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ABSTRACT

Essay 1: Cinderella’s Slippers ....” revisits the argument that Charles Perrault, the first writer to
publish Cinderella in print form in 1697, allegedly mistranslated the tale, which was relayed to him in French,
mistaking Vair (fur) for Verre (glass). The essay inserts a feminist critique of the glass slippers by
demonstrating tones of implicit misogyny and making observations that link Perrault’s deliberate adaptation
with the cultural and architectural history of Seventeenth century France. It also explores the metaphoric
symbolism of fur and glass connecting them with Friedrich Nietzsche’s dichotomy of the Dionysian and the

Apollonian.

Keywords: Cinderella; Feminism; Charles Perrault

Subject Terms: Cinderella (Tale)—History and Criticism; Women—Folklore; Feminist Literary Criticism;

Interpretation of Fairytales; Fairytales—Psychological Aspects

Essay 2: “Performance Ar..."” explores the notion that the smells used by artists in works of live
Performance Art create shifts in consciousness for viewers and practitioners. The essay also addresses
smell as a primal sense that evokes “feminine” or Dionysian perceptions of reality, a trigger of involuntary

memory, and a device for social critique.

Keywords: Performance Art; Smell; Feminism

Subject Terms: Performance Art
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1:
CINDERELLA’S SLIPPERS: THE DICHOTOMY OF FUR AND
GLASS



Introduction

The fascinating notion that Cinderella’s slippers were made of fur and not glass was first brought to my
aftention by Kurt Vonnegut's foreword to Anne Sexton’s poetic adaptations of the classic fairy tales,
Transformations. It was here that | read: “that in the process of translation, [from the oral to the written
account of the story] the word vair was mistaken for verre so that Cinderella's fur slippers became glass”.
Vonnegut goes on to say that he read this information “(in] an encyclopaedia, which my wife bought volume
by volume from a supermarket...which was translated from Charles Perrault's telling of it in French.”
Vonnegut's personal discovery occurred after a party he had attended with Sexton. He regretted that he had
not been in possession of this gem of knowledge beforehand, for if he had been, he would have surely

»n3

“enchanted Anne Sexton and everybody at the party with it.” It is now, almost forty years after Vonnegut's
revelation, that | find myself in turn enchanted by the news. Perrault’s Cinderella was the only version read
to me as a child (which is often the case with other children and adults too). Consequently, | perceived
Perrault’s version as being “unique” and “authentic”. This association was reinforced when | saw Walt
Disney’s “Cinderella” movie," which is based on Perrault's adaptation of the tale. Naturally, given this
experience, | had never considered that there could be an alternative to Perrault’s iconic “glass slipper”, or
dreamed that Perrault had allegedly mistranslated from the original oral version the nature of its
composition. Vonnegut had captured my imagination. | must say that | have always been intrigued by ideas

that rupture or challenge popular belief systems, (upheld by ‘the status quo”), and the intrigue that

Vonnegut's comment sparked within me now fuels this discussion.

! Vonnegut, Kurt, “ Foreword “s in Transformations, Anne Sexton, New York: Mariner Books, 2001, p. ix

* ibid

* ibid

* | assert that this is also the case with other people. In many cases Disney’s movie version may be the only
version of Cinderella that they are aware of.



Upon further research into the alleged mistranslation of “verre and vair” with regard to
Cinderella’s slippers, | discovered that this is an old and ongoing literary debate. In fact the notion that
Cinderella’s slippers could have been made of fur (vair) instead of glass (verre) in the oral sources from

which Perrault worked is widely discredited by many folklorists. Paul Delarue comments that:

One reason why the verre/vair error has been perpetuated is that it crept into such
authoritative sources as the Encyclopaedia Britannica. Through successive editions,
generations of readers were told: “In the English version, a translation of Perrault's
Cendrillon, the glass slipper which she drops on the palace stairs is due to a
mistranslation of pantoufle en vair (a fur slipper), mistaken for en verre”. Could the
Encyclopaedia Britannica be wrong? For decades, folklorists have been kept busy refuting
the unfounded verre/vair hypothesis, but to no avail...’

Delarue’s observation is apt if we consider that it was probably the Encyclopaedia Britannica that Vonnegut

was referring to when he was noting the source of his “enchanting” information. Was Vonnegut, like the
“generations of readers” Delarue refers to mis-informed? This question is symptomatic of the literary debate
that has engrossed scholars and critics ever since Charles Perrault published his adaptation of Cinderella in

Contes de ma Mére L'Oye in 1697.

Vair Not Verre

| have already explored the notion that Perrault’s version allegedly mistakes the French word “vair”
(fur) for “verre” (glass) in the oral account of the Cinderella tale he was transcribing. As a result the material
that the slipper was intended to be made from “vair” (fur) and not “verre” (glass), was lost in his translation.

However, the allegations are plausible given the homophonous similarity between the two French words.

Honoré de Balzac made the first documented observation of Perrault's ‘error in Etudes

philosophiques sur Catherine de Medicis. Balzac states, “In hundreds of editions of Perrault’s fairytales

Cinderella’s famous slipper, probably of fur, menu vair’- what is called miniver- has become a glass slipper,

® Delarue, Paul “From Perrault to Walt Disney: The Slipper of Cinderella” in Cinderella: A Casebook, edited
by Alan Dundes, Wildman Press: New York,1983, p.111

3
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pantoufle de verre.” ° As noted previously, many folklorists have dismissed arguments like Balzac’s that
support the “mistranslation”. For example, contemporary scholar Maria Tatar comments, “Folklorists have
now discredited the view that the slipper was made of fur and endorse the notion that the slipper has a

n?

magical quality to it and is made of glass.” However, | find Tatar's dismissal of fur in favour of glass based

n8

on the “slipper [having] a magical quality™ dissatisfying. How could the plausibility of a fur slipper be
dismissed on the basis of glass having “a magical quality"? In my opinion both glass and fur bestow
“magical qualities” on the slipper. | will comment on this aspect of Tatar's assertion at later point in this
essay. That being said, it is not my intent to oppose or discredit the view of contemporary folklorists by
resurrecting and supporting the views of critics like Balzac as the basis of this essay. However, | find the
contention intriguing. With over 340 oral variations of the Cinderella story it is difficult to comprehend why
such a brouhaha was made over Perrault’s alleged mistranslation. In other accounts of the tale her slippers

were made of gold leather, precious metals, satin and silk.’ In the earliest account of the Cinderella tale,

Yeh-shen or Yeh-hsien (a Chinese adaptation), she wears gold shoes: “On her feet were beautiful slippers.

They were woven of golden threads in a pattern of a scaled fish and the soles were made of solid gold.”
The gold shoe motif is found in other tales too including “The Sharp(Horned) Grey Sheep” as told by John
Dewar, a Scottish labourer in the nineteenth century: “But heroine slips out and receives golden shoes from

prince... the prince runs after her and she loses a shoe in the mud.”" In “Sa Contanscia de Chignera” (The

® Yearsley, Macleod The Folklore of Fairytale P 97 Google books:
hitp://books.google.com/books?id=au0RPGI2K8QC&pg=PA57&Ipg=PA57&dq=cinde

" Tatar, Maria, The Annotated Classic Fairy Tales, New York, Norton, 2002, p.28 (Subsequent reference to
this text will be cited as: “Tatar”).

® ibid p.28

® Cox, Marian Roalfe. Cinderella: Three Hundred and Forty-five Variants of Cinderella, Catskin, and Cap O'
Rushes, abstracted and tabulated. London: David Nutt for the Folklore Society, 1893. Online text:
www.surlalunefairytales.com

" Louie, Aai-Ling, Yeh-Shen, A Cinderella Story Philomel books, NY, 1982. Online text:
http:/houck.salkeiz.k12.or.us/student.assignments/china.fables/cinderellastories.htm

"' Campbell, J. F., *The Sharp (Horned) Grey Sheep" (Told b John Dewar, labourer, Cowal) in

Popular Tales of the West Highlands. Edinburgh, 1860-62, No. XLIII. Vol. ii, 286 ff. Online text:

www surlalunefairytales.com




Story of Cinderella), an Italian adaptation from Sardinia, her slippers are made of silver: “On the way she
loses one shoe, which is found by king's son, who proclaims that whoever has lost a silver shoe shall be his

wife.”” In a Venetian adaptation, La Conza-Senare (The Cinder Wench), the slipper is made of diamonds:

“Servants follow and are blinded with the sand she throws. She also throws one diamond shoe, which they

take to prince.”™ In Hanen Og Honen Der Gik Til Things" (The Cock And Hen Who Went To The Judge) an

adaptation from Zealand in Denmark, the slipper is made of silk: “Boy goes to church, where he sees a lady
lose her silk shoe. He wants to marry the person to whom shoe belongs...Everybody must try the shoe, and
at last it is servant's turn. All at once she stands there in her silk dress just as she was in church. Boy
recognises her and marries her.”"* The shoe is made of satin in Ragshin Coatie as told in the nineteenth
century by Miss Margaret Craig of Darliston, Elgin in the dialect of Morayshire: “but she jumps over their
s

heads, losing one satin slipper, Prince proclaims he will wed whomsoever shoe fits.

In Jacob and Wilhelm Grimms’ Aschenputtel (Ash Girl) Cinderella wears three different pairs of

slippers. The first pair is described as “silk slippers embroidered with silver’,”® the second are un-described,

and the third pair “were of solid gold”."” The slipper in Marie Catherine, Baronne D’Aulnoy’s Finette Cendron

" Sa Contanscia de Chignera (The Story of Cinderella) [Narrated by Maddalena Saba, aged 70, a peasant
of Mores; transcribed by Stefano Chessa, also of Mores in Logredoro, Sardinia.] Archivio delle Tradizioni
popolari, Palermo, 1883. ii, pp. 185-187. "Primo Saggio di novelle popolari sarde," da P. E. Guarnerio.
Novella No. V., ibid

** Bernoni, Dom. Giuseppe, La Conza-Senare (The Cinder Wench) Fiabe popolari Veneziane. Venezia,
1873. Story No. VIII, pp. 36-44. (In dialect.) ibid

" Grundtvig, S., Hanen Og Honen Der Gik Til Things (The Cock and Hen Who Went To The Judge),
Unpublished Collection. (From Zealand.) ibid

* Rashin Coatie, told by Miss Margaret Craig, of Darliston, Elgin, Dialect of Morayshire.) Revue Celtique, t.
iii; reprinted in Folk-Lore, Sept. 1890,i, p. 289-91.) ibid

*® Grimm, Jacob and Wilhelm Aschenputtel (Ash Girl) in Cinderella:A Casebook edited by Alan Dundes, ,
New York, Wildman Press, 1983, p.26

" ibid, p.27



or Cunning Cinderella * is made of velvet. An excerpt from the story reads, “Finette...lost one of her

slippers, made of red velvet and embroidered with pearls.” ** | found it interesting that D'Aulnoy’s description
of the slipper reveals that she has chosen to shoe her “Cinderella” with a shoe that has been styled to
represent the fashions of the time she (D’Aulnoy) was writing. An image of a shoe dated circa 1650s-60s
appears in Lucy Pratt and Linda Wooley ‘s book, Shoes (plate 8- page 27). This image depicts a red velvet
embroidered mule and the authors note that: “A [red] velvet mule...is a typical example of luxury...for
women of about the 1650s to 1660s. A similar mule of embroidered velvet, which was worn by Queen
Henrietta Maria...is dated between 1660 and 1665.” * D’Aulnoy’s representation of Cinderella’s slipper
(unlike Perrault’s) is an authentic representation of a shoe worn by the aristocracy in late seventeenth
century Europe. This is pertinent because it elucidates the absurd impracticality of Perrault’s glass slipper.
Max Luthi notes that glass expresses the fairytale’s “stylistic bent” to present “the unambiguous, the
extreme, and the distinct.” ' He goes on to say that “It was supposed to be absurd that Cinderella’s slipper
could fall without breaking... Yet the fairytale provides Cinderella with glass slippers not because of its
delight in the absurd, but because of its delight in the bright material. Like gold, glass [is] connected with
light...glass fits superbly well into the sublimating style of the fairytale.””

As we can see Cinderella’s slipper appears in many different forms. However, despite the varied
assortment of incarnations that the motif has appeared in, the aforementioned comments, particularly those
made by Balzac and Tatar, create a sense of distinct polarity in our discussion: the slipper is either glass or
fur, period.

Perhaps the “vair versus verre” debate can be attributed to the fact that Perrault’s text was the first

written account of the story, published specifically for a learned, aristocratic, Christian audience.

* D’'Aulnoy’s version, like Perrault’s, was written in France circa 1690.

* Canepa, Nancy, The Origins of the Literary Fairy Tale in Italy and France, Detroit: Wayne State University
Press, 1997, p.165

“ Pratt, Lucy et al. Shoes, London: V&A Publications, 1999,p26

#' Luthi, Max, The Fairytale As Art Form And Portrait of Man, Bloomington: Indiana University Press,
1984,p.15 (subsequent reference to this text will be cited as “Luthi”).

# ibid, p.16




Consequently his version was taken “seriously” and the details he presented, specifically the glass slippers,
were viewed as the “authentic” or “intended” ones. The details of Perrault’s adaptation have been viewed as
the most “authentic” and this continues to be the case among mainstream audiences today. Once again,
this could be attributed largely to Walt Disney basing his 1950 adaptation of Cinderella on Perrault’s version,
which has further cemented details like the glass slippers as being the “authentic” or most “reliable”. Paul

Delarue comments that:

One could add only that from a symbolic as opposed to a literal perspective, glass is
perfectly appropriate. Glass is a standard symbol of virginity. It is fragile and can be
broken only once. In Jewish wedding ritual, the groom crushes a glass under his foot- for
good luck. In this light the very attempt by lexicographers and others to substitute “fur” for
“glass” is itself worthy of consideration. Interpretations of folklore, like folklore, may serve
as projective outlets for fantasy.23

The closing sentence to Delarue’s remark is particularly significant with regard to this essay. For the notion
that Perrault mistranslated, (deliberately or accidentally), the oral account of Cinderella he based his
adaptation on, is serving as a “projective outlet” for my musings about the reasons why he chose to do so,
as well as the impact that his “mistranslation” has had on the literary symbolism of the text as a whole. It is

up to the reader to decide if the nature of my musings is plausible or just the work of fantasy.

The Symbolism of Fur and Glass
When Delarue speaks of interpretations of folklore, he is referring to the notion that there are many
adaptations of folk and fairytales. There is no “correct” version. “Adaptation” is the key to truly appreciating

the “vair versus verre" debate. Perrault’s version of Cinderella is an adaptation of the story, one of many.

2 Delarue, Paul “From Perrault to Walt Disney: The Slipper of Cinderella” in Cinderella: A Casebook, edited
by Alan Dundes, New York: Wildman Press, 1983, p.111




In their book, The Classic Fairy Tales, lona and Peter Opie take a more neutral or diplomatic

stance in the debate:

Very often [the shoe] it is made of silk or other material; and when Perrault heard the story
the shoe may well have been made of variegated fur (vair) as has been suggested, rather
than of glass (verre). It was his genius, nevertheless, to see how much more effective in
the story would be a shoe of glass, a shoe which could not be stretched, and a shoe in
which the foot could be seento fit.

Bruno Bettelheim takes a similar stance and remarks that:

It was...his [Perrault’s] invention that the...slipper was made of glass...There is quite a
controversy about this detail. Since in French the word vair (which means variegated fur)
and verre (glass) are sometimes pronounced similarly, it was assumed that
Perrault...mistakenly substituted verre for vair and thus changed a fur slipper into one
made of glass...there seems no doubt that the glass slipper was Perrault's deliberate
invention.”

My intent for the rest of this essay is to explore the notion that a fur slipper may have existed in the oral
account (probably told to him by a peasant woman) of the story Perrault translated and to discuss the

motivation behind Perrault's “deliberate invention” of the glass slipper.

The Deliberate Glass Slipper and the Loss of Fur

Prior to the written publications of Perrault and his cohorts in the Parisian salons of the late
seventeenth century”, fairy tales were dismissed as the vulgar oral tradition of the peasantry. They were
“told by non literate peasants among themselves at the hearth... travelling merchants in inns and taverns,

"' Perrault played a major part in the rise or

[and] told by priests in the vernacular to reach out to peasantry.
cultural transformation of the literary fairy tale. A large part of this transformation entailed altering or

adapting the tales to appeal to French nobility or “civilitié”. The “peasant- like” material and settings of the

24 Opie, lona and Peter, The Classic Fairy Tales, New York: Oxford University Press, 1974,p.121

% Bettelheim, Bruno, The Uses of Enchantment, New York: Random House, 1976, p.151 (Subsequent
reference to this text will be cited as: “Bettelheim”).

* Parisian salons: “By the 1690s the salon fairy tale became so acceptable that women and men began
writing their tales down to publish them”. (Jack Zipes in When Dreams Come True, New York:
Routledge, 1999 p. 33) Subsequent reference to this text will be cited as “Zipes”.

 ibid, p.31




oral folk tales were altered to appeal to aristocratic and bourgeois audiences. If Perrault had created
Cinderella’s slipper in fur it may have encoded the tale with a system of literary symbols that would have
rendered it unattractive to this market. Fur, after all, has metaphoric undertones of “savage” superstition,
Paganism, impurity and “sinfulness”, which would not have suited the refined tastes, and overtly Christian
beliefs of Perrault's intended audience. Marina Warner associates fur with “sinfulness” in her book From

the Beast to the Blonde, an important social history of the role of women in folk and fairy tales. She notes

that “the pattern of sinful woman is Eve, who had carnal knowledge and was fatal to humanity, and the

728

pattern of goodness is Mary, the Virgin.”” She goes on to say that:

The figure of the fugitive girl in animal disguise [wearing fur] stood not for the rejection of
sexuality but for the condition of it...Coats of skins covered the nakedness of Adam and
Eve after they had eaten the fruit of knowledge and marked their fallen condition.”

It is plausible that Cinderella’s slippers were made of fur in the oral version that Perrault adapted.
Fur ffits’ with the recurring themes of Animism suggested in many of the older versions of Cinderella. Such
themes are present in the character of Cinderella’s dead mother who reappears as a helpful figure in the
guise of an animal in various adaptations of the tale. For example, in the Scottish version of Cinderella,
Rashin Coatie, Cinderella’s mother (not the fairy godmother) returns in the form of an animal (a little black

lamb or red calf) to protect her. Similarly, in the Grimms’ version of Cinderella, Aschenpulttel, she is assisted

by birds who also symbolize the spirit of her dead mother. Martin Hallet and Barbara Karasek make an

important point with regard to the Grimms’ adaptation of Cinderella in Folk and Fairy Tales when they state:

As a rule, Nature plays a more significant role in the Grimms’ tales than in those of
Perrault, and that is the case here. Ashputtel’s virtue is rewarded by the natural world,
manifested both in the embodied spirit of her dead mother and in the birds who complete
the impossible tasks she is set by her stepmother. *

It is interesting to note that the Grimm Brothers associate their Cinderella character with “Nature”

(animal traits) too. They describe her behaviour as being “like a squirrel” when she runs into the garden to

# Warner, Marina, From The Beast to the Blonde, London: Chatto and Windus, 1994, p.358 (Subsequent
reference to this text will be cited as: “Warner”).

® ibid, p358

* Hallet , Martin et al., Folk and Fairy Tales (third edition), Ontario: Broadview Press, 2002, p.38

9



hide from the prince: “She climbed among the branches like a squirrel, and the king’s son didn’t know where

ndt

she'd got to.™ | interpret the “squirrel” association as a whimsical coincidence with regard to this
discussion, as “vair” is also thought to be the fur of a grey squirrel. It is entertaining to consider the notion
that the Grimms’ “squirrel” description as an inadvertent echo of the “vair” versus “verre” mistranslation
and/or an encoded suggestion of its probability.

Cinderella’s shoe is a symbol of her autonomy, and is key to her entry to womanhood. The shoe
“defines” her, and could be perceived as a symbol of her character itself. In essence, the slipper persoriifies
Cinderella. If the slipper was made of “vair” (grey squirrel fur) then Cinderella is like a squirrel, which fortifies

the fanciful connection with the Grimm Brothers’ description. The Grimms’ “squirrel description” of
Cinderella, coupled with their representation of her mother as a bird, bestows suggestions of animism on
their adaptation of the tale. Implications of Animism would not have been attractive to Perrauit’s original
readership; it is suggestive of antiquated or “savage” belief systems and Paganism. Undertones of
Paganism, let alone Animism, would be distasteful in the Catholic court of Louis XIV, detrimental to the
success of Perrault's cultural transformation of the fairy tale, and subsequent celebration in aristocratic
circles. Significantly, Perrault also “invented” Cinderella’s fairy godmother (who only appears in human
form) for the same reasons.

However, It is plausible that Cinderella’s shoe was made of fur (vair) in the accounts of the story
that Perrault would have heard because it was a highly valued fashion material in seventeenth century
Europe. It was a sign of luxury and extreme wealth.” Consequently a definite social hierarchy emerged with

regard to each type of fur. Vair, which has been defined as either the fur of a grey squirrel or weasel,

connoted exceptional affluence: “vair [was] generally reserved for princely or court garments, while

3 Grimm, Jacob and Wilhelm “Aschenputtel (Ash Girl)” in Cinderella:A Casebook edited by Alan Dundes,
New York, Wildman Press, 1983, p.27

32 Fur, Sign of Wealth- Gustave Flaubert, Dictionary of Received Ideas (cited by Julia Emberley in The
Cultural Politics of Fur, New York, Comell University Press, 1997, p.1) Subsequent reference to this text will
be cited as “Emberley”.
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beaver...[was] worn among the lesser nobility...sheepskin [was] for the common people”.”  Sumptuary
Laws (or clothing laws) were enforced to prevent people wearing furs that did not “fit” their social class.
Cinderella, prior to her eventual marriage to the Prince, was not (according to Sumptuary Law) entitled to
adorn herself in “vair”. The idea of a common girl who spent most of her day covered in ashes wearing
shoes made of vair was socially subversive. Social subversion of this nature may have been the present in
the oral and probably peasant versions of the tale on which Perrault based his printable version. However,
Perrault would not have shared this subversive intent (although, and | will later comment, Perrault did insert
elements of social critique or subversion in his work). Perrault’s intent was to successfully insert fairytales

into the cultural sphere of the aristocracy. Bruno Bethlehem notes:

As with all of Perrault’s stories, the trouble with his Cinderella is that he took fairy-tale
material...freed it of all content he considered vulgar, and refined its other features to
make the product suitable to be told at court. Being an author of great skill...he invented
details and changed others to make the story conform to his aesthetic concepts.

The glass slippers and Cinderella’s fairy godmother were, as | have shown, both Perrault's
inventions. In Perrault’s tale the “helper” or doer of magic (the fairy-godmother) is in human form and the
shoe is made of glass, significantly a man-made or manufactured material.

In the introduction to this essay | cited Maria Tatar's comments that Folklorists have discredited
the idea of Cinderella’s shoe being made of fur on the basis that the “slipper has a magical quality to it and
is made of glass”.” | feel dissatisfied with Tatar's definition. Consequently, | have interpreted her notion of
“magical quality” as “transformative” as an attempt to decipher the folklorists’ belief. Glass is symbolic of
transformation; its properties are transmutable, wavering between a liquid form and a solid state. Therefore
inserting glass objects into the narrative of the fairy tale, such as Cinderella’s slipper, could be perceived as
a deliberate introduction of the “magical quality” Tatar describes. However, that being said, | assert that fur

also, though in a different way, connotes a transformative or “magical quality”. Fur is transformative when

* ibid p.47
* Bettelheim, p.150
® Tatar, p. 28
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viewed through the lenses of Animism and of Jungian psychoanalysis. Through these lenses fur can be
seen to connote our primitive side, “animal double” or shadow “other”. Marie- Louise von Franz notes, “the
animal double is more an undeveloped aspect of the Self. * She illustrates this through the heroine of the

n37

story Shaggy Top : “the fur cap she wears is the sign of animal traits in her.”™ In Cinderella’s case the
moment of wearing a fur slipper would connote an assimilation of the shadow in the personal realm.
Cinderella’s slippers “identify” her at the end of the story. They symbolize her “new role” in life or her
“developed self” as well as demonstrating the integration of the shadow figure (mother disguised as animal
helper) into Cinderella’s consciousness.

Cinderella’s shoes, whether they be made of glass or fur, are a potent literary symbol. They can be

viewed as a representation of the very core of this character's being. This notion is discussed by Marie-

Louis von Franz in The Interpretation of Fairy Tales, where she states that:

The shoe is a symbol of power, for which reason we speak of being of being “under
someone’s heel” ... Clothing may represent either the persona, our outer attitude, or an
inner attitude, and the changing of clothes...stood for transformation into an enlightened
understanding. Shoes are the lowest part of our clothing and represent our standpoint in
relation to reality- how solidly our feet are planted on the ground; how solidly the earth
supports us gives the measure of our power.”

If we perceive shoes as a symbol of power in the manner Franz describes, then Perrault’s choice to adorn

Cinderella’s foot in a slipper of glass could be interpreted as an act of misogyny and sadism.

* Franz, Marie-Louise von, The Interpretation of Fairy Tales, Boston: Shambala Publications, 1996,p.136.
(Subsequent reference to this text will be cited as “Franz”).

" ibid, p.163
* ibid, p.187
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Misogyny and Sadism

Claire-Lise Malarte-Feldman describes Perrault as both “a misogynist” and “a sadist” (amongst
other things) in her essay “Perrault's Contes™.* Whether this be the case or not, | assert that Perrault
bestows a misogynistic tone upon the text by deliberately connecting the female protagonist (Cinderella)
with an obviously fragile material. Glass suggests that her character is weak, easily broken or shattered,
colloquially speaking, “she is not a force to be reckoned with”. Perrault has not provided Cinderella’s feet
with a “solid base”; they (her feet) are tenuously elevated by flimsy glass slippers instead. Affiliating her
character with the fragility of glass strips her character of the overt symbol of animal strength and feminine
prowess that fur connotes.

The fragility of the glass slipper introduces a note of sadism into Perrault’s “Cinderella”. Sadism is

implicit in the potential of foot mutilation should the glass slippers break. Bettelheim notes that:

There seems no doubt that the glass slipper was Perrault's deliberate invention. But
because of it [this invention] he had to drop an important feature of many earlier versions
of Cinderella which tell how the stepsisters mutilated their feet to make them fit the
inpper..;;I'his detail [blood in shoe] would have been obvious had the slipper been made
of glass.

It is ironic that Perrault's glass slipper actually retains the feature of foot mutilation through its very
implication. Placing Cinderella in this potentially dangerous position suggests self-mutilation. If we view the
glass slippers in this manner we could also interpret them as a symbol of disempowerment, or a sacrificial
risk of pain in the pursuit of love, ambition and a “higher * sense of self. The potential for the glass slippers
to shatter, and for Cinderella to be left standing on painful shards of glass foreshadows the agony that the

mermaid suffers in Hans Christian Anderson’s tale The Little Mermaid (who sacrifices her true identity in

pursuit of a prince’s love). The agony | refer to is the sharp “knife like” sensations that Anderson describes

39 Malarte-Feldman, Claire-Lise, “Perrault’s Contes: An Irregular Pearl of Classical Literature”, in
The Origins of the Literary Fairy Tale in ltaly and France, edited by Nancy Canepa, Detroit: Wayne State
University Press, 1997, p.100

“0 Bettelheim, p.151
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the mermaid suffering whenever she places her feet on the ground after her transformation into human

form:

He took her by the hand and led her up to his castle...every step felt as though she were
walking on sharp knives. *

It is worth noting that in Walt Disney’s Cinderella movie (which was based on Perrault’s version), the glass

slipper does smash and places Cinderella in a perilous situation. The Oxford Companion to Fairy Tales

notes that: “Disney...put the fragility of glass to a dramatic use— the stepmother smashes the slipper into
fragments before Cinderella can try it on.”  The image of Cinderella surrounded by shards of broken glass

augments the parallel | have drawn with Andersen’s The Little Mermaid.

Shoes, as noted by Franz, represent a character's centre of strength and grounding. They have also
been interpreted as a symbol for femininity, specifically the vagina. Freud presents women's’ shoes as
vaginal symbols in his writings on Fetishism: “Thus the foot or shoe owes its preference as a fetish...to the
circumstance that the inquisitive boy peered at the woman’s genitals from below.” Bettelheim, who takes a
psychoanalytic approach to the fairytale, makes specific reference to Cinderelia’s slipper being a symbol of

her vagina. He states:

The slipper a central feature of the Cinderella story and that which decides her fate is a
most complex symbol...To the conscious mind, an object such as a slipper is just that-
while symbolically in the unconscious it may in this story represent the vagina.*

! Andersen, Hans Christian, The Little Mermaid in Folk and Fairy Tales (third edition) edited by Martin
Hallett and Barbara Karasek, Ontario: Broadview Press, 2002, p.231

* Zipes, Jack, The Oxford Companion to Fairytales, New York:Oxford University Press, 2000, p98
* Freud, Sigmund, “Fetishism” 1927- The Standard Edition of the Complete Psychological Works of

Sigmund Freud, V:21, Trans. James Strachey et al. London: The Hogarth Press, 1961, p.155, (subsequent

reference to this text will be cited as “Freud”.)

* Bettleheim, p.268
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Joan Gould also interprets Cinderella’s slipper as a vaginal symbol with specific reference to the “vair

versus verre” debate. She muses that;

An oral storyteller must have described “une pantoufle de vair’ meaning a fur slipper,
these critics claimed, and Perrault or some scribe wrote down “une pantoufle de verre”, a
glass slipper, which would be impossible to dance in. If a mistake was made, Perrault’'s
subconscious served him well. The lost slipper sparkles on the Prince’s palm because it
represents the owner herself... it represents her sexuality....”

Gould also suggests that the glass slipper is a representation of Cinderella’s virginity and hymen, which is
“impossible to repair once shattered”.® Her idea echoes the remark made by Paul Delarue: “Glass is a
standard symbol of virginity.”

If we interpret Cinderella’s slipper as an overt reference to her sexuality (specifically her genitalia), then
glass, which is a smooth material, would connote an absence of pubic hair. Therefore Perrault has
presented Cinderella as either a prepubescent female or a female who has removed her pubic hair.
Absence of hair or the cutting of hair is commonly associated with disempowerment; one only has to think of
the Biblical character “Samson” to recognise this reference. Perrault's Cinderella was intended to entertain
a Christian audience who would have been aware of such a connotation, even though it was presented on
an implicit level in his narrative. This feature of Perrault’s literary crafting of Cinderella also bestows the tale
with misogynist undertones (which is common in societies that infantilize the female). Conversely, a fur
slipper would connote the shoe of a mature, empowered woman. Fur frequently symbolizes pubic hair, as
noted by Freud: “FUR [as a symbol or metaphor]...has long been suspected... [is] a fixation of the sight of
the pubic hair.” * The presence of fur on Cinderella’s slipper would indicate that Cinderella’s slipper (her

genitals) was endowed with the pubic hair one usually expects to see on the pubis of an adult woman.

45 Gould,Joan, Spinning Straw Into Gold, New York: Random House, 2005,p.72

*®ibid, p.73

" Delarue, Paul “From Perrault to Walt Disney: The Slipper of Cinderella” in Cinderella: A Casebook, edited
by Alan Dundes, New York: Wildman Press, 1983, p.111

*® Freud, p.155
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Laura Mullen explores the aforementioned notions in a similar vein in her essay “Wearing It Out”,
She muses that Perrault's choice to present us with a glass slipper in preference to a fur slipper is an
indication of his misogyny and “vagina phobia”. She states: “it seems obvious that the fear of the fur is the

n49

Mullen concurs with Marina Warner's assertion in From The Beast to the

fear of the female genitalia.
Blonde, that Perrault's choice to replace Cinderella’s slippers of fur with ones made of glass (whether
through mistranslation or deliberate alteration) “purifies” the tale by eliminating the primal or animal
associations in favour of a sterile glass slipper that she (Mullen) equates with a “test tube”.”

The notion of the “test tube” like glass slipper being a symbol of Perrault's misogyny and sadism is manifest

in her amusing yet tragic passage which reads:

Try this: make a fist and wedge it into, yes, a wine glass. Doesn't your hand look like
some kind of scientific exhibit? (The fragile label inked with the Latin name is all that is
lacking.) But how does it feel? Aren't your knuckles starting to hurt? Would you like to (put
the other hand in a matching glass) try a handstand? Nervous? The glass gets moist.
Steamed up, as we may say, meaning, I've had about enough of this!”

Mullen’s description echoes the potential for pain and danger (discussed at an earlier point in this essay)
with regard to the glass slipper. However, according to Mullen the glass slipper does not just connote pain,
it also symbolizes desensitization and strips the tale of its primal elements. Mullen quotes Warner who
states that: “the glass slipper works to dematerialize the troubling aspects of her [Cinderella’s] nature, her
natural fleshiness, her hairy vitality, and so to give a sign of her new, socialized value...The slipper becomes
glass.”® Mullen and Warner both argue that a fur slipper did exist and address the notion that a glass
slipper may have been a more “acceptable” alternative for Perrault's audiences. Mullen states: “What got

lost in translation was a much more flexible and warmer model — animal, yes but also anima- which, if less

49 Mullen, Laura “Wearing it Out” in Footnotes On Shoes, edited by Shari Benstock and Suzanne Ferriss,
New Jersey:Rutgers University Press, 2001,p.285 (Subsequent reference to this text will be cited as:
“Mullen”).

* ibid
* ibid, p.286
* Warner, p.362
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eloguent on the subject of “socialized value”, has potentially a lot more to say about pleasure.”™ Mullen
views the fur slipper as a metaphor of the sensual and the erotic. Her assertion that it also speaks of
“pleasure” bestows Dionysian qualities upon the fur slipper (I will discuss this at a later point in this essay).

The aforementioned “warmth” of the fur slipper renders it a symbolic opposite of the glass slipper when we

consider Mullen’s analysis of Perrault’s adaptation, which suggests that it is cold and detached. She states:

The cinders have no warmth, the ashes no grittiness...The tears she cries choke her
speech but are neither wet nor hot; nor is the “pantoufle de verre” as cold and rigid as the
smallest act of imagination insists it must be. It is though all sensation vanished with the
sensuous satisfaction the fur slipper held out.™

Mullen’s observations about Perrault’s writing style suggest that he is more concerned with the visual in his
storytelling. However, this is not unique to Perrault. Max Luthi talks about the “dominance of the visual in

55

the European fairytale™ and states that: “Music and sounds, scents and odours are fleeting, prototypically

transitory; the visual, however, remains.”
The Erotic Nature of Fur

When | consider the sensuality and the erotic fetishism that fur suggests | am reminded of Leopold
von Sacher-Masach’s novella Venus in Furs as well as the surrealist works of the celebrated artist and

photographer, Meret Oppenheim, specifically: Breakfast in Fur (1936), Fur Gloves with Wooden Fingers

(1936) and Project for Sandals (1936). | shall discuss Breakfast in Fur first. Oppenheim had a penchant for

covering objects in fur, including bracelets. She happened to be wearing one while sipping coffee with Pablo

Picasso at the Café de Flore in Paris. Picasso admired her plush accessory and mused that you could

» 57

cover anything with fur. Oppenheim candidly replied: “Even this cup and saucer”.” Their playful dialogue led

%% ibid p.283

*ibid p.284

* Luthi, p.71

* ibid

* Hafen, Ruth, “Meret Oppenheim: An Enormously Tiny Bit of A Lot”, online article:
http://emagazine.creditsuisse.com/app/article/index.cfm?fuseaction=OpenArticle&aoid=162031&coid=1398&!
ang=EN
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to the creation of her most famous work: Breakfast in Fur. The piece is comprised of a porcelain cup and
saucer, and a teaspoon, all covered in what is thought to be, the pelt of a Chinese Gazelle. The seemingly
simple, whimsical object, which could be interpreted as being merely “art for art's sake” has evoked analysis
which has rendered it as a iconic work of erotica, lesbian fetishism and feminist critique. Helen Tierney
describes the work as a “quasi-Freudian ironic juxtaposition of incompatibles [which] has become known as
a rebellious act against clichés of femininity and fashion”. *

Paul Mathieu comments that Breakfast in Fur “is full of sexual connotations (usually undisclosed in
official readings) which force the viewer to vicarious lesbian oral sex with the otherwise banal object.” *
These comments are indicative of the potent female sexuality connoted by fur. A slipper covered in fur

would bestow this power upon Cinderella too. Nel Philips critiques Breakfast in Fur and her lesser known

piece Fur Gloves with Wooden Fingers in The Avant-Garde and American Postmodermity. Phillips’ remarks

are perhaps the most pertinent with respect to our discussion as they consider the inherent sexuality of the

two works as well as their animalistic qualities. Phillips remarks:

In fur gloves female fingers (complete with nail polish on the fingernails) emerge through
the cut-off fingertips of furry gloves mingling the feminine with the bestial”. He goes onto
say that: “The fur covered cup, saucer and spoon of Breakfast in Fur...links human to
“furry breasts”, inviting the viewer to a breakfast in which a phallic spoon will enter the
furry vessel of the cup. By connecting the civilized with the bestial and sexual, both fur
objects link desires of human beings to those of beasts- a perverse challenge to
conventional notions of humanness and sexuality. *

Philips’ considerations echo the previous notions of primal energy and Animism (and sexuality) presented
earlier in the essay with regard to the literary symbolism of fur. Finally, (and perhaps more saliently),

Oppenheim’s much lesser known work Project for Sandals, presents a fur covered high-heeled shoe to the

viewer. The author of the online source, “Vasalisa Electric” muses whether this piece could be “a reference

* Tierney, Helen , Women's Studies Encyclopedia, online reference:

http://gem.greenwood.com/wse/wseDisplay.jsp?id=id270&ss=romantic

* Mathieu, Paul, Sexpots: Eroticism in Ceramics, New Jersey: Rutger University Press, 2003,p.106

% Philip, Nel The Avant-Garde And American Postmodemity, Jackson: University Press of Mississippi,
2002, p.22
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to the mistranslation of Cinderella’s slipper from fur to glass?™' The source goes onto observe that

762

“Oppenheim’s imagery is steeped in the language of fairy tales.”™ It is interesting to note that the artist’s
grandmother wrote and illustrated a folk tale which is a children’s classic in Switzerland. Oppenheim’s
father, who was a doctor, attended sessions at the Jung institute and encouraged her to record her dreams
and fantasies. Marina Warner shows that “Meret Oppenheim was raised in the German Folklore tradition on

"% This information

the one hand and in the Jungian field of dream symbolism and archetype on the other...
is relevant because it strengthens the connection between the work of Oppenheim and the fairytale with
respect to our discussion. As Marina Warner writes, “These fashion accessories, conceived in high spirits,
act as a reminder, in the spirit of mischievous fairytale humour, of the Beast within”.*

An overt example of fur as a literary symbol of female prowess and sexual potency is manifest in
Sacher-Masoch’s novella Venus in Furs. The furred figure of Wanda Von Dunajew reminds Severin, her

lover, of the formidable Catherine the Great. In the introduction to the text Larry Wolff notes:

In Venus in Furs Wanda’s costumes, with their fur trimmings and accessories, repeatedly
bring Catherine to mind or the rapturous enthusiasm of Severin. “Russian ankle boots of
violet, ermine trimmed velvet, a gown of the same material, decorated with narrow stripes
and gathered up with cockades of the identical fur, a short, close-fitting paletot similarly
lined and padded with ermine, a high ermine cap a la Catherine the Great. *

It is also worth noting that on the opening page of the novella we are presented with the image of Venus
(the roman goddess of love). She appears as a marble statue wrapped in a large fur as part of Severin’s
dream. The fur is intended to keep her warm. Wolff observes that “Severin explains that coldness is not only

meteorological but also a moral and metaphorical matter, in as much as pagan Venus requires a fur to warm

* “Vasalisa Electric: ENCOUNTER” online reference: http://www.rockingchair.org/ve4.html

% ibid

* Warner, p.385

® ibid, p.385

65 Sacher-Masoch, Leopold Von, Venus in Furs, Contributors Joachin Neurgroschel, Larry Wolff , United
Kingdom: Penguin Classics, 2000, (introduction p.x)
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her in “the icy Christian World” of the north.”™ Sacher-Masoch’s association of fur, Paganism and “warmth”
as a counter to cold or “icy” Christianity further illustrates the notion that representations of a fur slipper
might well have been disturbing to the overtly Christian audiences Perrault sought to entertain. His choice to
replace fur with the frigidity of a glass was a more fitting adaptation. As a side note, the connotations of
“‘warmth” that Sacher-Masoch assigns to fur echo Laura Mullen’s sentiments that equate a fur slipper with
sensuality and warmth, as opposed to the cold, “test tube” like sterility implied by a glass slipper.

When | consider the sensuality and the erotic fetishism that fur suggests | am reminded of Leopold
von Sacher-Masoch’s novella Venus in Furs as well as the surrealist works of the celebrated artist and

photographer, Meret Oppenheim, specifically: Breakfast in Fur (1936), Fur Gloves with Wooden Fingers

(1936) and Project for Sandals (1936). | shall discuss Breakfast in Fur first. Oppenheim had a penchant for

covering objects in fur, including bracelets. She happened to be wearing one while sipping coffee with Pablo
Picasso at the Café de Flore in Paris. Picasso admired her plush accessory and mused that you could
cover anything with fur. Oppenheim candidly replied: “Even this cup and saucer”.” Their playful dialogue led
to the creation of her most famous work: Breakfast in Fur. The piece is comprised of a porcelain cup and
saucer, and a teaspoon, all covered in what is thought to be, the pelt of a Chinese Gazelle. The seemingly
simple, whimsical object, which could be interpreted as being merely “art for art's sake” has evoked analysis
which has rendered it as a iconic work of erotica, lesbian fetishism and feminist critique. Helen Tierney
describes the work as a “quasi-Freudian ironic juxtaposition of incompatibles [which] has become known as

» 68

a rebellious act against clichés of femininity and fashion”.

* Hafen, Ruth, “Meret Oppenheim: An Enormously Tiny Bit of A Lot”, online article:
http://emagazine.creditsuisse.com/app/article/index.cfm?fuseaction=OpenArticle&aoid=162031&coid=139&!
ang=EN

* Tierney, Helen , Women's Studies Encyclopedia, online reference:
http://gem.greenwood.com/wse/wseDisplay.jsp?id=id270&ss=romantic
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Paul Mathieu comments that Breakfast in Fur “is full of sexual connotations (usually undisclosed in
official readings) which force the viewer to vicarious lesbian oral sex with the otherwise banal object.” *
These comments are indicative of the potent female sexuality connoted by fur. A slipper covered in fur

would bestow this power upon Cinderella too. Nel Philips critiques Breakfast in Fur and her lesser known

piece Fur Gloves with Wooden Fingers in The Avant-Garde and American Postmodemity. Phillips’ remarks

are perhaps the most pertinent with respect to our discussion as they consider the inherent sexuality of the

two works as well as their animalistic qualities. Phillips remarks:

In fur gloves female fingers (complete with nail polish on the fingernails) emerge through
the cut-off fingertips of furry gloves mingling the feminine with the bestial”. He goes onto
say that: “The fur covered cup, saucer and spoon of Breakfast in Fur...links human to
“furry breasts”, inviting the viewer to a breakfast in which a phallic spoon will enter the
furry vessel of the cup. By connecting the civilized with the bestial and sexual, both fur
objects link desires of human beings to those of beasts- a perverse challenge to
conventional notions of humanness and sexuality. "

Philips’ considerations echo the previous notions of primal energy and Animism (and sexuality) presented
earlier in the essay with regard to the literary symbolism of fur. Finally, (and perhaps more saliently),

Oppenheim’s much lesser known work Project for Sandals, presents a fur covered high-heeled shoe to the

viewer. The author of the online source, “Vasalisa Electric” muses whether this piece could be “a reference
to the mistranslation of Cinderella’s slipper from fur to glass?”' The source goes onto observe that
“Oppenheim’s imagery is steeped in the language of fairy tales.”” It is interesting to note that the artist's
grandmother wrote and illustrated a folk tale which is a children’s classic in Switzerland. Oppenheim’s
father, who was a doctor, attended sessions at the Jung institute and encouraged her to record her dreams
and fantasies. Marina Warner shows that “Meret Oppenheim was raised in the German Folklore tradition on

the one hand and in the Jungian field of dream symbolism and archetype on the other...”” This information

* Mathieu, Paul, Sexpots: Eroticism in Ceramics, New Jersey: Rutger University Press, 2003,p.106

" Philip, Nel The Avant-Garde And American Postmodemnity, Jackson: University Press of Mississippi,
2002, p.22

" “Vasalisa Electric. ENCOUNTER" online reference: http://www.rockingchair.org/ve4.html

* ibid

" Warner, p.385
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is relevant because it strengthens the connection between the work of Oppenheim and the fairytale with
respect to our discussion. As Marina Warner writes, “These fashion accessories, conceived in high spirits,
act as a reminder, in the spirit of mischievous fairytale humour, of the Beast within”."

An overt example of fur as a literary symbol of female prowess and sexual potency is manifest in

Sacher-Masoch’s novella Venus in Furs. The furred figure of Wanda Von Dunajew reminds Severin, her

lover, of the formidable Catherine the Great. In the introduction to the text Larry Wolff notes:

In Venus in Furs Wanda'’s costumes, with their fur trimmings and accessories, repeatedly
bring Catherine to mind or the rapturous enthusiasm of Severin. “Russian ankle boots of
violet, ermine trimmed velvet, a gown of the same material, decorated with narrow stripes
and gathered up with cockades of the identical fur; a shor, close-fitting paletot similarly
lined and padded with ermine, a high ermine cap a la Catherine the Great. ”

It is also worth noting that on the opening page of the novella we are presented with the image of Venus
(the roman goddess of love). She appears as a marble statue wrapped in a large fur as part of Severin's
dream. The fur is intended to keep her warm. Wolff observes that “Severin explains that coldness is not only
meteorological but also a moral and metaphorical matter, in as much as pagan Venus requires a fur to warm
her in “the icy Christian World” of the north.”” Sacher-Masoch’s association of fur, Paganism and “warmth”
as a counter to cold or “icy” Christianity further illustrates the notion that representations of a fur slipper
might well have been disturbing to the overtly Christian audiences Perrault sought to entertain. His choice to
replace fur with the frigidity of a glass was a more fitting adaptation. As a side note, the connotations of
“warmth” that Sacher-Masoch assigns to fur echo Laura Mullen’s sentiments that equate a fur slipper with

sensuality and warmth, as opposed to the cold, “test tube” like sterility implied by a glass slipper.

™ ibid, p.385
75 Sacher-Masoch, Leopold Von, Venus in Furs, Contributors Joachin Neurgroschel, Larry Wolff , United
Kingdom: Penguin Classics, 2000, (introduction p.x)
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The Dionysian and The Apollonian
Presenting the fur and glass slipper as polar opposites evokes Friedrich Nietzsche’s dichotomous

Dionysian and Apollonian categorization in The Birth of Tragedy. The fur slipper with its overt animalistic or

bestial qualities evokes the primal, instinctual energy that is synonymous with Dionysian celebrations of the
“natural world”. Its sensual and erotic qualities render it a symbol of “pleasure” (as noted previously by
Mullen) which also bestows Dionysian qualities upon the fur slipper. Conversely, the glass slipper brings the
plastic order of the Apollonian world to mind. The rigid quality of the glass slippers construction speaks of
formed boundaries, and its reflective qualities (which assimilate it with a mirror) are a celebration of
appearance and illusion. Mullen’s description of the glass slipper as a “test tube” also assigns it with these
qualities as it evokes Apollonian “scientific rationality”. Mullen also recognizes the dichotomous nature of the
slippers and states that: “Replacing “the hairy animal” [the fur slipper] with the exemplary [the “pure” glass
slipper], if immaterial, princess, the conversion narrative seeks to set us clearly on one side or the other of
those transparent boundaries holding in place the usual series of suspect dichotomies (animal/human,

77

nature/culture, body/mind etc).”” The opposing qualities of each category are often perceived as being
representative of the “feminine” and the “masculine”. The “femninine” like the Dionysian is understood as
symbolizing the irrational, passionate or intuitive sides of our nature, while the “masculine” like the
Apollonian speaks of “level headedness” and “civility”. With respect to the Dionysian and Apollonian

“shoe/slipper” dichotomy, it is interesting to note that Janet Lyon perceives all shoes (irrespective of their

material) as Apollonian. In her essay the “Modern Foot” she states that:

The bare foot may also be...associated with ...the sensual pleasure of treading grapes...
the symbolic force of a Dionysian power...If, in fact we may surmise that Dionysus is the
god of bare feet...then perhaps we have Apollo to thank for the dubious gift of shoes.
Shoes provide structure, protection, boundaries; shoes seal off the lower extremities from
the excremental earth... What could be more Apollonian? Nietzsche himself equated
Apollo with contemporary imperialism, nationalism, order- in short, with the affective

" Mullen p.286

23



implementations of instrumental modernity. In this calculus, bare feet are to Dionysian
excess what shoes are to Apolline restraint. *

The interpretation of all shoes as “Apollonian” renders the glass slipper a visual dichotomy in itself, as the
translucent quality of glass enables us to see Cinderella’s bare foot contained within it. The Apollonian shoe
in this case acts as a window to the Dionysian, displaying rather than eliminating it from Perrault's narrative.
We could interpret the “contained” foot in two ways. We could perceive the glass slipper as a window or
showcase, presenting the Dionysian in a celebratory manner akin to the display of a valued art-work or
museum exhibit.

This analysis leaves us wondering if, after all, the glass slipper was a symbol of Perrault’s homage to
the Dionysian (and the feminine). Earlier in this essay | quoted Claire-Lise Malarte Feldman referring to
Perrault as a “misogynist” and a “sadist’. However, she also describes him as a “feminist”. " | suggest that
we could interpret the “display” of Cinderella’s foot in the glass slipper as Perrault’s way of inserting subtle
“feminist” critique of the politics at play in France at the time he was writing the story. In the late seventeenth
century fairytales were a forum for women to insert subversive voices into the political and cultural milieu.
Marina Warner states that fairy tales are “ a fiery protest of a whole generation of French noblewomen

»80

against the serfdom of dynastic matrimony and mental inanition.” When we understand fairy tales as a
genre of protest for women, they become a potent vehicle for feminist critique. As the first man to write fairy
tales in France, Charles Perrault was acting as an advocate for “feminist voices”. Elizabeth W. Harris

discusses the narrative style of Perrault in her essay, “Fairy Tales about Fairy Tales: Notes on Canon

Formation”. She states that “Perrault and his publisher wanted to prescribe, a simulation of oral tale-

8 Lyon, Janet, “The Modern Foot” in Footnotes On Shoes, edited by Shari Benstock and Suzanne Ferriss,

New Jersey:Rutgers University Press, 2001, p279

& Malarte-Feldman, Claire-Lise, “Perrault's Contes: An Irregular Pearl of Classical Literature”, in The

Origins of the Literary Fairy Tale in Italy and France, edited by Nancy Canepa, Detroit: Wayne State
University Press, 1997, p100

8 Warner, p.169
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telling...The voice that Perrault is simulating is female.” Yet, along with the political conditions affecting
women, Perrault was also critiquing the state of the arts in France. In 1687, Perrault took the side of
Modernism in the famous “Quarrel of the Ancients and the Moderns”. Marina Warner notes that Perrault
“was interleaving partisanship in the dispute about women with another bitter intellectual wrangle, the
Querelle des Anciens et des Modernes. Defending fairy tales, he was not only defending women'’s tales but

n 82

also promoting native ‘modern’ literature against the Anciens. Perrault believed that a culture of
Enlighteriment could only be attained in France if Pagan (ergo Dionysian) beliefs and folklore (ergo
“women’s writing”) were valued in the creation of art. Perhaps the image of Cinderella’s foot encased in
glass is pro-feminist. However, we could also view her “contained” foot as a symbol that is detrimental to the
Dionysian and “feminine”. If we view the glass slipper as a “test tube” (as described by Mullen), then the
foot is offered to us as a scientific specimen ready to be dissected and analyzed like a foreign substance.
This assimilation resurrects the notions of misogyny discussed earlier. Yet, it also speaks of the
aforementioned political climate in late seventeenth century France. The notion of the “scientific”, as we
have already noted, can be understood as being representative of the Apollonian and it also speaks of the
rise of Cartesian based “scientific’ thinking at the time. The disturbing image of a woman's foot
(Cinderella’s) contained in a “test tube” evokes Susan Bordo’s thinking in her essay “The Cartesian
Masculinization of Thought and the 17" Century Flight from the Feminine”. Her writing connects Cartesian
rationalism with the repression of women, intuitive thinking and the natural world, which she describes as a
“flight from the feminine”.” This “flight from the feminine” caused a distinct sense of separation in society’s
style of thinking, Bordo notes that there became “an explicit contest between masculine and feminine

principles: head versus heart, domination over versus mingling with the object, purified versus erotic

* Harris, Elizabeth.W. “Fairy Tales about Fairy Tales: Notes on Canon Formation” in The Origins of the
Literary Fairy Tale in Italy and France, edited by Nancy Canepa, Detroit:Wayne State University Press,
1997, p.159

82 Warmer, p.169

83 Bordo, Susan “The Cartesian Masculinization of Thought and the 17" Century Flight from the Feminine”
Cahoone, Lawrence. From Modernism to Postmodernism, United Kingdom:Blackwell, 2003, p.354
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orientation toward knowledge and so forth.” The “contest” she speaks of echoes Nietzsche’s dichotomy
between the Dionysian and the Apollonian. Bordo also addresses the notion that Cartesian theories caused
humankind to separate themselves from nature, which was no longer perceived as a “female” spiritual entity
(mother earth) or invested with Pagan based philosopties of Anirmism and unity. She states: “In the
seventeenth century...[the] female world-soul died- or more precisely, was murdered by the mechanist re-
visioning of nature.” Her notion of “female world-soul death” connects the glass slipper with an additional
visual metaphor: the image of a glass coffin. This image equates the “confinement” of Cinderella’s feet with
the “feminine” passivity of Snow White and Princess Aurora in the tale of Sleeping Beauty, as both
characters lie in glass coffins until they are re-animated by the kiss of a “masculine” prince. Consequently,
the idea a passive princess waiting for her prince — a woman who relies on a man shape her destiny
(rather than herself) — was coined the “Cinderella Complex”. Cartesian theory fortified the passivity of
women. Bordo discusses this notion with specific reference to the masculine domination of obstetrics and
the birthing process as well as the general repression of female sexual potency during this time. She
observes: “There were the witch-hunts themselves, which, aided more politely by the gradual male takeover
of birthing...virtually purged the healing arts of female midwives...female sexuality was seen as voracious
and insatiable, and a principle motivation behind witch-craft”.* In essence, Bordo (like Mullen and Warner)
is also addressing masculine driven repression of female sexual potency, “vagina phobia” and “fear of the

fur”.

The Symbolism of Glass and Fur
If we interpret fur as a symbol of female sexual potency, feminine eroticism, power, Pagan beliefs
(Animism) and primal sensuality, then Perrault has deliberately chosen to render his version of Cinderella as

a fairy-tale devoid of these traits. However, sexuality aside, | have already noted that fur was viewed as an

% ibid p.358
% ibid p.357
% ibid p.361
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overt symbol of wealth and prosperity in France at the time Perrault published Cinderella. With this in mind,
it would not have been out of place for her to wear shoes embellished with vair (fur) to the royal ball. In fact,
vair slippers would have strengthened the credibility of her “wealthy princess” fagade. Therefore | believe
that the possible allusions to “undesirable” Pagan beliefs that the fur slippers may have encoded in the
narrative would not have served as the sole motivation for Perrault to replace them with glass slippers. |
suggest that Perrault's “deliberate invention” of the glass slippers may have involved a reference to
France’s newly won success in the European glass industry. Up until the late seventeenth century, Venice
was viewed as the international “glass capital’. In 1665 the controller general of finances in Louis XIV's
government, Jean Baptiste Colbert, centralized the glass industry in Paris. Charles Perrault served as
secretary to Jean Baptiste Colbert during this time and would have been directly involved in this significant
cultural maneuver. The newly won centralization of the glass industry was largely due to the major
improvements French artisans had made in the production of plate glass, a vital technique in the production
of mirrors. This new and very expensive technology was subsequently “shown off” to the rest of the world by
creating the Hall of Mirrors in the Palace of Versailles.” The Hall of Mirrors also reflected Louis XIV's desire
to make his court the most splendid and radiant in Europe. He spared no expense in decorating Versailles,
despite the dire state of the economy, deterioration of living conditions and growing poverty among the
lower classes. Jack Zipes notes that “...King Louis waged costly wars...his reign... turned reason against
itself to justify his desires, tastes and ambition for glory..."* | assert that Perrault was making an obvious
reference to this aspect of French history by inserting significant glass items into his Cinderella narrative.
The glass slippers, as well as the large floor length mirrors used by Cinderella’s stepsisters, can be viewed
as a celebration or homage to the innovative use of glass at Versailles (which would have pleased Perrault's
aristocratic audiences). However, they can also be perceived as a subtle yet subversive critique of the lavish
expenses, decadent lifestyle and corrupt behaviour of Louis XIV. The floor length mirrors used by each of

Cinderella’s mean stepsisters can easily be perceived as a commentary on the latter. They symbolize the

8 The Hall of Mirrors serves as a lasting symbol of France’s superior art and technology during this time.
% Zipes p.39
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King's inflated ego, pride and vanity. Assimilating the stepsisters with the king in this manner might also
comment on his poor treatment of those less fortunate than him (the lower classes). Perrault’s construction
of the Cinderella narrative enabled him to insert subversive critique into the text and appeal to French
nobility at the same time. Jack Zipes discusses the institutionalization of the fairy tale in France during the
1690’s (which is when Perrault published Cinderella), viewing the literary fairy tale as a subversive vehicle.

He comments that:

It enabled writers to create a dialogue about norms, manners and power that evaded
court censorship and freed the fantasy of the writers and the readers, while at the same
time paying tribute to the French code of civilité and the majesty of the aristocracy.”

Perrault had another reason to insert implicit critique of Louis XIV in his writing. As previously noted, he took
the side of Modemism in the famous “Quarrel of the Ancients and the Moderms” in 1687. Perrault believed
that Pagan beliefs and folklore (“women’s writing”) should be included in the creation of art to create a
genuine culture of Enlightenment in France. Nicholas Boileau and Jean Racine opposed Perrault’s defense
of Modernism and argued that France had to maintain stringent classical rules by imitating the art of the
great empires: Greece and Rome. The quarrel could be regarded as a debate about authority. The literary
quarrel lasted until 1697 when it was ended by Louis XIV — unsurprisingly in favor of the Ancients (Boileau
and Racine.) The King's decision did not prevent Perrault from adapting fairy tales to suit his own agenda.
In fact, as noted previously the fairy tale acted as a vehicle for writers to insert subversive voices into the
political arena. The fairy tale gave writers the freedom to criticize authority in the form of Louis XIV in an
indirect way, as censorship laws prevented them form doing so directly. If we recall Franz’s assertion that a
shoe is “symbolic of a character’s grounding” or “reality”, then Cinderella’s “absurd” glass slipper may have
connoted Perrault’s opinion of Louis XIV's political decisions and lifestyle. Perhaps he intended the glass
slipper to be a metaphor connoting the King's irrationality and nonsensical decision-making; for a glass
slipper would be impractical and precarious to dance in. Perrault created other possible subversive subtexts

in Cinderella by suggesting that the right clothes (and of course shoes) can make a future queen out of a

%9 ibid p.14
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common “ash dwelling” girl. This notion mocks the aristocracy’s elitism and critiques the facades of “pomp
and grandeur” which Louis XIV, the Sun King and his court were notorious for. The stepsisters’ floor mirrors
and the glass slipper further suggest a critique of facades and “appearances”. Cinderella’s glass slipper has
reflective qualities like a mirror. Marina Warner notes that, “The slipper becomes the glass in which a
princess sees her worth brightly mirrored”.” The glass slipper acts as the third mirror in the story; revealing

Cinderella’s true identity.

Conclusion

To conclude this discussion | will re-assert the notion that Cinderella’s slippers may have been
made of vair (fur) in the oral account Charles Perrault allegedly (mis) translated. As we have discussed,
there are many reasons why fur slippers make “sense”. Fur connotes the superstitious beliefs of European
peasantry, notably their Paganism and Animism. It is likely that the tale Perrault heard was narrated by a
female peasant; consequently she would have embellished her version of the story with these “peasant” like
elements. Fur represents a connection with the Natural world and acts as a link to Cinderella’s mother who
appeared in animal form as her spiritual guide and helper in other accounts of the story, for example in the
Grimm Brothers’ version of the tale, Aschenputtel she appears as a bird. Fur slippers “fit” the political
climate of France in the seventeenth century by providing salient and subversive commentary about the
Sumptuary Laws, which governed the wearing of fur among the social classes. Vair (or the fur of a grey
squirrel) was assigned to the “higher classes”, which rendered it as a sign of extreme wealth and success.
According to Sumptuary Law “a commoner” like Cinderella would not have been allowed to wear shoes
made of this material (vair). Fur also connotes the “Dionysian”, female sexuality, eroticism, sensuality, the
“sinful woman” (the fallen Eve) and the “beast within”. These elements were not appropriate material for
Perrault's overtly Christian audience which may have led to his “deliberate” creation of the glass slipper.
Perrault’s glass slipper also “fits” the political and cultural climate of France in the late seventeenth century.

His narrative cleverly inserts an overt celebration of the French glass artisans whose innovations,

% Warner, p.362
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specffically in the Hall of Mirrors at Versailles centralized the glass industry in Paris. Yet, on a darker note,
Perrault also uses the “glass slipper” as a vehicle to insert subversive critique of French politics within his
narrative. The politics he was addressing included Louis XIV's decadence and “absurd” governance,
particularly with respect to his support of the Ancients in the “Quarrel of the Ancients and the Moderns”.
Perrault's decision to create glass slippers rendered his adaptation of Cinderella more suitable for an
aristocratic audience. The “test tube” like purity of glass effectively sterilized the tale, rendering it devoid of
the “unchristian” content that a fur slipper connoted. The overtly “plastic” nature of the glass slipper aligns it
with the rationality and cultured order of the “Apollonian”, which counters the overtly primal qualities of the
“Dionysian” fur slipper. | assert that the dichotomous symbolism of both materials illuminates the polarity of
the “verre versus vair” debate itself.

Both glass and fur slippers were a plausible choice for Cinderella to wear to the ball. Given this
notion, it is only fitting that the debate ceases to be presented in a manner that suggests contentious
polarity, that is: “Verre not Vair". Instead, | asser that the debate ought to be presented in a manner that

reflects the aforementioned plausibility of “choice”, that is: “Vair or Verre”. But that is another story.
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Introduction
Acts of performance or “live” art offer us new ways of experiencing reality. Performance artists use actions,
objects, and sensorial stimuli that both intentionally and unintentionally alter the states of consciousness that
we assign to any given point in space and time. These “alterations” have the power to transform mundane
or familiar locations into new territory for the artist and viewer alike. Performance artists often treat their
work as opportunities to “scent” us with the odor of their subversive ideas and intent, which are frequently
motivated by the desire to rupture the way we view the world. Many artists and contemporary thinkers
believe that modern society exists in a state of sensorial anesthesia. European performance artist Herman
Nitsch staged re-enactments of ancient Dionysian rites during the 1960’s. These elaborate rituals often
involved pouring the blood and entrails of disemboweled cattle over naked men and women. Nitsh's works
were motivated by the belief that “humankind’s aggressive instincts had been repressed and muted through
the [modern-day] media”. *

| agree with Nitsch’s observation. However, in this essay | assert that the inception of the
repression he speaks of began well before the dawn of modern-day media. | believe that our primal instincts
and intuitive “ways of being” have become increasingly repressed ever since the rise of the Enlightenment
in the seventeenth century. The Enlightenment introduced Western Culture to new “scientific” ideas, which
were heavily rooted in Cartesian philosophy. These convincing new ideas deodorized the minds of the
masses with their potent rationalism and made a mockery of the “non-scientific” practices and perceptions
that had flourished up until this point. However, the old “non-scientific” ways did not disappear. Instead their
continued theory and practice was driven underground, which repositioned their associated belief systems

within the realm of “feminine” or “Dionysian” consciousness. | will continue to make reference to terms like

o Goldberg, Roselee, Performance Art: From Futurism to the Present, New York: Thames and Hudson,
2001, p.164
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“feminine” and “Dionysian” throughout this essay. | have drawn a parallel between the two terms because
they are both understood as connoting the irrational, passionate, chactic, primal or instinctive sides of our
nature and “ways of seeing” the world. | also draw a parallel between the terms “masculine” and
“Apollonian”, for these terms also share similarities in definition. They are both attributed with “civilized
behavior’, “rationality”, “level headedness”, the “provable”, or the “scientific’. My use of these terms is

obviously drawn from*” Friedrich Nietzsche's The Birth of Tragedy (1872). This contrast is important for

many writers. Contemporary writers and philosophers like Susan Bordo, Thomas Ames and William I.
Thompson have all suggested that in order to move forward as a society we need to address environmental
ethics and alternative “ways of being” by re-asserting “feminine”, Dionysian and/or Taoist styles of thinking
into the “Cartesian-centric” or overtly rational thought patterns of the modern day. In this essay | will
connect their subversive philosophies with a series of predominantly Canadian performance art works that
inadvertently articulate their ideas. | will also demonstrate the “Dionysian”, “feminine”, and eastern
elements of performance art and the significant role that smell plays in this regard.

“Live” or performance art is by nature a subversive discipline, deemed as a practice that
invokes the Dionysian; it serves to re-define the political by posing alternative views to those being upheld
by the status quo. The predominantly non-discursive interface of live performance art renders it “Dionysian”
(therefore “feminine”) through its inevitable dramatic or theatrical association (for Dionysus is the Greek god
of drama). The politically subversive nature of performance art also makes it a potent vehicle for artists
and/or viewers to experience altered states of consciousness or shifts in their perceptions of reality. Altered
states are generated or enhanced with the use of sensorial elements in the composition of each

performance. The performances | will discuss place specific focus on the sense of smell both explicitly and

92 Several Western philosophical and literary figures have invoked the Apollonian/Dionysian dichotomy in
critical and creative works, including Plutarch, Friedrich Nietzsche, Robert A. Heinlein [1], Ruth Benedict,
Thomas Mann, Hermann Hesse, literary critic G. Wilson Knight, Ayn Rand (who rejected it in favor of mind-
body integration), Stephen King and cultural critic Camille Paglia. (source: Apollonian and Dionysian, from
Wikipedia, the free encyclopedia: http://en.wikipedia.org/wiki/Dionysian).
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implicitly. | have chosen to focus on smell because it is one of our most primal senses, which places it within

the realm of the “feminine”. Constance Classen notes in The Color of Angels, “ In accordance with the

association of man with mind and woman with body, men tended to be linked with the “rational” senses of
sight and hearing, and woman with the corporeal senses of smell, taste and touch.” ® Performance Art and
smell are duly linked through their conjoint “feminine” categorization.

As one of our most primal senses, smell acts as a powerful trigger of memories and emotions,
both pleasant and unpleasant, which can generate shifts in our consciousness and perception of place and
time. The concept of “involuntary memory”, which is usually triggered by smell or the related sense of taste
was originally made famous by the French writer Marcel Proust, and for this reason involuntary memory is
also referred to as “Proustian memory”. The most famous instance of such memory is referred to as the
"episode of the madeleine," which appears at the beginning of the first volume of Proust’s In Search of Lost
Time (34-36). Other examples include the memories produced by the scent of a public lavatory on the

Champs-Elysées. Involuntary memory is an important concept in this essay.

Consciousness and Smell
The highly influential Renaissance writer Michel de Montaigne also commented about the relationship

between consciousness and smell:

| have often noticed that [scents] cause changes in me, and act on my spirits according to
their qualities; which makes me agree with the theory that the introduction of incense and
perfume into churches, so ancient and widespread a practice among all nations and
religions was for the purpose of raising our spirits and of exciting and purifying our senses,
the better to fit us for contemplation.*

93 Classen, Constance The Color of Angels- Cosmology, gender and the aesthetic imagination, New York:
Routledge 1998, p.66 (Subsequent reference to this text will be cited as “Classen”).

* Hume, Lynne, Pontals: Opening Doorways to Other Realities Through the Senses, Oxford: Berg, 2007
p.103 (Subsequent reference to this text will be cited as “Hume”).
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The lower sense of smell.... [was] usually represented by animals...Smell, for instance,
was represented by the dog...animals thought to have a keen sense of smell...The ideal
dog, like the ideal woman, was the guardian of the home, servile, and unconditionally
devoted to his master. Less ideally, dogs were promiscuous, deceitful, and scavengers,
characteristics which were extended to “wanton” women."

The imagined presence of a dog in Burn is also suggestive of the ritual of the animal vow practiced by the
Pasupatas of India. In this ritual the practitioner chooses an animal and “vows” to behave like it for periods
of up to a year. ' The purpose of the ritual is to provide an escape from human consciousness by entering
into that of another species. The imagined presence of a dog in Burn is also suggestive of an enhanced
state of “feminine” consciousness which fits the conceptual intent of her practice in general, as described on
the Canada Council for the Arts website:

Reona Brass explores the notions of female identity, power and culture so that observers

may achieve a state of consciousness that provides the feminine keys to the human
universe.'”

Feminine Consciousness
The phenomenon of smell being demonstrative of “feminine” consciousness is portrayed more explicitly by

the Canadian duo Shawna Dempsey and Lori Millan in their performance Scent Bar (2005). Scent Bar was

a site-specific work located at a popular licensed café in Saskatoon. The participants and viewers entered
the space in the same way as those who came to enjoy a drink or @ meal. The venue’s regular patrons were
unaware of the artists’ intervention and curiously observed from the bar, unaware that the heady clash of
their perfumes and colognes were providing an immediate sensory assault and a ‘fitting’, yet unintentional,
entry point to the piece. The artists had set up the area they were performing in like a chemistry laboratory.
They were both dressed in white coats and sat at separate tables flanked by monitors depicting looped
video footage. Millan’s table was lined with glass tubes and various potions. Dempsey’s was set up with

data sheets and pens for recording information. The white coats, and “lab like” setting opened an instant

124 Classen, p.76
2% McEvilley, P.69
'® Canada Council for the Arts: www.canadacouncil.ca
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