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[bookmark: _Toc513493337]Abstract

Myth and fairy tales are stories that have been told over the decades and centuries before existing as a composed piece of written work for all to access. What connects the myth and fairy tale together is characterisation; the structure of a myth and fairy tale may differ in each narrative, but the Damsel and the Witch remain as prominent characters to the story. People know about the stories concerning the Hero who goes on adventures and saves the Damsel in distress; but this dissertation explores the Damsel and the Witch, who are just as important and argues the significance of women in literature.
    The Damsel represents all that is good, whilst a Witch is seen as the villain of the story. Both follow the stereotype that society has given them over the years; but there are cases in both myth and fairy tale, where these characters subvert this stereotype. This lends itself towards an interesting study about how the characteristics of the Damsel and the Witch can differ in myth and in the fairy tales of Hans Christian Andersen and Brothers Grimm; they stand apart as two distinct forms of literature. But the qualities of these two characters is also comparable between the myth and the fairy tale; they reflect the attitudes towards women and witchcraft in ancient Greece and in early modern Europe.
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The art of telling stories and the repetition of narrative is a practice that has lived through the test of time, from the ancient world to the modern age. Greek mythology is a key example of how such stories were told, from the oral tradition in Archaic Greece; the performance of Greek tragedy in the Classical period, to the written word in the Hellenistic era. Although different stories were told throughout ancient Greece and the performance varied over the years, telling stories was of great importance to society as it was able to enrapture its audience and teach those about the world.
    There are several definitions of a ‘myth’. Bascom argues that a myth is a sacred story and the characters are usually heroes, animals or deities.[footnoteRef:1] This definition is plausible, as a mythological narrative revolves around the actions of a hero, such as the wanderings of Odysseus and Jason’s quest for the Golden Fleece. However, female characters in Greek mythology also prove their importance in the narrative, therefore arguing that a mythological narrative can also be centred around the women. For example, Penelope living under the pressure of her suitors; Medea helping Jason retrieve the Golden Fleece and running away with him. Homer’s Odyssey, Euripides Medea and Apollonius’ Argonautica are the texts that are studied throughout this dissertation; these three texts indicate how a myth was told and how the characterization differs in each narrative.
    Bascom’s definition of myth can be applied to the content of mythology. This is a useful statement when looking at the idea of myth as it can be applied to any mythological narrative. However, Harrison argues that a myth as a narrative that is linked with ritual activity in the ancient world.[footnoteRef:2] This can be applied to the context of myth; both definitions are plausible when exploring the idea of myth; however, Bascom’s definition is more dependable in this case as it focuses on the characters that define a myth, which is the focus of this dissertation. [1:  Bascom.1965.4]  [2:  Harrison.1963.331] 

In addition to the study of Greek mythology, fairy tales are another form of literature that follow a tradition of storytelling. Von Franz argues that there is a parallel between myth and fairy tale[footnoteRef:3] and this can be agreed with; both myth and fairy tale have similar characters and events throughout the narrative. Whilst the Hero is the one who saves the Damsel in distress, the fairy tale narrative follows the life the Damsel who falls victim to the Witch. Their characteristics endorse the idea of what is good and evil[footnoteRef:4] through their actions, attitude and intentions; both the Damsel and the Witch share the same traits in Greek mythology and the fairy tales from Hans Christian Andersen and Brothers Grimm. The Little Mermaid, Rapunzel and Hansel and Gretel are the fairy tales that are studied in this dissertation as they give emphasis towards characterization and have similarities with the Damsel and the Witch in Greek mythology.
    Bascom contrasts the mythological narrative with a fairy tale; the fairy tale is a narrative which is set in any time and place, and recounts the lives of the local people.[footnoteRef:5] This is a plausible idea as characters such as the Damsel and the Witch are seen as everyday characters in the world of the fairy tale, unlike kings and queens who are of royalty.[footnoteRef:6] However, Luthi argues that a fairy tale is a universe in miniature.[footnoteRef:7] All the characters that feature in a fairy tale narrative are collectively resided in a restricted community, therefore the entire fairy tale universe is condensed into one space; this definition is also plausible as the location of the fairy tale narrative is limited to a certain space (Rapunzel’s tower, the domain of the Little Mermaid). The difference in definitions portrays how a fairy tale can be observed. Once again, Bascom’s definition is more reliable when looking at the characteristics of fairy tales, whereas Luthi views the idea of a fairy tale through location.  [3:  Von Franz.1996.28]  [4:  Nanda.2014.246]  [5:  Bascom.1965.2]  [6:  Zipes.1988.64]  [7:  Luthi.1976.25] 

Although myth and fairy tale stand apart as two forms of storytelling there is still evidence from the primary texts as well as modern scholarship to argue a parallel between the two forms of literature. As well as Von Franz arguing this statement, Morford and Lenardon argue that there are many recurring themes for the Damsel in myth and fairy tale, such as: the girl being seduced, is made pregnant, suffers punishment and is rescued.[footnoteRef:8] Some themes and events in the narrative can be applied to Medea when she runs away with Jason; or when the Little Mermaid falls in love with the Prince and suffers a tragic fate. The Damsel and the Witch are characters that feature in both narratives. This is shown through similar themes and qualities in character, which is the focus of this dissertation.  [8:  Lenardon.Morford.2007.395] 

Whilst looking at the overall structure of a myth and fairy tale, the Damsel and the Witch are important characters to the narrative; they help the drive of the story and reflect the perceptions of women and witchcraft in ancient Greece and in early modern Europe. The Damsel in myth and fairy tale plays on the idea that she is a helpless female and needs her heroic man to rescue her from whatever problem. Qualities of the Damsel include: lamenting for her male hero, falling under the pressure of a powerful authority and lacking opinion and voice. Nanda argues that the Damsel in fairy tales is a passive character,[footnoteRef:9] and this can be agreed when looking at the characteristics of Rapunzel, the Little Mermaid and Glauce. However, sometimes she can challenge that stereotype through using intellect, challenging the male authority and playing on the idea of the helpless female to get what she wants. Not only is there evidence for this in fairy tales, but this statement can also be applied to the Damsel in mythology as well, such as Penelope and Medea. What links the Damsel in myth and fairy tale is not by the specific trait she follows, but by the way she acts and how she (mostly) prevails from the pressure of a powerful figure; whether that is mankind, or a Witch. [9:  Nanda.2014.247] 

The Witch also plays an important role as a villain in myth and fairy tale. The characteristics of the Witch differs within each narrative, but what connects the narratives together is how she has power and intention over vulnerable figures, whether the victim is aware of it or not. Luthi argues that the Witch is a symbol of evil[footnoteRef:10] and this definition can be applied to the chosen texts. The Witch has elements of evil in her character, as she only commits to her actions for her own gain, leading to tragic consequences for the victims. 
    The levels of evil and deception in the characteristics of the Witch differs to an extent in each narrative; what defines a Witch as ‘evil’ is how extreme her actions are, causing misery for her victims. The ‘evil’ Witch can be applied to Medea, the Sea-Witch, and the Witch from Rapunzel and Hansel and Gretel. Other characteristics of the Witch also include seducing and tempting her victims to a tragic fate. Whilst some Witches are not always ‘evil’, their actions can still cause despair onto others; this is a recurring theme regarding the Witch in myth and fairy tale. [10:  Luthi.1976.114] 

Therefore, this dissertation argues how there is a parallel between Greek mythology and the fairy tales of Hans Christian Andersen and Brothers Grimm, through these two characters: The Damsel and the Witch. Although not all traits apply to the Damsel and the Witch, there is a distinct representation that these figures follow to an extent. The next chapter will focus on the Damsel.
[bookmark: _Toc512780931]
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The Damsel in myth and fairy tale represents the female heroine; she also reflects the attitudes of society towards women and how they should behave in ancient Greek antiquity and in early modern Europe. Jones states that in oral literature, women were referred to as the inferior sex[footnoteRef:11] and alongside Nanda claiming that the Damsel is a passive character,[footnoteRef:12] this can be agreed with to an extent. In the beginning of Homer’s Odyssey, the characterization of Penelope portrays her as a Damsel in distress. However, throughout the epic, she challenges this stereotype by tricking her suitors and postponing the idea of her remarrying. Therefore, Penelope is a prime example of how the figure of the Damsel engages with the stereotypical qualities that make up her character, whilst defying this idea to an extent and undermining the stronger, male characters. [11:  Jones.1991.129]  [12:  Nanda.2014,247] 

In Book one of Homer’s Odyssey, Penelope identifies with the qualities of a Damsel in distress as she laments for her husband’s return. The Damsel has the qualities of a powerless figure and needs a man to rescue her. This is represented when: ‘…the great lady drew a fold of her shining veil across her cheeks.’[footnoteRef:13] The depiction of the veil symbolizes that Penelope hides her face as she cries for Odysseus. Penelope is characterized as a Damsel through her emotional representation; her sadness dominates the narrative.[footnoteRef:14] This not only evokes sympathy for Penelope’s character, but this also suggests that a Damsel in Greek mythology laments throughout the narrative for her male companion. Whilst Rutherford argues that Penelope’s sadness dominates the narrative, Woodhouse states that it is Penelope’s loyalty instead.[footnoteRef:15] Both statements can be applied to the characteristics of Penelope; however, Penelope’s loyalty for Odysseus shows more prominence throughout the narrative. The theme of loyalty is heightened in Penelope’s character; not only when she laments in the beginning of the poem for her husband, but throughout the narrative in Ithaca when she fools her suitors. [footnoteRef:16]
    This idea from Woodhouse that Penelope embodies the glory of loyalty can be agreed with; her loyalty for Odysseus carries on until the end of the narrative when Penelope and Odysseus are reunited. Woodhouse is a useful scholar when looking at the composition of Homer’s Odyssey. Although his focus is predominantly on the characteristics of Odysseus, he does show some analysis on the characterization of Penelope, therefore emphasising her as a Damsel in distress. [13:  Homer.The Odyssey.1.332-335]  [14:  Rutherford.2005.27]  [15:  Woodhouse.1969.206]  [16:  Lenardon.Morford.2014.535] 

     In Book twenty-three, Penelope says to her husband: ‘“…But don’t be cross with me now or hurt because I did not give you this loving welcome the moment I first saw you. For I had always had the cold fear in my heart that somebody might come here and deceive me with his talk.”’[footnoteRef:17] This idea that Penelope was concerned about the hidden identity of Odysseus not only highlights her loyalty as a wife, but also her ability to follow her instincts; her speech to Odysseus also indicates the pressure she was put under by her suitors. Penelope’s suitors are immoral through their deceiving behaviour to trick Penelope away from her husband. The idea that Penelope was able to stay faithful to Odysseus, despite temptation, reflects how a woman should behave in Archaic Greece; it also highlights how Penelope acts as a ‘perfect wife’ regarding the problems she endures throughout the epic poem. 
    Marriage in Archaic Greece was a solemn promise towards one another;[footnoteRef:18] this is reflected in Homer’s Odyssey as Penelope’s marriage to Odysseus highlights how a wife should remain loyal to her husband whilst he is gone. Although women in Greek antiquity were the inferior sex,[footnoteRef:19] Penelope’s position in the oikos and tending to her loom suggests that she does have some sense of authority; Penelope then uses her own skills as a woman to trick her suitors, as well as showing that a woman’s place is in the home.
    To an extent, Penelope’s character fits in with the definition of a Damsel as a female character who needs a man to rescue her. However, Nanda also argues that this female stereotype can be challenged.[footnoteRef:20] This statement can also be agreed with, as Penelope’s loyalty for Odysseus also shows how she is a cunning Damsel as well as a Damsel in distress. An example of this is in Book nineteen, where Penelope announces to her suitors that: ‘My lords, now that noble Odysseus is dead, restrain your ardour, do not urge on this marriage till I have done this work’[footnoteRef:21] only then to state later on in the text that: ‘So by day I used to weave the great web, but every night I had torches set beside it and undid the work. For three years, I took them in by this stratagem.’[footnoteRef:22]   By beginning her speech with ‘My lords’ immediately shows how Penelope is trying to win over her suitors with respect and she draws on how a wife in Archaic Greece should act in the presence of a man. When Penelope eventually admits her cunning plan, it contrasts to how she acted towards her suitors earlier; she fools them with the feminine activity of weaving at her loom. Penelope’s web can also be argued as a metaphor[footnoteRef:23] for the great composition of Homer’s Odyssey. In the oral tradition, Homer uses a simple plot but on a large composition[footnoteRef:24] and this can be applied to Homer’s Odyssey regarding location and time; whilst Odysseus wanders the known world trying to get home, Penelope stays put. This emphasises the idea of time and space in the Homeric epics.
    Even though Penelope yearns for Odysseus, she still challenges this stereotype of the Damsel portrayed as a helpless figure, as her character suggests that a Damsel can also be intelligent and she is able to help herself in difficult situations. [17:  Homer.The Odyssey.23.213-216]  [18:  Patterson.1991.49]  [19:  Jones.1991.129]  [20:  Nanda.2014.247]  [21:  Homer.The Odyssey.19.140]  [22:  Homer.The Odyssey.19.151-152]  [23:  Woodhouse.1985.85]  [24:  Vivante.1985.44] 


This idea of challenging the stereotype of the Damsel can also be found in the characteristics
of Medea in Apollonius’ Argonautica. By the time Apollonius composed his Argonautica,
stories were told through the written word, therefore showing a progression in storytelling 
and how popular mythology had become. Apollonius experiments with the narrative of the
Argonautica;[footnoteRef:25]one way in which this is achieved is by evoking the Euripidean tragedy. The [25:  Beye.1982.143] 

relationship between Jason and Medea highlights Jason as an anti-hero; Jason appears as the 
hero of the epic, but not without Medea.[footnoteRef:26] In Book three, she helps Jason with defeating the  [26:  Beye.1982.124] 

dragon and obtaining the golden fleece: ‘Without hesitation she took the drug from her 
fragrant breast-band, and his hands grasped it quickly and joyfully. She would have drawn off
her whole soul from her chest and granted it to him in the thrill of his need for her.’[footnoteRef:27] This  [27:  Apollonius. Argonautica.3.1016-1020] 

depicts the enthusiasm that Medea has for helping Jason as she goes without hesitation and 
her positive attitude towards Jason’s plan ultimately goes against her family’s permission. 
Although Medea’s mindset to help Jason argues that a hero needs the help from a Damsel, 
which therefore challenges the stereotype of the Damsel as a helpless figure, she
ultimately helps Jason out of love. The narrative in Book three of the Argonautica is central
to Jason and Medea, and how Medea falls in love with Jason;[footnoteRef:28] this idea that Medea would  [28:  Beye.1982.124] 

risk everything to help and be with Jason, stresses that Medea has forgotten the significance 
of her family. Medea challenges the stereotype of the Damsel by helping a hero, but she is 
also a victim of love as she is torn between the duty to her Father and her passion for Jason;[footnoteRef:29]  [29:  Jenkyns.2015.143] 

much like Penelope, they follow the stereotype of the Damsel by falling under the pressure of 
a powerful authority. 
Medea’s character evokes admiration for the Damsel, proving that she is more than just a 
helpless female character in need of her male hero. Therefore, the Damsel stereotype in 
Greek mythology can be challenged through her behaviour and attitude. Medea’s actions in
the Argonautica reflects her character in the Euripidean tragedy when she argues to Jason
that: ‘The dragon who kept watch over the Golden Fleece, sleeplessly guarding it with his 
sinuous coils, I killed, and I raised aloft for you the fair light of escape from death.’[footnoteRef:30] This  [30:  Euripides.Medea.480-483] 

then shows how Apollonius is using the theme of honour from the Euripidean tragedy into 
his own work, then highlighting the credit that Medea should have in the narrative of Jason’s 
quest to find the golden fleece. 
Apollonius evoking the works of Euripides also shows the progression in the telling of Greek 
mythology; even though these mythological narratives were composed centuries apart, 
evidence from the mythological tales further suggests that these particular stories were
popular throughout time. Medea is depicted as a Damsel, as she is faithful to Jason when she
chooses to leave her home and travel with him. However, her earlier and later depictions in 
literature demonstrates that she opposes the way in which a Damsel should behave; through 
her need for honour and going outside of her responsibilities within the oikos in helping Jason 
retrieve the Golden Fleece
Medea’s actions in the Argonautica have similarities to Andersen’s The Little Mermaid. 
The Little Mermaid rescuing her Prince also resembles how Medea helped Jason. An 
example of this is: ‘…when the ship parted, she had seen him sink into the deep waves… So, 
she swam about among the beams and planks which strewed the surface of the sea, forgetting 
that they could crush her to pieces[footnoteRef:31].’ The Little Mermaid saving the Prince from death  [31:  Andersen. The Little Mermaid.86] 

identifies her importance to the narrative; her actions to save the Prince, leads to her choice to 
become a human. The Damsel in fairy tales is then portrayed as an important character as her
actions give direction to the narrative, which is comparable to Medea giving Jason direction 
in his quest. The depiction of the drowning Prince also portrays how vulnerable he is, when 
he is in the realm of the Little Mermaid. This contrasts later in the narrative when she is in the 
human world and falls susceptible to her tragic fate. The Damsel in the myth and fairy tale 
narrative depicts that she can be a helpless and helpful figure; therefore, it is plausible in
Nanda’s argument that the stereotype of the Damsel can be challenged.[footnoteRef:32] The figure of the  [32:  Nanda.2014.247] 

Damsel is more than just a woman who needs to be rescued by her male companion; she is
proven in her narrative as being intelligent, brave and resourceful. 
    However, even though the Little Mermaid has this moment of courage in the narrative, this 
is juxtaposed when she yearns for the Prince in the rest of the story. When she states: ‘“He is 
certainly sailing above, he on whom my wishes depend, and in whose hands, I should like to 
place the happiness of my life. I will venture all for him, and to win an immortal soul…”’[footnoteRef:33]  [33:  Andersen. The Little Mermaid.92] 

she pictures the ideal scenario, which contrasts to what happens at the end of the story.  This 
then portrays the Little Mermaid as a Damsel who is naïve and unaware of her fate. Much 
like Penelope, her yearning for a better life evokes sympathy for her character, and this is 
stressed further when she does not reach her happy ending.
     The Little Mermaid also reflects women in early modern Europe; they were perceived as the weaker sex.[footnoteRef:34] The Little Mermaid portrays this by falling in love with the Prince and she therefore becomes vulnerable to her tragic fate. This idea of the weak Damsel in both the narrative and the context surrounding it argues the significance of this quality and how mankind perceived this female stereotype. [34:  Blamires.1997.101] 

    The definition of the Damsel goes beyond this idea that she needs to be rescued by her 
male companion; her predicament and her emotional state evokes sympathy for her 
character, which can lead her, delicate and vulnerable, to a tragic fate.
The Little Mermaid’s character also has similarities with Glauce in Euripides’ Medea. Much 
like the Little Mermaid tempted by the idea of becoming a human, Glauce is tempted by 
the gifts that Medea gives her. Glauce’s death is depicted through a messenger speech, which 
was a common feature of Greek tragedy in the fifth century BC. Messenger speeches were used to describe the events off stage[footnoteRef:35] which then means that the audience would have to use their imagination to depict the death of Glauce. This draws attention to the tragedy of Glauce’s death and sympathy from the audience is given to her character. Although Glauce is adamant about rejecting the gifts from Medea’s children, Jason states that: ‘“Look upon your husband’s gifts as your own. Accept these gifts and beg your father to remit the sentence of exile on these boys for my sake.” And when she saw the garments she could not resist but promised her husband all he asked…’[footnoteRef:36] Glauce is tempted by material possessions and is therefore susceptible to what her husband orders her to do. Her character then adheres to the stereotypical qualities of the Damsel; she lives under the commandment of her husband and can be tempted by beautiful possessions. Her actions to keep the garments leads to her tragic death, heightening commiseration for her flawed character. The messenger states that: ‘She arranged her hair as if she looked in a shining mirror, laughing at the lifeless picture of her own body.’[footnoteRef:37] This juxtaposes the situation that Glauce is in; when Glauce is delighted with her garments and the depiction of ‘the lifeless picture of her own body’[footnoteRef:38] foreshadows her tragic death. Even though Glauce is hardly present in the play, her limited characterization as a naïve Damsel argues that when she listens to the orders of her husband, it can lead to disastrous consequences.
    Glauce’s character also parallels the behaviour of women in classical Athenian society. Women were expected to be passive entities[footnoteRef:39] and Levick argues that Athenian women were seen to be ordered.[footnoteRef:40] This reflects Glauce’s character and how a Damsel should behave, as she obeys her husband’s orders without any opinion of her own. Glauce is only mentioned throughout the entire play in the messenger speech; she does not speak, and her characterization is limited to being ordered by her husband. This then further illustrates how a Damsel living under the force of male authority are only needed to please their husbands. Although Levick is a useful scholar when exploring women in Athenian antiquity and literature, he uses the Athenian man as an example to illustrates the treatment of women, and therefore his idea of female behaviour is very masculine [35:  Rutherford.2014.200]  [36:  Euripides.Medea.1152-1155]  [37:  Euripides.Medea.1160-1162]  [38:  Euripides.Medea.1162]  [39:  Storey.Allan.2013.144]  [40:  Levick.2015.97] 

Rapunzel is another example of how a Damsel adheres to the stereotype of being naïve and helpless. The characteristics of Rapunzel has similarities to Glauce, as she has a two-dimensional personality and suffers from the authority of a powerful figure. Nanda argues that beauty in fairy tales is associated with intelligence and kindness;[footnoteRef:41] however, this statement for the Rapunzel narrative can be disagreed with. When Rapunzel asks the Witch: ‘Mother Gothel, how is it that you’re much heavier than the Prince? When I pull him up, he’s here in a second.’[footnoteRef:42] This does not characterize Rapunzel as an intelligent figure, as she had one job which was to keep the Prince a secret. Also, Rapunzel does not show acts of kindness, as her life consists of being locked away in a tower, under the influence of the Witch. Her beauty is depicted in the text as: ‘the most beautiful child under the Sun.’[footnoteRef:43] However, her beauty is a practical feature to the story; Rapunzel’s hair is how the Witch climbs up to her tower. Rapunzel’s lack of characterization then portrays her as a Damsel who is only present when she is needed to please her authority, much like Glauce is with Jason. Whilst Nanda is a useful scholar when depicting the idea of women in fairy tales, her feminist study can be criticized for being too general when analysing female characters. Her argument of beauty in fairy tales being associated with intelligence and kindness can be applied to The Little Mermaid, as the Little Mermaid was a beautiful child who, out of compassion, saves the Prince from drowning; whilst this can be applied to some fairy tales, it cannot be applied to all of them.  [41:  Nanda.2014.248]  [42:  Grimms.Rapunzel.60]  [43:  Grimms.Rapunzel.58] 

Ultimately, the Damsel in Greek mythology and fairy tales can support but also oppose the stereotype that she is helpless and needs to be rescued by her male companion. The Damsel that lives under the pressure of powerful authority (Penelope, Glauce, Rapunzel) reflects the attitudes towards women, in ancient Greek society and in early modern Europe. Scholars such as Jones and Levick argue that women throughout history were perceived as the weaker sex and to an extent, this transcends into the myth and fairy tale narrative. However, Penelope challenges the male authority by using her cunning wit and feminine ability. The way that she uses her intelligence against her suitors tests the idea that a woman can override her male authority. Whereas Medea and the Little Mermaid challenge the stereotype of the Damsel; by helping the male hero, it then suggests that a Damsel can be of some use to the male characters, when usually it is the men who are the ones that help the females. However, the Witch in myth and fairy tale contrasts with the characterisation of the Damsel, as she is also a powerful figure in the narrative.
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When discussing the depiction of the Witch in Greek mythology and fairy tales, there are different, yet significant ways in how the Witch can be portrayed as an evil and cunning character. Her characteristics adheres to the perceptions of Witchcraft in Greek antiquity and in the sixteenth century Witch persecution throughout Europe. Luthi’s definition of a Witch as a symbol of evil[footnoteRef:44] can be applied to the Witch in myth as well as fairy tale. She is seen as more of a villainous character in fairy tales as her actions lead to the misery of others. What is decided as ‘evil’ differs in each character; their actions can then determine how ‘evil’ the Witch in the narrative can be. However, in Greek mythology, the Witch is perceived as more than ‘evil’; she can trick others to their impending doom by using her femininity or intellect. In Greek mythology, the Witch is given reason for why she acts the way she does; this then argues that the Witch can have other characteristics and justification for her ruthless behaviours. [44:  Luthi.1976.114] 

In Euripides’ Medea, the characteristics of Medea has qualities that brand her as an ‘evil’ Witch. Throughout the play, Medea explores how she will go about committing her revenge on Jason which is evident in her speech that she gives to the Chorus of Corinthian Women.[footnoteRef:45] This speech indicates how her vengeance against Jason is excessive but also self-destructive;[footnoteRef:46] by the end of the play, she is able to get her revenge on Jason but it has led to disastrous consequences. An example of her excessiveness is when she states that: ‘a day in which I shall make three of my enemies’ corpses, father, the daughter, and my husband.[footnoteRef:47] As Medea has been dishonoured by both Jason and Creon, she feels justified in the actions she takes against them. However, the play does not show an interaction between Medea and Glauce; Glauce does not deserve her tragic fate, despite Medea’s reason for doing so. By speaking her plans to the Chorus, the audience are also aware that Medea is a ruthless character. The audience in Greek antiquity would have been shocked by Medea’s behaviour,[footnoteRef:48] as she does not adhere to what a woman should be like in ancient Greece. At this point in the play, Medea is no longer a Damsel in distress, but an evil Witch; this is shown by her not succumbing to the orders of mankind, but by defying them to get her revenge. This then argues that a Witch is a figure in Greek mythology who goes against the stereotype of the Damsel by acting evil and leading others to tragic consequences. 
    When Medea states to the Chorus how she will go about killing her enemies, it gives indication regarding how a Witch goes about inflicting misery onto others. Medea states: ‘…should I set fire to the bridal house or go silently into the room where the bridal bed is laid and drive a sharpened sword through their hearts? … it is best to take direct route – here I am the supreme expert – and kill them with poison.’[footnoteRef:49] The different ways that Medea wants to destroy her enemies emphasizes her desire for revenge. The use of murder through fire and by the sword suggests a masculine way of defeating your enemies. It also argues that Medea is challenging the female stereotype by playing on masculine traits. Such as: her need for honor and how she spells out her revenge on others; however, by using poison, Medea is adhering to the stereotype of a Witch with her use of magic. Furthermore, Glauce’s death is described as a ‘a stream of all-consuming fire’.[footnoteRef:50] So, the idea of Medea using fire foreshadows her revenge later in the play. In this speech, Medea’s character is heightened as an evil Witch with justification of her actions. This is a typical trait in Euripidean plays as Euripides blends the qualities of good and bad, so his characters are neither.[footnoteRef:51] Although Medea’s actions of revenge and filicide are upsetting, she gives her reason for it, whether the Athenian audience would agree with her intentions or not. This idea of the evil Witch can be applied to Medea in the actions she takes throughout the play. However, she is not seen as the villain as she gives reason for what she does. [45:  Euripides.Medea.365-385]  [46:  Jenkyns.2015.98]  [47:  Euripides.Medea.375]  [48:  Zimmermann.1991.97]  [49:  Euripides.Medea.379-385]  [50:  Euripides.Medea.1188]  [51:  Grube.1973.8] 

The use of sneaking poison to her enemies shows how Medea can manipulate others in the narrative;[footnoteRef:52] this then shows how a woman can have power over mankind, which challenges the way that men would perceive women in Classical Athens. 
    Medea’s use of magic through drugs highlights the idea of magic in Athens in the fifth century BC. The use of the term magos refers to a non-Greek society,[footnoteRef:53] the Athenians related the concept of magos with the Persians, so magic was an exotic and barbarous practice.[footnoteRef:54] This relates to the characteristics of Medea as she is not Greek, and therefore a barbarian towards the other characters. This would heighten the perception of Medea as a Witch to the Athenian audience; not only is she an evil Witch in her excessive actions against Jason, but she is also a figure from a non-Greek land equipped with magic. 
    Medea’s use of poison on Glauce depicts the tragic events that are revealed towards the end of the play. Whilst the first half of the messenger speech foreshadows the tragic events that will occur for Glauce, the rest of the speech is drawn out to depict Glauce’s horrific death; this also shows the contrast of the beautiful maiden before and after her death. Not only does this evoke sympathy for her character but gives emphasis on how powerful Medea is as a Witch as she is able to manipulate others to a tragic fate. When the messenger states: ‘Overcome by calamity she [Glauce] fell to the ground, so misshapen that only a loving parent would find it easy to recognise her.’[footnoteRef:55] It shows the drastic effects that Medea’s poison had on an innocent character and how Glauce transformed from being young and beautiful, to a misshapen corpse. Although Medea has achieved her act of revenge upon those who have dishonoured her, it is still regarded as a tragic result; therefore, greater sympathy from the audience is given to the characters that suffered, rather than in celebration for Medea’s ‘success’.
    As well as deciding the tragic fate of other characters, Zimmermann argues that Medea is the mistress of her own destiny.[footnoteRef:56] This can be interpreted from her own tragic fate, as once she has destroyed Glauce and Creon, she completes her revenge on Jason by killing their children. Even though Medea is successful in her revenge, her act of filicide results in her downfall. An example of this is when she says: ‘…with all haste I shall kill my children and leave this country.’[footnoteRef:57] Although Medea is determined to go ahead with the full scheme of her shocking revenge, it emphasises how she causes destruction on all the other characters in the play; Medea’s excessive need for revenge leads to her own self-destruction; she takes pleasure in the idea that Glauce and Creon died a horrific death, but she mourns the knowledge that she will have to kill her children in order to completely destroy Jason.
Therefore, Medea in the Euripidean tragedy is depicted as a Witch through her manipulative attitude and how she goes about seeking her revenge on those who have wronged her. Although she gives her reason for what she does, it still indicates that she is an evil Witch for causing misery onto others. [52:  Morford.Lenardon.2007.638]  [53:  Graf.2012.30]  [54:  Graf.2012.36]  [55:  Euripides.Medea.1195-1196]  [56:  Zimmermann.1991.97]  [57:  Euripides.Medea.1238] 

The Witch from Hansel and Gretel is also depicted as an evil Witch as her characterisation reflects the perception of witchcraft during the persecution of Witches in the sixteenth century. Witches in early modern Europe were believed to be cannibals who offered children to the Devil as a sacrifice.[footnoteRef:58] The Witch in Hansel and Gretel echoes this through her relationship with the children. An example of this is: ‘“He’s [Hansel] sitting outside in a pen, and we’ve got to fatten him up. Then, when he’s fat enough, I’m going to eat him.”’[footnoteRef:59] This idea that the Witch has Hansel entrapped and will fatten him up, shows that she is treating him like an animal and not a child. Her treatment of the children accentuates her as an evil Witch; her power over vulnerable mindsets and her attitude towards the innocence highlights her character as a symbol of evil.[footnoteRef:60] The theme of cannibalism also reflects how Witches were perceived in the sixteenth century; the use of cannibalism argues that the Witch in fairy tales is a barbaric creature as her actions contrast with that of the moral man. Like Medea, her actions cause misery for others and she has her reasons for doing so, whether you agree with it or not. The Witch in Hansel and Gretel wants to eat Hansel for her own satisfaction; this then shows that the evil Witch in myth and fairy tale only considers herself. Von Franz argues that the Witch represent the Great Mother;[footnoteRef:61] this can be agreed with to an extent. The idea that a Witch is like a goddess is a plausible idea as both Medea and the Witch from Hansel and Gretel have power over others. Medea is a Mother to two children and in the beginning of her characterization, the Witch in Hansel and Gretel shows motherly traits by enticing the children to her home made of baked goods. However, both examples of Witches are not like the Great Mother as depicted in how they abuse the children in the narrative. Despite Medea being a Mother herself, both Witches have cruel intentions for the children and the Witch does not fully represent the Great Mother. Von Franz is a useful scholar when exploring the idea of the With. Her focus is mainly on the theme of evil behavior which is useful when studying the idea of the ‘evil’ Witch. Her work is also aimed at Witches in fairy tales, however this can also be applied to mythology as well.
Although the attitudes of the Witch in Hansel and Gretel reflects the perception of Witchcraft in the sixteenth century, her appearance also adheres to this. In the text, the Witch is described as: ‘The old woman, however, had only pretended to be friendly. She was really a wicked witch on the lookout for children…’[footnoteRef:62] The Witch depicted as an old woman reflects how female spinsters and widows were accused of Witchcraft. This then shows that the Witch in Hansel and Gretel adheres to the stereotype that a Witch is completely evil, which is shown in her attitudes and appearance. Furthermore, this argues that the Witch in fairy tales is depicted as evil through her appearance and intentions, whereas the Witch in myth is depicted through her actions and intentions. Although the evil Witch is present in myth and fairy tale, the way that evil is symbolised, differs from each narrative. [58:  Russell.2007.37]  [59:  Grimms.Hansel and Gretel.76]  [60:  Luthi.1976.114]  [61:  Von Franz.1995.196]  [62:  Grimms.Hansel and Gretel.76] 

The characterization of Circe in Book ten of Homer’s Odyssey, argues that an ancient Witch has other qualities as well. This then argues that even though the qualities of a Witch may differ, the character still adheres to her connection with magic and how she manipulates others towards a tragic fate.
    Circe uses female seduction and magic to characterise her as a Witch, as both traits are used to lure Odysseus and his men towards a catastrophic outcome. This idea of a seductive Witch reflects the ancient view of Witchcraft in Archaic Greece. This perception was very different to the idea of Witches in the sixteenth century; the Witch in Greek antiquity had erotic attributes[footnoteRef:63] and the characteristics of Circe follow this in the text. Circe’s seduction is paralleled through her appearance and her magic. An example of this is: ‘…singing her beautiful voice as she wanders to and fro at her great everlasting loom, on which she was weaving one of those delicate graceful and dazzling fabric that goddesses make.’[footnoteRef:64] Circe’s singing voice indicates how she can use seduction through her voice, rather than her looks. Homer defines his characters without physically describing them; this is a technique used in oral poetry, so the audience would have to use their imagination.[footnoteRef:65] This further emphasizes how Circe is capable of manipulating Odysseus and his companions, bringing emphasis on her voice. Circe weaving at her loom also signifies how she uses her femininity to her advantage. By engaging with a feminine activity, she can trick mankind into believing she is nothing more than a domestic, helpless woman. This idea of Circe weaving at her loom is also comparable to Penelope. Both women use this pastime to fool their male opposition; however, Penelope does this so she can stay loyal to Odysseus. Circe acts this way, so mankind will fall under her power. This shows that a woman engaging with a domestic activity has different outcomes, giving a distinction between the Damsel and the Witch. Whilst Circe does not adhere to the idea of the evil Witch, she still has power and determination to cause misery onto others. 
    Circe’s magic also emphasises seduction. It is depicted that: ‘Prowling about the place were mountain wolves and lions that Circe has bewitched with her magic drugs.’[footnoteRef:66] The use of wild animals under the power of Circe portrays how she has control over man and beasts; this also foreshadows how she was able to turn Odysseus’ companions into pigs later in the book. Jenkyns argues that Circe has aspects of wildness and sophistication in her character;[footnoteRef:67] this can be agreed with, as Circe’s sophistication is shown through her seductive singing voice and sitting at her loom, whilst this is juxtaposed by the wild animals she has under her control. Jenkyns is a useful scholar when analyzing different characters in myth. However, his focus is about the male characters in Homer’s Odyssey and how they relate to female characters. When studying the characteristics of Circe, it is useful to see this from a female perspective. 
    Circe’s use of magic is comparable to Medea in the Euripidean tragedy. Both characters use drugs to manipulate their opposition; however, Medea’s use of magic is more drastic than Circe, suggesting that Medea is more immoral as a Witch than Circe is. Medea’s use of drugs leads to the death of Glauce and Creon, whereas Circe uses her magic to achieve power over mankind. Both characters use their magic for personal satisfaction; however, the extremity of the outcome determines the level of immorality of both Medea and Circe. An example of Circe using her magic is when: ‘But into the dish she introduced a noxious drug, to make them lose all memory of their native land. And when they had emptied two bowls which she had handed to them, she drove them with blows of a stick into pigsties.’[footnoteRef:68] This is a similar scenario to Circe weaving at her loom earlier in the text; by using her magic in food, it shows how Circe is able to use domestic acts, such as cooking, to indicate how a female can have power over men. When Circe’s victims have lost their memory of their native land, it symbolises how they have lost their identity; the fact that Odysseus’ men were turned into pigs indicates that men act like pigs, so they should be treated like them.
    Circe may not be depicted as an evil Witch, so Luthi’s definition of Witchkind as a symbol of evil[footnoteRef:69] cannot be applied here. However, she is still able to seek power over mankind and cause misery for others. Circe’s characteristics adhere to the perception of Witchcraft in Archaic Greece; this then argues that a Witch in myth and fairy tale is arguably more than just ‘evil’.  [63:  Flint.Gordon.Luck.Odgen.1999.63]  [64:  Homer.Odyssey.10.222-223]  [65:  Scodel.2004.51]  [66:  Homer.Odyssey.10.211-212]  [67:  Jenkyns.2015.23]  [68:  Homer.Odyssey.10.236-239]  [69:  Luthi.1976.114] 

The Sea-Witch in The Little Mermaid is comparable to Circe in how she uses her magic over vulnerable others. The use of magic is arguably to play a vital role when depicting the role of the Witch; her immorality is distinguished by what she uses her magic for. The Sea-Witch has ‘evil’ qualities as well as the qualities of seduction. Her wickedness comes in the form of her physical appearance; her ugly appearance indicates that she is evil. Nanda argues that there is a link between beauty and goodness, and ugliness and evil[footnoteRef:70] and this can be agreed with regarding the Sea-Witch. This is shown when: ‘There the sea-witch sat letting a toad eat out of her mouth, just as people will let a little canary eat sugar. The ugly fat water-snakes she called her little chickens, and she let them roll about on her great spongy breasts.’[footnoteRef:71] This hideous depiction of the Sea-Witch immediately shows that her characterisation adheres to being evil as her appearance does not seem appealing to look at, as shown by her ‘spongy breasts’ and letting a toad eat from her mouth. 
    However, the Sea-Witch also exudes seduction and temptation in what she has to offer for the Little Mermaid. This then shows that even though the Sea-Witch is not physically seductive, her attitude is. She can give the Little Mermaid exactly what she desires by portraying the ideal situation: ‘“You’d like to get rid of your fishtail and have two stumps in place of it so that you can walk like a human! Then the young prince will fall in love with you, and you’ll be able to get him and an immortal soul as well!”[footnoteRef:72] This then entices the Little Mermaid, but contrasts to what actually happens at the end of the narrative. By tempting the Little Mermaid into what she wants, the Sea-Witch produces a chain reaction[footnoteRef:73] leading the death of the Little Mermaid. This is comparable with the actions of Medea; Medea’s use of drugs on others leads to ill-fated consequences. This further argues the idea that the way a Witch will use her magic indicates the extremity of her characterisation.
     This ideal situation that the Sea-Witch offers to the Little Mermaid contrasts with what will happen. When the Sea-Witch states: ‘Then your tail will divide and shrink into what men call a lovely pair of legs. But it will hurt: It will be like a sharp sword going through you.’[footnoteRef:74] Despite this painful articulation, the fact that the Little Mermaid goes through with this idea, shows how persuasive and tempting the Sea-Witch can be. It also suggests to the audience that nothing can ever be too good without an outcome. 
    The suggestions of the fairy tale narrative could have been exacerbated by its production. Fairy tales came from a product of imagination[footnoteRef:75] before they were recorded in the nineteenth century;[footnoteRef:76] this indicates how fairy tale narratives were widely known as an oral tradition for hundreds of years. The idea that fairy tales were told orally shows that they were used to teach about the world. However, Zipes also states that there is little evidence in just how fairy tales were told.[footnoteRef:77] This is problematic when exploring how the telling of stories throughout time can alter the perception of the Damsel and the Witch. [70:  Nanda.2015.248]  [71:  Andersen.The Little Mermaid.93]  [72:  Andersen.The Little Mermaid.94]  [73:  Von Franz.1995.206]  [74:  Andersen. The Little Mermaid.94]  [75:  Zipes.1976.2]  [76:  Zipes.1976.15]  [77:  Zipes.1976.5] 

The figure of the Witch in myth and fairy tales vary from whether she is ‘evil’ or seductive. This depends on the context of the narrative; the ancient Witch was more seductive, whereas Witches in early modern Europe were perceived as ugly and demonic. However, the Witch in both myth and fairy tale has access to magic and her role in the narrative is to provide misery for the protagonist.








[bookmark: _Toc513493341]The Link Between the Damsel and the Witch

From the evidence shown in the literature of myth and fairy tales, the Damsel symbolizes good whilst the Witch is bad;[footnoteRef:78] although certain characters break these individual stereotypes. There is more evidence to suggest the contrast in characteristics when exploring the Damsel and the Witch. Whilst both stand out as distinct characters in their own narrative, the relationship between the Damsel and the Witch is also an interesting notion to explore. Their relationship in myth and fairy tale heightens the characteristics of the Damsel and the Witch, through events in the narrative, language and attitudes towards each other. In fairy tales, the relationship between the Damsel and the Witch can be portrayed through their physical interaction; however, through her dialect and impending actions in Euripides Medea, Medea characteristically transforms from a Damsel to a Witch, through her intentions of revenge. [78:  Nanda.2014.246] 

Luthi argues that the characteristics in fairy tales are represented through actions and relationships.[footnoteRef:79] The Little Mermaid achieves this by illustrating the stereotypical qualities of an evil Witch and a Damsel in distress, through their interaction. The Little Mermaid adheres to the idea that a Damsel is a figure who needs to be rescued by a man; the appearance and actions of the Sea-Witch portray her as symbol of evil.[footnoteRef:80] The Little Mermaid hardly speaks during their interaction, her presence in the text shows more significance. When the Sea-Witch states: ‘“You’re acting like a fool! However, you shall have your way, for it will bring you misfortune, my lovely princess!”’[footnoteRef:81] she uses a juxtaposition of insults and compliments on the Little Mermaid. The Little Mermaid is arguably a fool in wanting to become a human; however, by calling her a “lovely princess” the Sea-Witch can entice the Little Mermaid into what she wants straightaway. Therefore, the Sea-Witch’s speech automatically argues how she can gain power over the vulnerable Damsel. The significance of the Little Mermaid’s presence over her voice, foreshadows later when she becomes mute and gives her voice over to the Sea-Witch. When the Sea-Witch states: ‘“But you must pay me too!” said the Witch. “And it is no small thing I am asking for. You have the loveliest voice of all down here upon the bottom of the sea, and no doubt you think you will be able to bewitch him with it…”’[footnoteRef:82] By complimenting her “lovely voice”, the Sea-Witch is able to use temptation against the vulnerable Mermaid. 
    Temptation is a key distinguishing feature in the Witch’s characterization; she lures vulnerable minds to a tragic fate. The Sea-Witch using this technique on the Little Mermaid is a prime example of not only her power, but what defines their relationship. Therefore, although her occurrence in the narrative is limited to her dealings with the Little Mermaid, the Sea-Witch has control over the Damsel throughout the rest of the narrative; She dominates the Little Mermaid’s fate by keeping a part of her identity. The Little Mermaid’s voice (or lack of) proves to be significant throughout the narrative and depicts how the female voice can easily be restricted.
    The relationship between the Little Mermaid and the Sea-Witch has a predominant focus on how the Witch has power over the vulnerable Damsel. Furthermore, the actions of the Sea-Witch also determine the relationship between the Damsel and the Witch. The Sea-Witch: ‘…scratched herself on the breast and let her black blood drip into it.’[footnoteRef:83] This highlights her femininity through the mentioning of her breasts but contrasting it then afterwards with her black blood. The Sea-Witch is depicted as a woman, like the Little Mermaid; but the idea of black blood also suggests that she is an evil creature, unlike the Little Mermaid. Von Franz’s argument that the Witch represents the Great Mother[footnoteRef:84] can then be applied to the Sea-Witch; she is able to grant the Little Mermaid what she wants, even though it ends tragically for her. Whereas, the Little Mermaid’s grandmother denies the Little Mermaid this idea. The Grandmother states: ‘Only if a human should fall in love with you so deeply that you would be more to him than Mother and Father…’[footnoteRef:85] The Grandmother is trying to turn the Little Mermaid away from the idea of becoming a human and foreshadowing that it would only end in disaster. The Grandmother acts as a great motherly figure towards the Little Mermaid by not allowing her to make such decisions out of consideration for her granddaughter’s fate; however, the Sea-Witch grants what the Little Mermaid wants to foreshadow the tragedy that is to come. The contrast between these two relationships, not only accentuates the abuse of power that the Sea Witch has over the Little Mermaid, but also indicates the Damsel’s naivety. By placing her trust with the Sea-Witch, the Little Mermaid ignores her Grandmother’s concerns as another maternal figure can give her what she wants. [79:  Luthi.1976.56]  [80:  Luthi.1976.114]  [81:  Andersen.The Little Mermaid.93]  [82:  Andersen.The Little Mermaid.95]  [83:  Andersen.The Little Mermaid.95]  [84:  Von Franz.1995.96]  [85:  Andersen.The Little Mermaid.90] 

In accord with the relationship between the Little Mermaid and the Sea-Witch, the affiliation between the Witch and Rapunzel also enhances the relationship of the Damsel and the Witch. As discussed previously, Rapunzel is characterized as incompetent by telling Mother Gothel: ‘…how is it that you’re much heavier than the Prince? When I pull him up, he’s here in a second!’[footnoteRef:86] However, Gothel’s reaction further explores how she is characterized as an ‘evil’ Witch. The Witch: ‘In her [The Witch’s] fury, seized Rapunzel’s beautiful hair, wrapped it around her left hand several times, grabbed a pair of scissors with her right hand, and snip, snap the hair was cut off…’ [footnoteRef:87] By this use of violent action, the Witch is evil in how she treats Rapunzel. Therefore, the link between the Damsel and the Witch in fairy tales is indicated through their relationship and treatment of one another. By having the Damsel and the Witch interact with each other, it characterizes and enhances the qualities that make up a Damsel and a Witch. [86:  Grimms.Rapunzel.60]  [87:  Grimms.Rapunzel.60] 

What can define a relationship between the Damsel and the Witch in myth and fairy tale is the link between them. In fairy tales, this is represented by the Damsel falling under the power of the Witch; in Euripides Medea, the audience sees Medea representationally transform from one to the other. In the beginning of the play, Medea is a Damsel in distress as she mourns over Jason’s abandonment of her. This is depicted when she repeatedly says: ‘Aiai’[footnoteRef:88] as a cry of lamentation. This contrasts at the end of the play, where Medea is accomplished in her revenge over Jason. This conversion from a one-character representative to another is portrayed in her first speech to the Chorus. This speech is split into two: Where Medea has qualities of a Damsel and when she has qualities of a Witch. In the beginning, Medea evokes the idea of a ‘wretched woman’ which not only she can relate to, but so can the Chorus of Corinthian Women. When Medea says: ‘…we women are the most wretched creatures. First of all, we have to buy a husband with a vast outlay of money – we have to take a master for our body…’[footnoteRef:89] it suggests how women in Athens were subjected to their husbands and were seen to be ordered.[footnoteRef:90] Medea personifies women through objectification; by arguing that women are seen as possessions to their husbands and are only used for their bodies, Medea is deliberately drawing attention to the idea of women as vulnerable creatures. This also puts a negative perspective on men, which then evokes a negative attitude towards Jason before he first appears on stage. But by exaggerating the pessimistic aspects of being a woman, Medea has the characteristics of a Damsel in distress who needs to be rescued from the patriarchal view on women. Furthermore, this would highlight the use of irony, as she would need a man to rescue her in the first place.
    This idea of Medea as a Damsel in distress in the beginning of her speech then contrasts with her plans of revenge, which then distinguishes her as the figure of a Witch. This section of her speech is crucial to the rest of the narrative; this initial characterization is what distinguishes Medea as a Witch throughout the forthcoming events of the play. Medea states: ‘If I can find some means, some scheme to take a just revenge for these evils on my husband and the man who gave his daughter to him and the daughter whom he married, I ask you to keep silence.’[footnoteRef:91] By referring to Jason’s actions as ‘evil’ Medea gives reason for her revenge; however, this can also be contradictory as Medea’s eventual revenge on Jason is what brands her as an ‘evil’ Witch. Medea also states that she will extend her revenge onto ‘the man who gave his daughter to him and the daughter whom he married.’[footnoteRef:92] This shows the beginning of her disproportionate behaviour. This not only foreshadows the downfall of Glauce, Creon and Jason, but Medea also; her transgressive actions to seek revenge leads to her killing her children.
    Medea also wishes the Chorus to keep silent of her plans. This is comparable to the interaction between the Little Mermaid and the Sea-Witch through the theme of the female voice. The Little Mermaid’s presence is significant in the fairy tale narrative, even though her voice is limited, this is comparable to the Chorus made up of Corinthian women. Although the Chorus have their moment to speak throughout the play, they do not tell others the idea of Medea’s revenge, then suggesting that they are put under pressure of Medea’s power as a Witch. An example of this is when the Chorus responds to Medea’s speech with: ‘I shall do what you ask, since you will be right to exact vengeance from your husband, Medea. I do not wonder that you grieve over what has happened.’[footnoteRef:93] The Chorus think that Medea is a Damsel in distress, but her future intentions is what characterizes her as a Witch. The Chorus in Greek tragedy was a collective entity with no individual Chorus members.[footnoteRef:94] 
    Rutherford argues that the Chorus stand apart from the events in the play, although they share their hopes and fears, they rarely get involved with the narrative.[footnoteRef:95] This can be applied to the Chorus of Corinthian women in Medea; the Chorus follow Medea in her plans and when her revenge is finally revealed, the Chorus are shocked at Medea’s actions. An example of this is: ‘Cruel woman, you must be stone or iron – for you will kill your children, the fruit your womb bore.’[footnoteRef:96] The response from the Chorus heightens the shock that Medea has just killed her own children and is no longer a Damsel, but a Witch. Although this shows how unaware the Chorus were of Medea plans, Zimmermann also argues that the Chorus embellish the composition of the tragedy.[footnoteRef:97] This can be agreed with, as the Chorus were so horrified at what Medea has done, it emphasizes the barbarity of her revenge which is what characterizes her as a Witch. Rutherford is a useful scholar as he explores the main features that make up a Greek tragedy, such as the use of the Chorus and messenger speeches. Although his work covers tragedy throughout the entire Classical period, the themes and techniques that he brings attention to can be applied to Euripides Medea. Whereas Zimmermann is a useful scholar when specifically studying the work of Euripides as he mentions specific plays and characters within his work, such as Medea and the Chorus of Corinthian women.
    Therefore, the characterization of Medea portrays how one can symbolically transform from a Damsel to a Witch through attitudes, intention and response from other characters. Her speech begins with her as a Damsel and ends with her beginning to be characterized as a Witch. Her relationship with the Chorus also indicates a link between the Damsel and the Witch; when Medea exhibits qualities as a Witch throughout the play, the Chorus still think she is a Damsel in distress, therefore letting Medea plot her revenge. [88:  Euripides.Medea.111,144]  [89:  Euripides.Medea.230-232]  [90:  Levick.2015.97]  [91:  Euripides.Medea.260-264]  [92:  Ibid.263-264]  [93:  Euripides.Medea.267-269]  [94:  Rutherford.2012.221]  [95:  Rutherford.2012.221-222]  [96:  Euripides.Medea.1279-2181 ]  [97:  Zimmermann.1991.20] 

Whilst the characteristics of the Damsel and the Witch are enhanced through the mythological and fairy tale narrative, the link between the two characters enhance their traits as well. In fairy tales, this is achieved by the characters interacting; whereas Medea portrays the progression of a single character transgressing from a Damsel to a Witch. Both the Damsel and the Witch are characterized profoundly as individual characters, but the link between them highlights the contrast between good and bad.
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Conclusion

From Archaic Greece to the modern times, myth and fairy tales stand out as two distinct forms of literature, but also share similarities through narrative and characterisation. The oral tradition of telling stories in the seventh century BC is comparable with how fairy tales were told; both were told orally to an audience before being composed as a written piece of work. The impact that these stories had for hundreds of years indicates how popular they were and are to this day; they reflect and challenge the way people thought of women and Witches at the time. One of the main differences between myth and fairy tale is the narrative structure; Greek mythology was a story composed on a much larger geographical composition, [footnoteRef:98] in comparison to the fairy tales which were subjected to a limited area. This then shows that Greek mythology was able to teach its audience about the world,[footnoteRef:99] as it had more locations to explore; the fairy tale narrative does not venture outside the one location it is set in but has more of a focus on its characters and their story. Whilst this is one way in how myth and fairy tales can differ, what makes these stories comparable is how the Damsel and the Witch are characterised. [98:  Vivante.1985.44]  [99:  Von Franz.1996.6] 

Bascom’s definition of a myth as a sacred story where the main character is usually a Hero[footnoteRef:100] can be applied to narratives discussed throughout this dissertation. A mythological narrative follows the story of a Hero on his adventures such as Odysseus and Jason; however, from the composed works of Homer, Euripides and Apollonius, the Damsel and the Witch also play an important part in the text. Characters such as Medea, Penelope and Circe help drive the narrative by helping the hero along his journey proving that she is more than just a helpless figure in need of a man to rescue her. Even though the Damsel or the Witch do not own the narrative in the way that a Hero does, her significance to the narrative should not be underestimated.
A fairy tale does not always follow the narrative of the Hero. The Little Mermaid and Rapunzel follow the life of the Damsel and her relationship with the Hero and the Witch. Therefore, the protagonist in myth and fairy tale differs in each narrative, yet the Damsel and the Witch as still very important characters in the literature. This then achieves the idea from Bascom that a fairy tale revolves around the local people[footnoteRef:101] and gives significance to the many characters that feature in the fairy tale narrative.  [100:  Bascom.1965.4]  [101:  Bascom.1965.2] 

The Witch in myth and fairy tale is usually an evil figure, who causes misery for others and for her own personal gain. This is where Luthi’s definition of a Witch as the symbol of evil[footnoteRef:102]  comes in useful; a Witch’s actions are what defines her as evil, but the outcome and her reason for it can also play a part in this as well. However, Circe is not regarded as an ‘evil’ Witch in Homer’s Odyssey; she uses her seduction to trick Odysseus and his companions. So, she is not as evil as Medea or any of the Witches in fairy tales, but she still manipulates her victims for her own personal gain. Furthermore, the Sea-Witch, who tempts and lures the Little Mermaid, portrays how a Witch can show qualities of ‘evil’ as well as seduction. Witches in myth and fairy tale can also be defined by their magic and relationship with the Damsel; by mistreating others with cruelty, it enhances the idea that a Witch in myth and fairy tale is ‘evil’. Additionally, the fact that she uses magic for her own personal gain, argues that she only thinks of herself and the misery of others. Not all Witches in myth and fairy tale are ‘evil’; however, the Witch will only commit to her actions for her own personal gain and leading her victims to tragic consequences. [102:  Luthi.1976.114] 

Finally, the Damsel in fairy tales is regarded as a helpless figure in need of her male Hero, such as Rapunzel and the Little Mermaid. Nanda’s argument that a Damsel is a passive figure[footnoteRef:103] can be applied not only to fairy tales, but also to Glauce in Euripides Medea. However, the Damsel in Greek mythology challenges this theory as she plays on the qualities of a helpless Damsel to get what she wants; or, by helping her Hero on her quest proves that she is not always a helpless character. This is where Nanda’s other argument that the characteristics of the Damsel can be challenged is appropriate. Scholars, unlike Nanda, argue that a Damsel is an inferior character, such as Jones and Levick; Jones focuses on the female body and not what defines them, therefore giving a masculine view on women in Greek mythology. However, Nanda’s definitions of the Damsel prove that this character is more than just a helpless figure and myth and fairy tales prove that sometimes she is the one who helps the Hero. Although the Damsel is a very feminine character, she is still able possess the qualities of intelligence and kindness in her character. [103:  Nanda.2014.247] 

Therefore, it is important to see the progression in storytelling and well-known narratives in Greek mythology and the fairy tales of Hans Christian Andersen and Brothers Grimm. These stories not only reflect the context of their time, but also explores how the Damsel and the Witch are just as important to the narrative as the Hero. The Damsel and the Witch stand out in the narrative as two distinct characters, but their relationship also brings out the qualities that define their character.
     This idea that stories were told orally throughout the centuries proves how important they were to history and how they were a part of an everyday culture. Stories have been accessible to all, in various ways, for so many years; myth and fairy tales teach its audience about the world and communicate its wisdom and morals through its use of characters, narrative structure, literary techniques and themes. 
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