBIM Tepecka3aM KJIaCCHYECKHX CKa30K, B KOTOPBIX TPaJWIIMOH-
HBIE CIO’KETHI 0OPETAIOT HOBOE JIBIXaHUE U COBPEMEHHYIO HHTEPIPETALIHUIO.

B crarbe ¢ MOMOIIBI0 TEKCTOIOTMYECKOTO aHaJIN3a, OCHOBAHHOTO Ha
(EMHHUCTCKON JIUTEpaTypHOW KpPUTHKE, DPacCMaTPHUBACTCS TBOPYECKHIA
nogxon A. Kaprep u cumBoinyeckast pyHKIust oopaza 060poTHs. OCHOBHOE
BHUMaHHUE yJensieTcs pacckasy «Obopomenby, SBISIONIEMYCS BapHallueH
cka3ku «Kpacnas Llanouxay.

B pacckase nzo0paxena BpaxaeOHas 1 CyeBepHas cpela, T/1e BebMbI

Y BOJIKM BOIUIOIIAIOT COLIMANBHBIE CTPaxu. B oTiMune oT maccCuBHON repou-
HU KJlaccuuecKoil Bepcuu, reponns Kaprep pemmrensHa u xutpa. [IpeBpa-
nieane 6a0ymIku B BOJIKA CHMBOJIM3UPYET PEBHOCTh M CTpaxX OBITH BBITEC-
HEHHOM, TOI/la KaK BHYYKa HCIOJB3YET HAPOJHBIC MPEICTABICHUSA O KOJI-
JOBCTBE, YTOOBI N30aBUTHCS OT CONIEPHUIIBI U 3aBJIAJETh €€ HMYIIECTBOM.

194



«Uqquqpuljub-putiughinuljub phptpgnidubp»

AHanm3 moka3bIBaeT, 4yTo rnepecka3 Kaprep Hapymiaet TpaniiioHHbIE
POJIU CKa3KH, MPECTABIISAS KOHDIUKT HE MEXITy MY>KYMHAMHU M SKCHIIIHA-
MU, a MEX/Ty MMOKOJICHUSAMU xeHIH. O0pa3 BoJIka CTAaHOBUTCS MeTadopoit
JIECTPYKTUBHBIX HMITYyJIECOB, PEBHOCTH, CTpaxa 3aMelleHus] u OoprObI 3a
Bhacth. [loguépkuBasi, 4TO JKEHIIMHBI MOTYT OBITh KaK EPTBaMHU, TaK U
arpeccopamu, KapTep KpHTHKYyeT YHPOIIEHHBIE MOpAIbHBIE ITPOTHBO-
MOCTABJICHUSI U TOKA3bIBACT, KaK (DOIBKIOP MOXXHO MEPEOCMBICITUTH IS
PaCKpPBITHS TEMHBIX CTOPOH COIMALHBIX M CEMEHHBIX OTHOIICHUH.

KuroueBsle cnoBa: Kapmep, nepeckas, ok, mpancgopmayus, KOHKYpeH-
yus, KOHPOIUKM NOKOJIeHUlL, Jec, 86edbMd.

Introduction:

Angela Carter (1940-1992) holds a distinctive place in twentieth-
century British literature. In 2008, The Times ranked her as the tenth best
British writer [6], while The Guardian praised her unparalleled ability to
interpret her times [5]. Carter consistently challenged deeply rooted social
ideologies by retelling classical fairy tales. Known for her bold imagination
and stylistic experimentation, she explored the intersections of gender,
power, sexuality, and myth. Her fiction fuses Gothic motifs, magical realism,
and postmodern strategies, producing works that are simultaneously
unsettling and liberating

She blended elements of classical fairy tales into her stories, retelling
well-known narratives such as “Bluebeard”, “Little Red Riding Hood”,
“Cinderella”, and “Beauty and the Beast”, etc. Rather than treating these
tales as fixed cultural artifacts, she transformed them into complex
explorations of female subjectivity and social power. Her tales are not
detached from reality or confined to imaginary worlds; instead, they serve as
vehicles for probing enduring social and existential problems. Sarah Gamble
describes Carter as “working from the front line” and emphasizes that her
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career can be viewed as an extended exercise in conscious redefinition-not
only of her cultural environment but also of her own response to it [2,p.4-5].

Her collection “The Bloody Chamber and Other Stories” [1],
exemplifies this approach, transforming familiar tales into narratives that
expose the hidden structures of violence and inequality while imagining new
possibilities for female agency. Mulvey-Roberts notes that Carter’s writing
shows that “things are never quite as they seem. Her love of the fantastic and
folk tradition has travelled hand-in-hand with a commitment to international
socialism and feminism, through which she saw everything emerging out of
history and flowing back to the world” [4, p. 2]. W. Yaxuan further observes
that A. Carter’s retellings reflect multicultural perspectives, closely tied to
feminism, and achieve a unity between narrative content and philosophical
concept [7, p. 23-34].

Carter’s writing avoids simple moral lessons. Instead, it highlights
uncertainty, contradiction, and the breaking of traditional roles. By retelling
old stories in new ways, Carter not only challenges the patriarchal
foundations of culture but also shows that storytelling itself can be a
powerful tool for change.

This article focuses on one of A. Carter’s most striking short stories,
“The Werewolf”, included in “The Bloody Chamber and Other Stories” [1].
Unlike many of her retellings that foreground male predation, this tale is the
retelling of “Little Red Riding Hood” by recasting the threatening figure as
a grandmother, thereby foregrounding the theme of inter-generational
rivalry.

Generational conflict in “The Werewolf”

In the book “The Bloody Chamber and Other Stories”, A. Carter
includes a trilogy of wolf tales: “The Werewolf”, “The Company of Wolves”,
and “Wolf-Alice.” This sequence appears intentional: while “The Company
of Wolves” emphasizes the dangers posed to women by predatory men [3],
“The Werewolf” recasts the wolf figure as a grandmother, starkly portraying
inter-generational conflict between women.
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It is noteworthy that, as a female author, Carter may have structured the
tales to highlight her equal scrutiny of both genders. By portraying both men
and women as potential “wolves”, she underscores that destructive impulses
such as jealousy, cruelty, or desire for power are not bound to one sex. This
approach aligns with her broader ideology of equality and her critique of
stereotypical gender roles. Although the figures of the wolf are gendered
differently in “The Werewolf” and “The Company of Wolves”, the stories
follow a parallel sequence of events. Both draw on “Little Red Riding Hood”,
beginning with a descriptive introduction that highlights cultural attitudes,
human fears, and vulnerabilities.

Typical of Carter’s writing style “The Werewolf” begins with a stark
depiction of the forest:
1t is a northern country, they have cold weather, they have cold hearts.
Cold; tempest; wild beasts in the forest. It is a hard life [1, p. 137].
Among the forest’s threats described, witches also appear particularly
sinister, “some old woman”, [1, p. 138] cast out from society. After this
foreboding introduction, the story mirrors its fairy tale predecessor: the mother
sends her daughter through the forest to the grandmother’s house with oatcakes
and butter. She bids her daughter to take her father’s hunting knife with her in
case she needs it. Unlike the naive heroine of traditional variants, Carter’s
protagonist is resourceful and courageous. Here is the passage:

When she heard that freezing howl of a wolf, she dropped her gifts,

seized her knife and turned on the beast. It was a huge one, with red

eyes and running, grizzled chops;...[1, p. 138]

As we see above, the young girl, hearing the howl of a wolf, cuts the
wolf’s fore-paw and wraps its paw in the cloth in which her mother has
packed the oatcakes. At this stage, no transformation is revealed. It is only
upon reaching her grandmother’s house that the truth emerges:

She felt the forehead, it burned. She shook out the cloth from her
basket, to use it to make the old woman a cold compress, and the wolf’s

paw fell to the floor. But it was no longer a wolf's paw [1, p. 139].
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As seen in the above passage, at the granny’s house when the young
girl unwraps the cloth to make a compress, the paw has turned into a human
hand, bearing a wart and a wedding ring. The granddaughter recognizes her
grandmother’s wart and wedding ring, which appear to be the clues that the
wolf in the forest may be the transform grandmother.

When the girl attempts to care for her, the grandmother resists
violently, revealing a bloody stump where her hand should have been.
She pulled back the sheet but the old woman woke up, at that, and
began to struggle, squawking and shrieking like a thing possessed.
There was a bloody stump where her right hand should have been,
festering already [1, p. 139].

In the quoted passage, the grandmother is exposed as the werewolf
and her aggression may be interpreted as driven by jealousy or fear of
replacement.

Getting benefits from the existing belief, the granddaughter attempts
to abolish the granny. Crying out, she brings the neighbors into the house,
who consider the hand nipples of an elderly person as a mark of a witch and
they stone her to death.

When they discover a witch--some old woman whose cheeses ripen
when her neighbors' do not, another old woman whose black cat,
oh, sinister! follows her about all the time, they strip the crone,
search for her marks, for the supernumerary nipple her familiar
sucks. They soon find it. Then they stone her to death [1, p. 139].
The tale concludes with the granddaughter inheriting the grandmother’s
house and prospering.

By retelling the tale “Little Red Riding Hood”, Carter emphasizes
that women can be rivals as much as allies. The wolf imagery here is less
about literal monstrosity than about social dynamics of jealousy, fear, and
survival. Through this narrative, Carter exposes the darker aspects of human
relationships, particularly the destructive competition between generations
of women for security and power.
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Conclusion:

A. Carter’s “The Werewolf” shows how retelling fairy tales can
bring out new ideas about family, rivalry, and power. By turning the wolf into
a grandmother, Carter moves the focus from the danger of men to the conflict
between women of different generations. The story shows how jealousy, fear
of being replaced, and the wish to survive can destroy family ties. The
granddaughter is brave and clever, but also uses superstition to her
advantage, which shows that Carter does not present women as only innocent
or good. Instead, they are complex, capable of both strength and cruelty.

Through this tale, Carter questions traditional roles and reminds us
that rivalry and struggle for power are not only between men and women but
also within families. “The Werewolf” makes us think about the darker side
of human relationships, where fear and jealousy can replace love and care.
By rewriting this story, Carter shows how classical tales can be used to
explore real problems of life and society in new and powerful ways.
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