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Introduction 
 
According to Raymond Williams (in his very useful Keywords, a text that I recommend to 
all students in Humanities), culture is “one of the two or three most complicated words in 
the English language.” Nature is another, he says.  “Culture” is commonly thought to mark 
our distinction from “nature:” nature is what human beings can’t escape, “culture” is what 
we change (using fire to make metals, for example) and how we shape and make 
meaningful the inescapable natural imperatives, such as procreation and death.  
 
Today, we use culture primarily, I would say, in two plus different ways: (1) the 
anthropological view that all groups have a set of behaviours and beliefs that govern their 
way of living together; this view is “neutral” in the sense that it recognizes the coherence of 
specific groups or cultures. The Aztecs had their worldview, modern Canada has its; we 
might recoil at the idea of human sacrifice, but such acts made sense within the Aztec 
worldview and we should at least try to understand it. (2) Writers like Matthew Arnold, in 
his well-known Culture and Anarchy of 1869, thinks of culture as “the best that has been 
thought and said,” on the basis of which (who gets to choose the best he doesn’t say) many 
countries, including Canada, construct a curriculum for schools and colleges.  
 
Beyond these two views of culture – as what people in a particular society do and believe, 
and the best aspects of what they create – there are many extrapolations of the term, many 
of which are reflected in the essays that make up this first edition of Culture. Among the 
implications of these new ways of thinking is the rise of identity forms of culture: Canadian 
culture is not a single thing but consists of many cultural attachments and identities. People 
in Canada, and elsewhere, are creating or recalling their own cultural attachments and 
using them to influence the politics of the larger entity to which they belong. Gender 
identities and cultures would be an example of this. And there’s the use of the term in 
regard to “office culture,” for example. Sometimes the term gets stretched beyond 
usefulness, perhaps, although I wouldn’t be willing to give up on it yet.   
 
The cover page of Culture (Cher and Charlie Chaplin, Putin and the Pope, Walt Disney and 
Drake, Beyoncé and Beethoven, Mandela and Mickey Mouse) and the range of articles 
within it – progressive and edgy - are worthy in themselves of a cultural-studies-style 
analysis. The journal as whole shows that culture, although and because it is a contested 
concept, is useful to young people today; they, like their ancestors, are dealing with the 
tension between continuity and newness that Raymond Williams and others have 
highlighted as the key to successful … well, cultures.  
 
Doug Freake, PhD 
York University 
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the	place	itself,	while	enabling	viewers	to	virtually	navigate	through	the	fantastical	setting.	
A	 collection	 of	 commodities	 available	 to	 purchase	 online	 include:	 party	 packages,	 cakes,	
loot	bags,	costume	sets	or	pieces,	and	jewelry.	Everything	is	princess	themed.	The	website	
for	Fairytale	Land	was	 selected	 for	 this	paper	as	 it	depicts	and	emphasizes	 the	extent	 to	
which	media	 consumption	has	 led	 to	 this	 desire	 of	 becoming	 a	princess.	As	Buckingham	
expresses,	 fads	 are	 a	product	 of	 children’s	media	 consumption	 Buckingham	and	Sefton‐
Green	2003 .	Fairytale	Land	not	only	enables	this	fad	but	promotes	it.		

The	girls	are	entertained	by	their	Fairy	Godmothers	in	Fairytale	Land.	They	dress	up	
as	their	favourite	princess	at	the	Fairy	Godmother	Salon.	Face	painting,	makeovers,	and	tea	
parties	 are	 popular	 activities	 once	 could	 participate	 in,	 as	 the	 photos	 on	 the	 website	
illustrate.	As	transformed	princesses,	the	girls	learn	about	royal	ball	etiquette,	take	part	in	
a	 royal	 fashion	 show,	 and	 show	 off	 their	 dresses,	 wands,	 tiaras,	 miniature	 heels,	 and	
glamourous	makeup	in	front	of	an	audience.	 	Prior	to	the	show,	girls	paint	their	nails	and	
choose	 fancy	 jewelry	 pieces	 to	 wear	 including.	 One	 of	 the	 ‘enchanted	 birthday	 party’	
options,	 “Glitz&Glam”,	 includes	hair	 extensions	 for	 girls	 to	wear.	There	are	 about	 twenty	
cakes	to	choose	from	when	planning	a	birthday	party	at	Fairytale	Land.	All	but	two	or	three	
cakes	 are	 princess	 themed.	 This	 highlights	 the	 stringent	 craze	 with	 princesses.	 All	 the	
rooms	at	Fairytale	Land	are	painted	in	colours	society	has	normalized	with	being	a	girl.	The	
website	does	not	display	any	rooms	painted	a	colour	other	than	pink	and	purple.	The	venue	
looks	 like	 a	 palace	 itself:	 large	 rooms	 with	 elaborate,	 detailed	 furniture.	 The	 Fairy	
Godmother	 Salon	 appears	 to	 be	 a	 large	 closet	 filled	 with	 costumes,	 heels,	 and	 tables	
covered	in	the	jewelry.		
	 Fairytale	 Land	 is	 an	 artifact	 of	 children’s	 culture.	 However,	 it	 pertains	 solely	 to	
young	girls.	There	 is	only	a	single	photo	of	a	boy	posted	on	 the	website.	The	boy	 is	 seen	
playing	a	guitar	and	it	appears	as	if	the	photo	is	retrieved	from	the	internet	and	pasted	onto	
the	 website,	 rather	 than	 a	 photo	 taken	 of	 an	 actual	 boy	 present	 at	 Fairytale	 Land.	 This	
indicates	 that	 very	 few	boys	 visit	 this	 venue.	 It	 is	 fascinating	 to	 consider	 how	 children’s	
culture	 has	 fixated	 on	 the	 motif	 of	 princesses,	 but	 not	 princes.	 The	 website	 does	 not	
advertise	an	option	for	boys	to	host	birthdays	at	Fairytale	Land,	to	become	princes.	

Very	 few	 aspects	 of	 the	 original	 fairytales	 are	 retained	 or	 reciprocated	 within	
venues	such	as	Fairytale	Land.	Take	for	instance	Grimm’s	Little	Snow‐White.	The	story	was	
written	 in	 the	 beginning	 of	 the	 eighteenth	 century	 and	 was	 initially	 not	 intended	 for	
children.	Grimm’s	tale	of	Snow	White	is	a	much	more	horrifying	and	less	fantastical	version	
of	Disney’s	 Snow	White,	 of	which	most	 are	 familiar	with.	Although	Grimm’s	Little	 Snow‐
White	endorses	gender	distinctions	‐	implying	that	women	are	vulnerable	and	in	need	of	a	
man	to	save	them	‐	the	motif	of	princesses	is	not	depicted	the	way	it	is	at	Fairytale	Land.	In	
Little	 Snow‐White,	 Grimm	 implies	 that	 a	 woman	 needs	 a	 man.	 At	 Fairytale	 Land,	 the	
transformation	from	girl	to	princess	implies	that	a	woman	needs	to	be	“prettified”,	and	it	
promotes	this	fixation	on	ideals	of	beauty.	The	motif	of	princesses	within	Grimm’s	version	
pertains	solely	to	the	princess	status	itself.	Meanwhile,	the	idea	of	princesses	is	redefined	at	
Fairytale	 Land	 into	 one	 that	 constitutes	 an	 obsession	with	 the	 process	 of	 beautification.	
Grimm’s	short	story	concludes	with,	“Snow‐White	and	the	prince	lived	and	reigned	happily	
over	that	land,	many,	many	years	later”	 Grimm,	1922 .	It	is	crucial	to	note	that	we	do	not	
get	any	insight	of	what	life	as	a	princess	is	in	Grimm’s	version.	Similarly,	in	Disney’s	Snow	
White	 and	 the	 Seven	 Dwarfs,	 the	 story	 concludes	 with	 the	 prince	 and	 princess	 living	
happily	 ever	 after	 when	 Snow	White	 marries	 her	 prince.	 Therefore,	 living	 the	 life	 as	 a	
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princess	by	indulging	in	dress‐up	and	makeovers	is	not	based	on	Grimm	or	Disney’s	stories,	
but	rather	has	emerged	into	a	story	of	its	own.		

However,	a	few	features	are	retained	from	Grimm’s,	Little	Snow	White.	In	Grimm’s	
version,	 Snow	 White	 is	 happiest	 when	 she	 marries	 her	 prince	 at	 the	 end.	 In	 Disney’s	
Cinderella,	 Cinderella	 becomes	 free	 from	her	 evil	 stepmother	 and	 is	 happiest	 at	 the	 end	
when	 she	 becomes	 a	 princess.	 Prior	 to	 becoming	 a	 princess,	 Cinderella	 spends	 her	 life	
upset	over	being	unable	to	do	anything	other	than	cleaning	the	house	and	follow	the	orders	
of	 her	 evil	 stepmother.	 Likewise,	 Snow	White	 spends	her	 life	 cleaning	 a	house	 for	 seven	
dwarfs	until	she	marries	her	prince	and	becomes	a	princess.	This	promotes	 the	 idea	that	
becoming	a	princess	is	a	yearning	fulfillment.	However,	in	contemporary	children’s	culture,	
becoming	 a	 princess	 is	 exaggerated.	 Exaggerated	 at	 Fairytale	 Land	 is	 what	 comes	 with	
being	a	princess	and	how	much	greater	 it	 is	perceived	as	a	princess	rather	than	 just	as	a	
girl,	even	if	it	is	for	an	hour	or	two.	When	girls	become	a	princess	at	the	venue,	a	sense	of	
uttermost	happiness	is	gratified.	It	is	almost	as	if	the	transformation	from	girl	to	princess	is	
a	metamorphosis	from	mediocre	to	fabulous.	This	can	be	very	damaging	to	the	girls’	self‐
esteems	and	sense	of	 identities.	Tiffany	Pelton	further	analyzes	the	motif	of	princesses	 in	
her	work	titled,	“Thematic	Analysis	of	the	Disney	Princess	Franchise.”	She	states:	

	
The	 feminine	 beauty	 ideal	 and	 the	 representation	 of	 the	 ideal	 in	 fairy	 tales	 has	 been	 a	
continued	 theme	of	many	Disney	movies	especially	among	 the	Disney	Princess	Franchise.	
Its	portrayal	and	maintenance	in	children’s	literature	has	spanned	a	150‐year	period.	This	
ideal	was	a	“socially	constructed	notion	that	physical	attractiveness	is	one	of	women’s	most	
important	 assets,	 and	 something	 all	 women	 should	 strive	 to	 achieve	 and	 maintain.		
Pelton	23 		

This	socially	constructed	concept	around	physical	attractiveness	that	Pelton	refers	to	 is	a	
notion	that	exists	 in	contemporary	children’s	culture,	which	Fairytale	Land	promotes	and	
facilitates.	

Fairytale	Land	depends	more	on	 the	Disney	versions	of	 fairytales,	 rather	 than	 the	
original	Grimm	stories.	Fairytale	Land	holds	onto	the	fairy	godmother	character,	present	in	
most	 Disney	 stories.	 Outfits	 princesses	wear	 in	 the	 Disney	 films,	 such	 as	 the	 recognized	
blue	dress	worn	by	Cinderella	or	the	yellow	dress	worn	by	Belle,	are	retained.	In	terms	of	
the	 themes	 of	 gender	 distinction	 taken	 from	 the	 original	 story,	 Fairytale	 Land	 enforces	
these	while	hauling	feminism	centuries	back.	At	Fairytale	Land,	the	girls	are	represented	as	
objects	of	beauty.	Girls	step	out	of	their	reality	into	a	fantastical	world	to	become	someone	
else.	The	girls	enjoy	this	transformation	and	indulge	in	fixating	on	female	ideals	of	beauty.		
	 The	next	section	of	this	paper	explores	the	larger	ideological	causes	behind	Fairytale	
Land.	 As	 highlighted	 so	 far,	 the	 venue	 enforces	 contemporary	 ideals	 of	 beauty.	 The	
temporary	satisfaction	of	being	a	princess	at	Fairytale	Land	is	a	nonpermanent	state	of	lust.	
The	stepping	out	of	reality	 into	a	couple	hours	of	pleasure	becomes	a	state	to	which	girls	
always	crave	to	be	in.	This	may	be	because	they	feel	‘free’	to	indulge	and	enjoy	themselves.	
However,	 this	 kind	 of	 freedom	 is	mediated.	 Everything	 is	 done	 through	 and	 by	 the	 fairy	
godmothers.	 The	 events	 and	 activities	 offered	 to	 the	 girls	 are	 organized,	 structured,	 and	
surveilled.	Also,	the	fairy	godmothers	are	all	adults.	Therefore,	this	freedom	is	mediated	by	
adults.	To	become	a	princess,	 the	girls	 go	 to	 the	Fairy	Godmother	Salon.	The	 tea	parties,	
fashion	 shows,	 and	 royal	 ball	 etiquette	 learning	 experiences	 are	 all	 hosted	 by	 the	 fairy	
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godmothers.	 They	 own	 the	 venue,	 as	 noted	 on	 the	 website.	 They	 are	 the	 ones	 who	 are	
giving	 makeovers	 to	 the	 girls,	 and	 providing	 their	 costumes.	 This	 mediated	 freedom	
highlights	 children’s	 agency	 present	 at	 Fairytale	 Land:	 the	 girls	 at	 the	 venue	 are	 always	
under	 adult	 supervision.	 This	 mediated	 freedom	 is	 not	 present	 in	 Grimm’s	 Little	 Snow‐
White,	 or	 in	 Disney’s	 Snow	 White	 and	 the	 Seven	 Dwarfs.	 In	 both	 stories,	 Snow	 White	
becomes	 ‘free’	 when	 she	 marries	 her	 prince.	 As	 a	 princess‐	 she	 is	 not	 under	 adult	
supervision,	even	though	her	age,	in	both	versions,	indicates	that	she	is	a	child.	

It	is	important	to	consider	what	the	girls	would	change	about	Fairytale	Land	if	they	
had	 the	 opportunity	 to	 do	 so.	 This	 is	 because	 Fairytale	 Land	 is	 created	 by	 adults	 for	
children.	 It	 is	 without	 a	 doubt	 that	 the	 girls	 are	 enjoying	 themselves	 at	 Fairytale	 Land.	
However,	if	children	were	to	create	their	own	‘fairytale	land,’	would	it	be	any	different?		In	
“Cinderella	 Ate	 My	 Daughter:	 Dispatches	 from	 the	 Front	 Lines	 of	 the	 New	 Girly‐Girl	
Culture,”	Shuler	states:		

Even	when	parents	try	to	limit	their	children's	exposure	to	the	Disney	marketing	enterprise,	
the	princesses	seem	to	creep	in;	Disney	Princesses	are	often	a	girl's	first	foray	into	popular	
culture	without	the	guidance	of	her	parents.	Orenstein's	daughter,	and	mine,	learned	from	
friends	 at	 preschool	 the	 names,	 hair,	 dress	 styles,	 and	 basic	 story	 of	 all	 the	 princesses.	
Shuler	97 	

The	marketing	 of	 princesses	 is	 difficult	 to	 escape	 from,	 as	 Shuler	 emphasizes.	 However,	
when	 thinking	 about	 exposure	 and	 the	 marketing	 enterprise	 it	 must	 become	 clear	 that	
what	 children	 are	 being	 marketed,	 and	 what	 children	 are	 being	 exposed	 to,	 is	 adult	
generated.	Fairytale	Land	itself	is	a	business	being	run	by	adults.	From	a	larger	perspective,	
this	 demonstrates	 that	 while	 children’s	 culture	 is	 a	 product	 of	media	 consumption,	 it	 is	
highly	 controlled	 and	 manipulated	 by	 adults.	 Although	 Shuler	 argues	 that	 this	 popular	
culture	 is	 without	 guidance	 of	 her	 parents,	 the	 details	 the	 child	 becomes	 occupied	with	
about	princesses	are	 in	some	way	or	 form	a	result	of	adult	 inventions	such	as	books	and	
films	of	princesses.	This	section	of	the	paper	can	conclude	with	the	significance	that	female	
ideals	 of	 beauty	 are	 promoted	 at	 Fairytale	 Land,	 but	 more	 importantly	 through	 and	 by	
adults.	Children	are	absorbing	these	notions,	but	at	its	root	adults	have	created	the	fixation	
of	becoming	a	princess.	

This	 paper	 will	 proceed	 to	 analyze	 the	 character’s	 present	 at	 Fairytale	 Land,	 as	
displayed	on	their	website.	As	shown,	the	fairy	godmothers	are	white,	and	the	all	the	ones	
displayed	 on	 the	website	 have	 blonde	 hair.	 All	 the	 fairy	 godmothers	wear	 long	 identical	
white	gowns	and	do	not	look	a	day	over	the	age	of	twenty‐five	years.	Their	makeup	is	done,	
their	faces	are	clear	from	any	blemishes,	and	their	hair	is	beautifully	styled.	In	comparison	
to	how	a	fairy	godmother	appears	in	Disney	adaptations,	the	ones	present	at	Fairytale	Land	
are	quite	different.	In	Disney’s	Cinderella,	the	 ‘fairy	godmother’	 is	not	young	but	rather	is	
an	old	lady	who	wears	an	oversized	blue	cloak	and	holds	a	magic	wand.	Her	face	appears	
larger,	 rather	 than	 slim,	 demonstrating	 she	 is	 a	woman	 on	 the	 heavier	 side.	 In	 Grimm’s	
Little	 Snow‐White,	 a	 fairy	 godmother	 is	 nonexistent.	 In	 the	 most	 recent	 Cinderella	
adaptation	released	in	2015,	the	fairy	godmother’s	costume	is	an	enormous	white	dazzling	
sparkly	dress.	She	holds	a	wand	in	the	film	and	her	makeup	is	extravagant.	She	is	a	much	
younger	fairy	godmother	than	Cinderella’s	fairy	godmother	in	the	film	adaptation	made	in	
1950.	 Fairytale	 Land	 mimics	 their	 fairy	 godmothers	 to	 look	 like	 the	 one	 in	 the	 recent	
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Cinderella	version,	appearing	more	glamorous.	However,	their	Cinderella	costume	for	the	
girls	to	wear	is	not	altered	in	any	way.	It	looks	exactly	like	the	one	Cinderella	wears	in	the	
1950	adaptation.	Fairytale	Land	has	taken	the	 ‘best	of	hits’	of	all	Disney	fairytales.	 In	this	
case,	 they	grasped	the	concept	of	having	a	magical	 fairy	godmother	character	to	make	all	
dreams	 come	 true.	 Consequently,	 the	 young	 girls	 undergoing	 the	 process	 of	 becoming	 a	
princess	 at	 Fairytale	 Land	 enter	 a	 world	 by	 which	 beauty	 is	 glorified	 and	 worshipped.	
Fairytale	Land	displays	what	beauty	is,	from	whom	it	can	come,	and	the	steps	to	becoming	
beautiful.	Beauty,	then,	is	defined	by	makeovers	and	oversized	dresses,	which	comes	from	
young	women	bedazzled	in	white	gowns	with	long	luscious	blonde	hair.		

The	 final	step	of	becoming	a	princess	 involves	showing	off	 their	 looks	at	 the	royal	
fashion	show.	The	little	girls	become	a	product	of	these	fairy	godmothers	and	look	similar	
to	 them	at	 the	 end	of	 the	 transformation.	 Fairytale	 Land	homogenizes	young	girls	 in	 the	
process	 of	 becoming	 a	 princess.	 David	 Buckingham	 discusses	 what	 contemporary	
children’s	 culture	has	become	and	how	we	have	drifted	 from	 the	original	 stories	 into	an	
outcome	 much	 more	 complex	 in	 his	 work	 “Dissin’	 Disney:	 Critical	 Perspectives	 on	
Children’s	Media	Culture.”	He	states:	“The	‘Disneyfication’	of	this	original	is	seen	to	result	in	
oversimplification,	sanitization,	repression	and	ideological	mystification.	Yet	in	the	process,	
there	seems	to	be	 little	recognition	of	what	the	text	might	be	attempting	to	achieve	in	its	
own	right,	and	its	relation	to	its	actual	target	audience”	 290 .	The	main	idea	to	grasp	from	
Buckingham	 here	 is	 that	 there	 is	 little	 recognition	 of	 what	 the	 original	 text	 aimed	 to	
express.	An	altered	or	misunderstood	version	of	what	 these	stories	are	 trying	 to	 say	has	
developed.	As	mentioned	earlier,	not	much	has	been	retained	from	the	motif	of	princesses	
in	Grimm’s	 Little	 Snow‐White	 and	 from	various	Disney	 stories.	 Fairytale	 Land	 has	 taken	
concepts	from	these	original	stories	but	has	molded	them	into	a	story	of	its	own.	Grimm’s	
Little	 Snow‐White	 concludes	 with	 the	 queen	 becoming	 overly	 consumed	 with	 her	
obsession	 to	be	pretty	 to	 the	point	where	she	eventually	dies	 from	 it.	Fairytale	Land	has	
decided	 not	 to	 focus	 on	 the	 basic	 lessons	 conveyed	within	 the	 original	 story.	 Instead,	 it	
promotes	the	opposite	of	what	Grimm	attempts	to	warn	readers:	that	fixating	on	ideals	of	
vanity	is	grueling	and	is	in	fact	not	the	path	to	obtaining	happiness.		
	 To	 conclude,	 this	paper	has	expressed	how	becoming	a	princess	 at	Fairytale	Land	
depicts	how	children’s	culture	has	distorted	Disney’s	focus	on	becoming	a	princess	into	a	
process	 whereby	 young	 girls	 can	 live	 that	 life	 of	 luxury	 and	 in	 the	 process,	 fixate	 on	
contemporary	 female	 ideals	 of	 beauty.	 Buckingham	 argues	 that	 crazes	 exist	 within	
contemporary	children’s	culture.	However,	a	craze	 is	understood	to	come	and	go,	but	the	
obsession	 with	 princesses	 has	 yet	 to	 go.	 The	 untangling	 of	 such	 a	 craze	 appears	 to	 be	
impossible	 as	 this	 fixation	 seems	 to	 only	 be	 rapidly	 growing	 and	 expanding.	 Places	 like	
Fairytale	Land	will	always	make	money,	if	this	craze	survives.	Adults	will	continue	to	keep	
this	 craze	 alive,	 as	 it	 has	 made	 corporations	 like	 Disney	 billions	 of	 dollars	 in	 revenue.	
Society	must	recognize	how	damaging	the	fad	of	becoming	a	princess	is	for	young	girls.	If	
there	is	one	thing	from	the	original	Grimm’s	Little	Snow‐White	that	should	be	retained,	it	is	
the	 basic	 lesson	 that	 fixating	 on	 ideals	 of	 beauty	 is	 consequentially	 harmful.	 Places	 like	
Fairytale	Land	must	reassess	what	they	decide	to	promote	for	young	girls	because	the	long‐
term	consequence	to	this	fairytale	does	not	comprise	of	a	happy	ending.	
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Gina	Jibran	
	
	
	
	 Once	 upon	 a	 time	 becoming	 a	 princess	 occurred	 only	 when	 marrying	 a	 prince.	
Nowadays,	 the	 yearning	 to	 become	 a	 princess	 satisfies	 more	 than	 obtaining	 the	 status.	
Pretending	to	be	a	princess	is	seen	to	be	just	as	fulfilling.	What	is	it	about	being	a	princess	
that	 brings	 contentment?	 Specifically,	what	 is	 it	 about	wearing	 an	 oversized	dress	 and	 a	
tiara	that	makes	life	more	fascinating	for	young	girls?	Disney	fairytales	such	as	Snow	White	
and	 Cinderella	 have	 helped	 popularize	 the	motif	 of	 princesses.	 Girls	 can	 buy	 Cinderella	
costumes	or	visit	 their	 favourite	princess	at	Disneyland.	This	helps	create	the	notion	that	
becoming	 a	 princess	 is	 something	 to	 be	 desired.	 It	 is	 important	 to	 note,	 that	 life	 as	 a	
princess	 is	 hardly	 ever	 visited	 in	 stories	 such	 as	 Grimm’s	 Little	 Snow‐White,	 or	 even	
Disney’s	Cinderella.	 In	 fact,	 these	tales	end	right	after	a	girl	marries	prince	charming	and	
obtains	 the	princess	 status.	The	 sole	 insight	 readers	 gain	 about	 life	 as	 a	princess	 is	 that,	
‘they	lived	happily	ever	after’—a	sentence	stated	at	the	end	of	many	Disney	fairytales.	The	
company	Fairytale	 Land,	 demonstrates	how	contemporary	 society	 recreates	 the	princess	
motif.	 The	 ability	 to	 facilitate	 the	 transformation	 of	 a	 young	 girl	 to	 become	 a	 princess	 is	
promoted	at	Fairytale	Land.	Fairytale	Land,	however,	distorts	Disney’s	focus	on	becoming	a	
princess	 into	a	process	whereby	young	girls	are	allowed	 to	 live	 that	 life	of	 luxury.	 In	 the	
focus	on	being	a	princess,	one	then	fixates	on	contemporary	female	ideals	of	beauty.		

Preparatory	 to	 proceeding,	 it	 is	 important	 to	 gain	 an	 understanding	 of	
contemporary	children’s	culture	and	see	how	Fairytale	Land	is	indicative	of	it.	There	is	no	
firm	understanding	 or	 definition	 of	 children’s	 culture,	 as	 it	 varies	 across	 time	 and	place.	
However,	 children’s	 culture	 is	 increasingly	 being	 understood	 as	 a	 product	 of	 media	
consumption.	David	Buckingham	highlights	how	the	age	of	digital	technology	has	changed	
children’s	cultural	environment:		
Children’s	 ‘crazes’‐typically	 entail	 a	 high	 degree	 of	 ‘interactivity,’	 not	 just	 in	 the	 texts	
themselves	but	also	in	the	communication	that	takes	place	as	children	move	between	one	
cultural	form	and	another,	from	the	television	series	to	the	card	game	to	the	books	and	the	
toys	 Buckingham	 and	 Sefton‐Green	 2003 .	 In	 the	 process,	 the	 gathering	 of	 specialist	
knowledge	 ‐	 much	 of	 it	 impenetrable	 to	 adults	 ‐	 becomes	 inextricably	 entailed	 in	 the	
purchase	and	collecting	of	commodities	 Kehily	129‐130 .	

Within	 the	 context	 of	 this	 paper,	 the	 prevalent	 ‘craze’	 within	 contemporary	
children’s	culture	is	the	desire	to	become	a	princess.	In	this	following	section,	I	will	show	
how	this	fixation	is	expressed	through	Fairytale	Land.	Fairytale	Land	is	a	venue	for	young	
girls	 to	 celebrate	 their	 birthday	 www.fairytaleland.ca .	 The	website	 serves	 to	 represent	
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Hana	Ayoob	Khan	
	
	
	
	 The	 Safavid	 dynasty	 is	 responsible	 for	 many	magnificent	 Islamic	manuscripts.	 Of	
those	that	have	survived,	the	Haft	Awrang,	commonly	known	as	the	Freer	Jami,	is	a	lavishly	
decorated	volume	created	during	the	16th	century	that	documents	and	illustrates	a	series	
of	seven	poems	written	by	 the	 famous	mystical	author	 Jami	 Simpson	105 .	One	of	 these	
seven	poems	is	the	popular	love	story	of	Yusuf	and	Zulaikha,	an	epic	that	reframes	previous	
traditions	and	the	Quranic	story	through	the	Sufi	mystic	lens.	For	this	essay,	the	focus	will	
be	 on	 the	 role	 and	 representation	 of	 Zulaikha	 from	 three	perspectives.	Namely,	 how	 the	
Quran	 represents	 Zulaikha,	 and	 how	 Jami’s	 epic	 changes	 the	Qur’anic	 story.	 This	will	 be	
related	 to	 several	 miniature	 illustrations	 from	 the	 15th	 to	 17th	 centuries	 that	 chose	 to	
illustrate	the	story	 in	reference	to	Jami’s	epic.	The	comparative	analysis	on	the	subject	of	
Zulaikha’s	representation	will	be	roughly	divided	to	five	different	episodes	in	the	storyline.		

Before	 exploring	 the	 implications	 of	 Zulaikha’s	 representation	 in	 relation	 to	 the	
Persian	miniatures,	 some	context	and	background	 into	 the	Quranic	and	 Jami	narrative	of	
the	story	is	in	order.	The	majority	of	Jami’s	material	is	unrelated	to	the	Quran	and	draws	on	
other	circulating	narratives	during	that	time	period.	This	is	partly	due	to	the	fact	that	the	
Quran	 tends	 to	 be	 concise	 and	 does	 not	 give	 much	 detail	 in	 its	 narrative.	 The	 Quranic	
representation	 of	 Zulaikha	 has	 themes	 of	 female	 desire	 interwoven	 with	 that	 of	 love,	
repentance,	honesty	and	fidelity,	thus	making	this	tale	embody	the	worst	and	the	best	in	a	
woman’s	nature	 Stowasser	50 .	In	the	Quran	 Yusuf,	12:21 ,	which	is	considered	infallible	
by	Muslims,	it	is	the	Aziz	who	buys	Yusuf;	Zulaikha	is	the	wife	of	the	Aziz	of	Egypt.	Whereas	
in	Jami,	the	roles	are	swapped	and	Zulaikha	is	the	one	who	buys	Yusuf	at	a	great	cost.	The	
change	adds	dramatic	effect,	but	it	also	paints	Zulaikha	as	a	more	involved	protagonist.	In	
fact,	the	Aziz	plays	a	far	more	prominent	role	in	the	Quranic	version,	whereas	Jami's	story	
switches	the	weight	onto	Zulaikha,	with	the	Aziz	being	a	mere	plot	device	that	allows	for	
Yusuf	and	Zulaikha's	ultimate	union.		

Though	Jami	does	refer	to	Zulaikha's	guile	and	cunning	during	her	various	attempts	
to	seduce	Yusuf	throughout	the	poem,	it	is	important	to	note	that	the	qualities	he	chooses	
to	highlight	before	she	meets	Yusuf	are	positive	rather	than	negative:	

	
None	like	Zulaikha	loved.	far	above		
All	women's	her	immeasurable	love!	
To	age	from	childhood,	love's	unconquered	flame		
	In	wealth	and	poverty	burnt	on	the	same.		
When	after	age,	infirmity,	and	pain,		
Her	youth,	and	strength,	and	gladness	came	again,		
She	never	turned	from	love's	true	path	aside.	 Jami	28 	
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She	is	exemplary	in	her	love,	someone	that	women	should	look	up	to.	Jami	frames	the	story	
so	that	she	is	the	primary	lens	through	which	the	story	is	going	to	be	narrated.	The	purpose	
is	to	show	Zulaikha’s	earthly	love	for	Yusuf	as	a	manifestation	of	love	for	God,	therefore	it	is	
appropriate	that	her	love	occupies	the	story	from	beginning	to	end	 Merguerian	497 .		

Though	Zulaikha	is	not	converted	to	Islam	till	the	very	end,	when	the	poem	talks	of	
Zulaikha’s	pain	when	she	realizes	the	Vizier	is	not	the	man	from	her	dreams.	She	is	visited	
with	a	message	from	the	angel	Gabriel:	“Then	the	Bird	of	Comfort	came	near,	and	there	fell	
/	 On	 her	 ear	 the	 sweet	 message	 of	 Gabriel:	 /	 ‘Lift	 thy	 head,	 sad	 maiden,	 and	 cease	 to	
repine.’”	 Jami	92 .	 In	 the	 Islamic	 tradition,	 this	 is	an	honour	reserved	almost	exclusively	
for	the	best	of	humankind,	mainly	the	prophets	of	God.	By	having	Gabriel	 intervene,	 Jami	
reminds	 the	 reader	 that	 she	 was	 chosen	 for	 her	 life	 of	 love	 and	 suffering	 by	 a	 higher	
authority;	 that	what	 she	does	and	what	happens	are	preordained	and	out	of	her	control.	
This	removes	some	of	the	blame	from	her	future	actions.		

Before	 Zulaikha	 gives	 in	 to	 her	 baser	 emotions,	 her	 characteristics	 are	 nobly	
portrayed:	 “Oh	 save	 me	 from	 being	 another's	 bride.	 /	 Preserve	 the	 pure	 name	 of	 the	
hapless	maid,	 /	No	polluting	 touch	on	her	 vesture	 laid.	 /	made	 a	 vow	 to	my	 lover,	mine	
own,	/	To	keep	my	 love	ever	 for	him	alone.”	 Jami	91 .	 In	 this	quote,	her	resolve	 to	 stay	
pure	 for	 Yusuf	 is	 something	 that	would	 be	 considered	 commendable	 by	 Jami’s	 audience.	
She	wants	to	preserve	her	virtue	and	virginity	for	the	one	man	she	loves.	Though	her	later	
attempts	are	anything	but	virtuous,	her	redeeming	quality	is	that	she	does	not	deter	from	
being	faithful	to	Yusuf.		

When	 Zulaikha	 finally	 acquires	 Yusuf	 into	 her	 household	 and	 showers	 him	 with	
everything	 she	 could	 materially	 offer,	 she	 starts	 to	 yearn	 “for	 a	 sweeter	 prize”	 162 .	
Though	she	is	finally	given	a	chance	to	have	Yusuf	by	her	side,	she	starts	to	yearn	for	more	
of	a	physical	affirmation	of	her	heart’s	wishes.	But	as	 the	story	goes,	Yusuf	does	not	give	
into	 her	 numerous	 attempts	 to	 seduce	 him.	 He	 remains	 obstinately	 cold	 and	 unmoving,	
while	Zulaikha’s	attempts	and	pain	simultaneously	increase	in	intensity	 163‐171 .		When	
Zulaikha	despairs	because	of	her	failed	attempts,	her	nurse	is	sent	to	Yusuf	to	mediate	and	
convince	him	on	Zulaihka’s	behalf.	 In	reply,	Yusuf	breaks	his	silence	and	explains	why	he	
would	not	return	her	affections.	Though	he	is	grateful	for	all	that	she	has	done	for	him,	he	
fears	God	and	does	not	wish	to	cause	the	Vizier	any	harm	or	bring	shame	to	his	household	
171 .	 	This	 is	 similar	 to	 his	 sentiment	 in	 the	 Quran,	 where	 he	 reminds	 Zulaikha	 of	 the	
harm	her	actions	would	cause	to	the	Vizier,	who	has	been	kind	to	both	of	them:	“‘...Come	on	
now!’	Joseph	answered:	‘May	Allah	grant	me	refuge!	My	Lord	has	provided	an	honourable	
abode	 for	 me	 so	 how	 can	 I	 do	 something	 so	 evil ?	 Such	 wrong‐doers	 never	 prosper.’”	
Yusuf	 12:23 .	 In	 the	 earlier	 commentaries	 of	 the	 Quran,	 the	 chapter	 is	more	 about	 the	
strength	and	humility	of	a	prophet	tested	by	God,	and	Zulaikha’s	role	in	the	narrative	is	as	a	
figure	of	temptation.	Merguerian	explains	that	it	is	only	in	the	later	commentaries	that	the	
story	 ceases	 to	be	 the	 story	of	Yusuf	 and	becomes	 the	 story	of	 Yusuf	 and	Zulaikha:	 “Not	
only	are	new	details	added	that	give	Zulaikha	a	more	active	and	willful	presence,	but,	more	
important,	the	addition	of	punishment	brings	into	the	narrative	a	moral	dimension”	 Jami	
493 .		

Both	Figure	1	and	Figure	2	 on	the	next	two	pages 	illustrate	when	Zulaikha's	initial	
efforts	to	seduce	Yusuf	fail,	and	she	starts	concocting	other	ways	to	fulfill	her	wishes.	In	this	
scene,	 she	 lures	him	 into	a	garden	where	he	 is	 to	be	entertained	by	a	group	of	beautiful	
women.	 Hoping	 that	 Yusuf	 would	 desire	 at	 least	 one	 of	 them,	 Zulaikha	 plans	 to	 change	



Culture | Volume 1 Issue 1 | May 2017  53 
 

 

places	with	 the	woman	he	 chooses	 to	 spend	 the	night	with.	Contrary	 to	her	plans,	Yusuf	
spends	 the	 night	 preaching	 to	 them	 about	 divine	 wisdom	 Jami	 180‐181 .	 In	 the	
illustration,	the	incident	takes	place	in	front	of	a	large	garden	pavilion	not	mentioned	in	the	
text.	 Fig	 1	 is	 taken	 from	 the	 Haft	 Awrang	 of	 Jami,	 Fig	 2	 is	 from	 another	 manuscript	
illustrating	 Yusuf	 and	 Zulaikha’s	 story	 according	 to	 Jami.	 Both	 paintings	 use	 the	 same	
materials	‐	opaque	watercolour,	 ink	and	gold	on	paper.	Both	portray	Yusuf	with	a	golden	
flame	around	his	head	to	show	his	prophetic	status,	and	portray	a	hill	 in	the	background.	
The	maidens	surrounding	him	in	a	circle,	listening	to	him	preaching	about	God,	just	as	Jami	
describes.	Both	Fig	1	and	Fig	2	also	show	Zulaikha	with	her	hand	on	her	head	in	regret,	but	
on	 different	 upper	 corners	 of	 the	 painting,	 isolated	 from	 the	 rest	 below	 in	 the	 garden:	
“Neath	the	palm‐tree's	shade	she	would	watch	and	wait,	/	And	count	herself	blest	with	a	
stolen	date.”	 Jami	182 .	The	biggest	distinction	is	that	Fig	1	from	the	Haft	Awrang	includes	
the	palace	in	the	background,	with	Zulaikha	looking	below	in	dismay	as	her	plan	unravels.	

	
Figure	 1:	 Jami.	 Yusuf	 Preaches	 to	 Zulaykha's	 Maidens	 in	 Her	 Garden.	 1556‐1565.	 Freer	
Gallery	of	Art.	Freer	Sackler.	Google	Cultural	Institute.	
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Figure	 2:	 Jami.	 Zulaykha's	Maids	 Entertain	 Yusuf	 in	 the	 Garden.	 1575.	 Arthur	M.	 Sackler	
Gallery.	Freer	Sackler.	Google	Cultural	Institute.	
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Another	thing	worth	noting	is	that,	in	both	paintings,	Yusuf	is	portrayed	as	looking	

in	 the	 opposite	 direction	 from	Zulaikha.	He	 is	 never	 portrayed	 facing	her,	which	 reflects	
Jami's	 poem,	 since	 he	 is	 described	 always	 avoiding	 her	 gaze	 and	 seduction.	 In	 both	
paintings,	her	position	indicates	that	she	has,	once	again,	failed	at	her	attempt	in	securing	
Yusuf’s	 affections.	She	 is	 recognizable	 among	 the	 other	 women	 because	 her	 headdress,	
which	includes	a	golden	crown,	as	well	as	a	feather	on	Fig	1.	They	signal	her	higher	status.		

As	mentioned	before,	the	Quran	barely	talks	of	Zulaikha,	and	is	sparse	with	details.	
This	 scene	 does	 not	 appear	 in	 the	 Quranic	 version,	 though	 commentaries	 may	 have	
referenced	 this	 scene	based	 on	 circulating	 oral	 traditions.	 The	 only	 reference	possible	 is	
that	this	scene	illustrates	the	guile	of	women	as	mentioned	by	the	Aziz	 in	verse	28	of	the	
chapter	on	Yusuf	in	the	Quran.	After	her	declarations	and	initial	attempts	fall	on	deaf	ears,	
Zulaikha	 increases	 the	 intensity	 of	 her	 efforts,	 and	 starts	 to	 display	 the	 “guile”	 that	 the	
Quran	mentions:	“She	would	watch	her	time,	if	his	love	were	shown,	/	If	he	fain	would	be	
with	his	darling	alone,	/	Herself	to	his	side	in	her	stead	would	creep,	/	And	the	sweet,	sweet	
fruit	 for	herself	would	reap.”	 Jami	181 .	The	 intention	of	her	actions	 is	 thinly	veiled;	the	
allusions	 are	 clearly	 sexual.	Though	 Jami	 reiterates	 that	 she	does	 sincerely	 love	him,	 she	
becomes	impatient	and	starts	lusting	for	a	bodily	union	with	her	beloved.	However,	true	to	
his	prophetic	status,	Yusuf	“…	looked	on	each	temptress,	and	saw	in	her,	/	If	not	an	idol,	an	
idol‐	worshipper,	 /	 And	 only	 one	wish	 in	 his	 heart	 he	 knew,	 /	 To	 lead	 them	 to	worship	
where	worship	is	due.”	 Jami	184 .		

Figure	3	depicts	the	scene	which	can	
be	 considered	 the	 climax	 of	 the	 efforts	 by	
Zulaikha	 to	 seduce	 Yusuf.	 The	 second	
seduction	 scene	 takes	 place	 in	 the	 love	
palace	 that	 Zulaikha	 builds,	 covered	 from	
floor	 to	 ceiling	 with	 images	 of	 her	 and	
Yusuf	 in	 embrace.	 She	 leads	 him	 through	
seven	successive	chambers	in	an	attempt	to	
entice	 him.	 It	 is	 also	 the	 first	 attempt	
mentioned	in	the	Quran:	“And	she	in	whose	
house	 he	 was	 sought	 to	 seduce	 him.	 She	
locked	 the	 doors	 and	 said:	 Come	 here.	 He	
said:	 God	 forbid!	 My	 master	 has	 received	
me	 well.”	 Yusuf,	 12:23 .	 The	 only	 detail	
given	in	this	simple	verse	is	that	the	lady	of	
the	house	‐	who	is	never	named	‐	sought	to	
seduce	him.	It	never	mentions	how	or	why	
she	does	so.	However,	 there	 is	a	 reference	
to	‘doors’.		

The	 next	 verse	mentions:	 “And	 she	
advanced	towards	him,	and	had	Joseph	not	
perceived	 a	 sign	 from	 his	 Lord	 he	 too	
would	 have	 advanced	 towards	 her.	 Thus,	

Figure 3: Behzad, Kamal Ud-din. The Seduction 
of Yusuf. 1488. National Library and Archives of 
Egypt, Cairo. Art and the Bible. 
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was	 Joseph	 shown	 a	 sign	 from	 his	 Lord	 that	 We	 might	 avert	 from	 him	 all	 evil	 and	
indecency,	 for	 indeed	 he	 was	 one	 of	 Our	 chosen	 servants.”	 Yusuf,	 12:24 .	 Rather	 than	
showing	Yusuf	as	an	 infallible	prophet,	 this	verse	admits	 that	Yusuf	was	tempted.	 In	 fact,	
there	is	much	debate	on	how	far	he	gives	in,	since	he	needs	divine	intervention	in	order	to	
stop	himself	 from	actually	committing	the	deed.	According	to	Tabari’s	exegesis,	where	he	
cites	several	traditions,	“Joseph	unfastened	the	belt	of	his	trousers	and	sat	before	her.	She	
lay	 down	 for	 him	 and	 he	 sat	 between	 her	 legs;	 she	 lay	 down	 on	 her	 back	 and	 he	 sat	
between	her	 legs	and	 loosened	his	garment,	he	sat	with	her	as	a	man	sits	with	his	wife.”	
Stowasser	 52 .	 Stowasser	 notes	 that	 what	 these	 scenarios	 have	 in	 common	 is	 that	 the	
actions	stop	short	of	actual	intercourse.	Furthermore,	that	Tabari	only	uses	these	scenarios	
to	make	the	distinction	between	natural	appetite	and	desire	as	opposed	to	resolution	and	
deed,	 of	 which	 only	 the	 latter	 are	 punishable	 52 .	 In	 Jami's	 version,	 however,	 Yusuf's	
strength	 is	 highlighted	 in	 that	 he	 stops	 out	 of	 his	 own	 accord	 after	 seeing	 the	 idols	 she	
worships.		

Though	at	the	beginning	Zulaikha	is	portrayed	as	a	victim	of	Yusuf’s	beauty	after	she	
has	 regressed	 to	 active	 attempts	 to	 seduce	 Yusuf,	 Jami	 does	 not	 hesitate	 to	 associate	
negative	 attributes	 to	 her	 actions	 and	 intentions:	 “She	 would	 woo	 his	 beauty	 and	 win	
success	 /	With	 her	 tender	 guile	 and	 her	 soft	 caress”	 Jami	 196 .	 The	 reference	 to	 guile	
invokes	 the	 same	 negative	 portrayal	 of	 her	 as	 in	 the	 Quran.	 The	 description	 of	 her	
preparations	and	construction	of	the	love	palace	she	builds	exclusively	to	seduce	him	takes	
up	quite	 some	 space	 in	 the	 epic	 190‐200 .	As	 soon	as	 they	 reach	 the	 first	 chamber,	 the	
effect	of	her	beauty	and	efforts	to	woo	him	start	to	show:	“Dear	lady,	longer	I	would	not	be	
/	In	this	curtained	chamber	alone	with	thee,	/	For	thou	art	a	flame,	and	the	wool	is	dry	/	
The	wind	 art	 thou	 and	 the	musk	 am	 I.	 /	 Is	 the	wool	 secure	when	 the	 flame	burns	 fast?”	
201 .	Repeatedly	being	exposed	to	images	of	him	and	Zulaikha	lying	together	wherever	he	
sets	 his	 eyes	 on	 starts	 to	 slowly	 unravel	 his	 restraint,	 because	 “Then	 the	 heart	 of	 Yusuf	
would	fain	relent,	/	And	a	tender	look	on	Zulaikha	he	bent,	/	While	a	thrill	of	hope	through	
her	bosom	passed”	 206 .	

He	asks	her	to	remain	patient	and	wait	for	him,	but	she	impatiently	brushes	it	off,	to	
which	he	replies:	“Two	things	I	fear	/	The	judgment	of	God,	and	the	Grand	Vizier.”	 207 .	
This	is	similar	to	the	sentiment	he	invokes	in	verse	23	of	the	Quran.	The	shocking	twist	that	
Jami’s	epic	includes	is	that	in	her	desperation,	Zulaikha	actually	offers	to	kill	the	Vizier	and	
give	Yusuf	all	their	possessions	in	order	to	win	God’s	forgiveness:			

	
‘Fear	not	thy	master,’	Zulaikha	cried;	
‘At	some	high	feast	when	I	sit	by	his	side,	
A	poisoned	cup	from	this	hand	shall	he	take,		
And	sleep	till	Doomsday	shall	bid	him	wake	
… 	
the	keys	I	hold	
Of	a	hundred	vaults	full	of	gems	and	gold.	
All	this	will	I	give	to	atone	for	thy	sin.’	 Jami	208 	
	
This	 makes	 Zulaikha	 seem	 completely	 reprehensible.	 Though	 her	 love	 was	

portrayed	as	pure	and	something	to	emulate	at	 the	beginning,	her	actions	because	of	her	
impatience	and	desperation	leads	her	to	even	more	shocking	demands:	“No	more	evasion.	
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My	wish	deny,	/	And	by	mine	own	hand	will	I	surely	die.	/	 ... 	/	My	lifeless	corpse	the	Vizier	
will	 see,	 /	 And	 the	 crime	 of	 the	murder	will	 rest	 on	 thee”	 209‐210 .	 The	 effect	 of	 this	
double	 threat	of	killing	herself	and	 threatening	him	with	being	 framed	 for	her	murder	 is	
that	 Yusuf's	 natural	 desire	 for	 Zulaikha	 is	 now	 replaced	 by	 his	 fear	 that	 if	 he	 does	 not	
respond	to	her	sexual	demand,	she	will	make	good	on	a	threat	to	kill	herself	 Merguerian	
494 .	She	ignores	his	implorations	to	control	herself,	and	throws	herself	at	him,	which	he	
does	not	have	the	power	to	refuse	 Jami	211 .		

If	 the	 episodes	 of	 her	 threatening	 to	 kill	 herself	 were	 not	 included,	 it	 could	 have	
been	 interpreted	as	Yusuf	giving	 in	 to	her	on	his	own	 free	will.	However,	now	 it	 is	more	
likely	that	he	does	so	mostly	under	duress.	However,	while	they	are	about	to	lay	together,	
Yusuf	spies	her	idol	and	is	disgusted	and	reminded	of	his	fear	of	God’s	punishment	 211 .	
This	is	in	reference	to	a	part	of	verse	24	in	the	Quran,	where:	“ … 	Thus	was	Joseph	shown	a	
sign	from	his	Lord	that	We	might	avert	from	him	all	evil	and	indecency,	for	indeed	he	was	
one	 of	 Our	 chosen	 servants.”	 12:14 .	 Yusuf's	 positive	 response	 to	 Zulaikha's	 advances	
were	 inscribed	 in	 Tabari's	 commentary	 as	 natural	 and	 normal,	 if	 misplaced;	 but	 by	 the	
12th/13th‐century,	 like	 in	 Jami’s	 version,	 it	 had	 become	 cruel	 psychological	 warfare	 on	
Zulaikha's	 part,	 with	 Yusuf	 a	 victim	 and	 a	 hero	 Merguerian	 494 .	 As	 with	 the	 later	
exegesis,	 Jami's	 version	 increases	 the	 degree	 of	 Yusuf's	 strength	 to	 reject	 Zulaikha,	 and	
makes	her	look	pitiable,	heightening	her	desperation	and	need	to	unite	with	Yusuf.		

In	terms	of	the	illustration	of	this	scene	in	Figure	3,	it	is	markedly	different	from	the	
other	miniatures	cited	in	this	essay	since	this	is	painted	by	Kamal	Ud‐din	Behzad	in	1488,	
significantly	 earlier	 and	 closer	 to	when	 Jami	wrote	 his	 poem	 in	1483.	Rather	 than	being	
from	Iran	as	with	the	previous	miniatures,	this	is	from	Herat	in	Afghanistan.	The	painting	
style	is	similar	in	how	structures	are	depicted.	However,	this	structure	in	the	painting	is	far	
more	complicated	because	 it	depicts	various	 levels	of	 the	palace	with	 the	seven	different	
linked	 rooms	 that	 Jami	 too	 includes	 in	 his	 version	 of	 the	 scene.	 Yusuf	 is	 shown	 with	 a	
golden	flame	to	indicate	his	status	of	prophethood.	There	is	also	a	lot	of	text	compared	to	
the	 other	 illustrations,	 and	 they	 are	 placed	 all	 throughout	 the	 manuscript	 unlike	 the	
specific	 demarcations	 seen	 in	 Figures	 1	 and	 2.	 The	 details	 are	masterful	 and	 incredibly	
complex,	especially	how	the	artist	uses	different	angles	to	create	a	more	three‐dimensional	
effect	and	manages	to	portray	all	seven	doors	as	Jami's	text	indicates.	

What	Fig	1	and	Fig	3	have	in	common	is	how	they	use	calligraphy	on	the	structures	
depicted	 in	 the	 paintings.	 Either	 due	 to	 the	 painting’s	 deterioration	 or	 because	 it	 was	
originally	 that	 way,	 it	 seems	 that	 Yusuf's	 face	 is	 lightly	 veiled,	 which	 is	 similar	 to	 how	
illustrations	of	Prophet	Muhammad	are	always	veiled.	The	way	that	Zulaikha	is	portrayed	
is	also	in	 line	with	what	Jami	wrote	in	his	epic.	She	is	shown	on	the	floor,	tearing	Yusuf’s	
robe	while	he	flees.		

The	size	of	the	images	attached	to	this	essay	do	not	quite	do	justice	to	the	incredible	
scope	and	detail	of	these	miniatures.	The	colours	and	outlines	and	the	details	that	emerge	
when	you	gaze	into	the	painting	has	the	power	to	leave	the	observer	speechless.	It	can	be	
generally	concluded	that	Zulaikha’s	character	 lost	much	of	her	human	fullness	because	of	
an	 exegetic	 emphasis	 on	 her	 as	 symbol	 of	 the	 sexually	 aggressive,	 destabilizing,	 and	
dangerous	nature	of	women	 Stowaser	50 .	The	love	motif,	as	we	see	in	Jami’s	version,	was	
fully	 developed	 in	 the	 pious	 popular	 storytelling	 traditions.	 Though	 Jami	 does	 portray	
Zulaikha	 as	 a	 symbol	 of	 female	 guile,	 the	 beginning	 and	 the	 end	make	 it	 clear	 that	 the	
protagonist	symbolizes	the	enduring	power	of	female	selfless	love	and	faithfulness,	which	
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is	 rewarded	 with	 the	 bliss	 of	 reunion	 with	 the	 beloved	 50 .	 The	 Quran	 is	 considered	
infallible	 by	Muslims,	 but	 as	 the	 various	 commentators	 that	 have	 been	 cited	 throughout	
this	 essay	 show,	 commentary	 of	 various	 Islamic	 schools	 of	 thought	 tend	 to	 focus	 on	
different	 aspects	 of	 Zulaikha.	 Therefore,	 unfortunately,	 the	 story	 is	 still	 used	 in	
contemporary	conservative	societies	as	so‐called	proof	of	women’s	‘inherent’	weakness	as	
a	reason	for	men	to	continue	dominating	over	women.	The	above	concluding	observations	
on	the	illustrations,	Quran,	and	Jami’s	portrayal	of	Zulaikha	is	further	evidence	that	though	
Zulaikha	 may	 be	 considered	 as	 a	 model	 of	 love	 and	 God’s	 forgiveness	 because	 of	 her	
ultimate	 reward	 of	 the	 union	with	 Yusuf,	 the	 specific	 choices	 taken	 by	 the	 painters,	 and	
Jami’s	ambiguity,	reflect	the	dominant	notions	of	patriarchal	superiority	over	women.		
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Shaun	Feldman	
	
	
	

In	 Europe	 during	 the	 1920s,	 a	 new	 form	 of	 theatre,	 called	 ‘Epic	 Theatre’,	 was	
changing	 the	 way	 audiences	 viewed	 and	 interacted	with	 the	 stage.	 The	 term,	 coined	 by	
German	 playwright	 Bertolt	 Brecht,	 referred	 to	 a	 modern	 theatre	 which	 rejected	
contemporary	 drama’s	 ae	 sthetic	 of	 “invit ing 	 its	 spectators	 to	 empathise	 with	 the	
emotional	destiny	of	its	central	individual	characters”,	instead	presenting	them	as	“socially	
constructed	and	malleable”	as	a	reflection	of	the	drastically	changing	sociopolitical	nature	
of	 the	 times	 Brooker	 212 .	 According	 to	 Brecht,	 “the	 continuity	 of	 the	 ego	 is	 a	 myth”,	
which	explained	why	he	felt	it	was	necessary	to	remove	the	naturalistic	elements	of	theatre	
and	replace	them	with	a	universe	that	was	ever‐changing,	in	keeping	with	a	Germany	that	
had	 seen	 the	decentralization	and	subordination	of	 the	 individual	 212 .	Tony	Kushner’s	
Angels	in	America	 Post‐Brechtian 	and	Christopher	Marlowe’s	Dr.	Faustus	 Pre‐Brechtian 	
are	 two	plays	 that,	 although	 succeeding	 and	 preceding	Brecht’s	 era	 respectively,	 contain	
elements	of	Epic	Theatre	 that	either	 inspired	Brecht’s	work	 in	Marlowe’s	 case 	or	were	
influenced	by	it	 in	Kushner’s	case .	In	Angels	in	America,	we	have	supernaturally‐inspired	
entities	visiting	various	characters	 in	different	 forms	in	their	time	of	need	and	bestowing	
upon	 them	visions	which	reveal	hidden	 truths	about	who	 they	are	and	 their	place	 in	 the	
world.	 In	 Dr.	 Faustus,	 the	 title	 character	 summons	 a	 demon	 from	 Hell	 that	 grants	 him	
supreme	 power	 over	 the	 elements,	 in	 exchange	 for	 his	 soul.	 What	 these	 plays	 have	 in	
common	 is	 that	 they	 both	 feature	 socially	 isolated	 characters	 who	 are	 struggling	 with	
religious	quandaries	about	their	own	existence	and	who	may	not	be	ready	to	embrace	the	
answers.	

The	 nature	 of	 religion	 as	 a	 social	 construct	 is	 a	 prevalent	 theme	 in	 Angels	 in	
America,	 one	 that	 links	many	 of	 the	 narrative’s	 disparate	 threads	 together.	 Joe	 Pitt,	 the	
young	lawyer,	is	representative	of	the	devout	Mormon,	experiencing	a	crisis	of	faith	as	he	
fights	with	his	demons	over	his	homosexuality,	which	he	perceives	as	a	sin	according	to	his	
religion.	Although	Joe’s	wife,	Harper,	is	a	Mormon	like	her	husband,	she	appears	to	believe	
in	 a	 more	 metaphysically	 naturalistic	 form	 of	 God.	 This	 is	 revealed	 in	 her	 opening	
monologue	 to	 herself	 where	 she	 muses	 on	 “guardian	 angels,	 hands	 linked,	 making	 a	
spherical	net,	a	blue‐green	nesting	orb,	a	shell	of	safety	for	life	itself”	 Kushner	16 .	This	is	
emblematic	 of	 her	 isolation,	 being	pushed	 away	by	 Joe	who	 is	 constantly	working	but	 is	
secretly	also	gay.	Her	 loneliness	also	explains	why	she	 is	 frequently	 left	 talking	to	herself	
and	the	audience 	and	has	a	rather	grim,	almost	apocalyptic	outlook	on	the	world	where	
she	imagines	“beautiful	systems	dying,	old	fixed	orders	spiraling	apart”	 16 .	
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Harper	has	visions	of	a	man	named	‘Mr.	Lies’	who	appears	when	she	is	at	her	most	
emotionally	vulnerable,	her	guardian	angel	as	it	were.	In	one	of	his	visits,	she	tells	Mr.	Lies	
that	she	secretly	hopes	that	the	new	millennium	will	either	bring	new,	good	things	to	the	
world	and	change	everything	for	the	better	 which	includes	the	coming	of	Christ ,	or	that	
everything	will	 be	 destroyed	 in	 a	 series	 of	 biblically‐scaled	 catastrophes	 18 .	 Later,	Mr.	
Lies	transports	her	to	Antarctica,	where	she	is	surrounded	by	ice	and	snow,	a	haven	for	her	
which	 complements	 her	 loneliness	 and	 isolation.	 Although	 Mr.	 Lies	 tells	 her	 that	 “even	
hallucinations	have	 laws,”	Harper	 is	somehow	able	to	conjure	up	 images	that	were	never	
meant	to	be	a	part	of	her	 imaginary	 landscape.	This	proves	that	she	has	control	over	her	
own	 destiny	 because	 she	 has	 the	 power	 to	 will	 what	 she	 desires	 into	 existence.	 As	 she	
states,	“I	want	to	make	a	new	world	here.	So	that	I	never	have	to	go	home	again”	 106 .	The	
audience	 is	 meant	 to	 question	 whether	 Harper	 has	 actually	 been	 transported	 to	 an	
alternate	reality	by	some	form	of	divine	intervention	or	whether	she	is	crazy	 as	she	soon	
becomes	aware	that	she	is	still	in	Brooklyn,	when	the	Antarctica	setting	fades	away	at	Mr.	
Lies’	behest	and	the	city	re‐emerges. 	

Roy	 Cohn,	 the	 powerful	 Republican	 lawyer,	 represents	 the	 assimilated	 American	
Jew	who	values	the	American	constitution	and	the	freedoms	held	within,	but	harbours	his	
homosexuality	as	a	secret	shame.	When	his	doctor	reveals	to	him	that	he	has	AIDS,	Roy	is	
defensive	and	stresses	that	someone	in	his	position	cannot	have	that	disease	and	remain	a	
powerful	 attorney,	 as	 it	 is	 a	 sign	of	weakness.	Roy	 tells	 the	doctor	 to	diagnose	him	with	
liver	cancer	instead.	Roy	emphasizes	his	political	influence	by	hinting	that	all	he	has	to	do	is	
pick	up	 the	phone	and	he	can	get	any	member	of	 the	White	House,	all	 the	way	up	to	 the	
president,	to	do	him	a	favour.	As	Vanessa	Campagna	puts	it,	“Roy	Cohn	is	a	character	who	
relentlessly	manipulates	the	facts	and	works	desperately	to	preserve	his	 image	to	ensure	
that	his	history	is	written	as	he	desires”	 9 .	

In	 Act	 3,	 Scene	 5,	 Roy	 is	 visited	 by	 the	 ghost	 of	 Ethel	 Rosenberg,	 the	 woman	
convicted	of	 treason	 against	 the	United	 States	 and	executed	 for	 selling	 secrets	 to	Russia.	
Roy	 tells	 Joe	 of	 his	 lobbying	 for	 Ethel’s	 execution	 as	 his	 personal	 pride	 and	 that	 he	 is	
completely	unashamed	and	unremorseful	of	his	actions,	despite	being	vilified	by	the	liberal	
media:		

	
I	pleaded	till	I	wept	to	put	her	in	the	chair.	Me.	I	did	that.	 I	would	have	fucking	pulled	the	
switch	 if	 they	 had	 let	 me.	 Why?	 Because	 I	 fucking	 hate	 traitors.	 Because	 I	 fucking	 hate	
communists.	Was	it	 legal?	Fuck	legal.	Am	I	a	nice	man?	Fuck	nice.	They	say	terrible	things	
about	me	in	the	Nation.	Fuck	the	Nation.	 Kushner	113 	
		

Despite	this	tirade,	Roy	exposes	his	true	motivation	behind	his	push	for	Ethel’s	execution	
when	 he	 states	 that	 “she	 reminded	 us	 all	 of	 our	 little	 Jewish	mamas”	 113 ,	which	may	
explain	why	she	comes	to	Roy	when	he	is	near	death,	as	opposed	to	her	husband,	Julius.	In	
a	sense,	Kushner	is	suggesting	that	Ethel	represents	Roy’s	repressed	Jewish	guilt,	a	mirror	
image	of	his	own	mother	whom	he	has	hostile	feelings	towards.	As	well,	her	presence	as	his	
own	personal	Angel	of	Death	is	appropriate	given	the	subtext	of	Roy	feeling	emasculated	by	
the	limitations	of	his	power	and	the	advanced	onset	of	AIDS	ravaging	his	body.	Despite	his	
venomous	rantings	against	Ethel,	Roy	shows	his	true	emotions	when,	during	his	last	scene	
on	his	death	bed	and	seemingly	disoriented,	he	imagines	she	is	his	mother	and	asks	her	to	
sing	for	him	the	way	his	mother	used	to,	which	prompts	Ethel	to	sing	a	Yiddish	folk	song	to	
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him.	Though	Roy	claims	a	few	moments	later	that	he	knew	who	she	was	all	along	and	was	
just	goading	her	into	singing	for	him,	the	poignancy	of	the	scene	remains	intact,	as	Roy	has	
finally	 given	 in	 to	 his	 humanity	 and	 symbolically	 submitted	 to	 his	 own	weaknesses	 and	
limitations.				

Prior	 Walter,	 another	 victim	 of	 AIDS,	 is	 visited	 in	 what	 appears	 initially	 to	 be	 a	
dream	 by	 the	 Angel	 representing	 America	 ‐	 actually	 four	 separate	 entities	 in	 one	 form	
Lumin,	Phosphour,	Fluor,	and	Candle 	‐	and	is	given	a	divine	prophecy,	instructing	him	to	
unearth	a	holy	book	from	underneath	the	tiles	of	his	kitchen	floor	and	to	“SUBMIT	TO	THE	
WILL	 OF	 HEAVEN!”	 162 .	 The	 Angel	 appears	 in	 the	 form	 of	 a	 “hermaphroditically	
equipped”	 female	with	“eight	vaginas”	and	a	“bouquet	of	phalli” 165 	and	tells	Prior	 that	
God	is	in	fact	male,	represented	by	the	“Aleph	Glyph”	 166 .	The	transgendered	motif	is	an	
allusion	to	the	nature	of	homosexuality,	with	gays	having	both	male	and	female	anima,	and	
Prior	 having	 sex	 with	 the	 hermaphrodite	 angel	 producing	 “plasma	 orgasmata”,	 the	
material	of	all	creation	 166 	as	part	of	his	revelatory	experience	 is	a	way	of	confirming	
and	validating	his	true	nature	‐	that	homosexuality	is	not	just	a	lifestyle	choice	but	rather	
an	undeniable	biological	and	spiritual	part	of	someone’s	being.	San	Francisco,	considered	to	
be	 the	 gay	 capital	 of	 the	 world,	 is	 revealed	 as	 being	 the	 earthly	 equivalent	 of	 Heaven,	
suggesting	that	Prior’s	prophetic	vision	is	in	fact	a	dream	where	his	desires	come	true.	In	
this	 case,	 that	 dream	would	 be	 that	 in	Heaven	 he	will	 be	 allowed	 to	 be	 himself	without	
fearing	judgment	from	others.	The	allusion	to	the	Great	San	Francisco	Earthquake	of	1906	
echoing	the	“Heavenquakes”	 170 	certainly	supports	Prior’s	conception	of	San	Francisco	
as	a	heavenly	paradise.	It	may	also	be	Kushner’s	way	of	hinting	that	God	has	abandoned	not	
only	 humanity	 in	 general	 but	 gays	 specifically,	 as	 they	 are	 left	 to	 wander	 the	 earth	 as	
outcasts	among	their	own	kind,	with	AIDS	as	their	punishment.	The	Angel	also	cryptically	
alludes	 to	 the	 fact	 that	Prior	has	driven	someone	away,	and	Prior	understands	 that	he	 is	
talking	 about	 his	 boyfriend	 Louis,	 the	 main	 source	 of	 him	 feeling	 abandoned.	 This	
especially	 rings	 true	 when	 the	 Angel	 proclaims	 that	 “There	 is	 No	 Zion	 Save	Where	 You	
Are!”	 172 ,	meaning	that	salvation	lies	within	everyone’s	reach	and	that,	deep	down,	Prior	
feels	guilty	for	his	virus	putting	a	wedge	between	himself	and	Louis.		

If	the	characters	of	Angels	In	America	are	seeking	freedom	through	salvation,	then	
Dr.	Faustus’	title	character	seeks	his	freedom	through	damnation.	The	play	was	written	at	
the	 height	 of	 the	 English	Reformation,	 a	major	 religious	movement	 spearheaded	 first	 by	
Martin	 Luther	 and	 then	 by	 John	 Calvin,	 which	 challenged	 the	 authority	 of	 the	 Catholic	
Church	 and	 its	 theological	 notion	 of	 purgatory	 and	 free	will	 Poole	 2 .	 Although	 Luther	
introduced	the	concept	of	a	faith‐based	Christianity	 known	today	as	Protestantism 	which	
emphasized	 a	 person’s	 personal	 connection	 with	 God,	 as	 opposed	 to	 the	 Pope	 and	 the	
Catholic	 Church	 acting	 as	 the	 middle	 man,	 it	 was	 Calvin’s	 extreme	 ideology	 of	
‘predestination’	 that	 shook	 the	 foundations	 of	 Elizabethan	 theological	 practice	 by	
suggesting	 that	mankind	had	no	 control	 over	where	he	 ended	up	 in	 the	 afterlife	 3 .	Dr.	
Faustus’	 narrative	 hinges	 on	 this	 religious	 zeitgeist	 by	 offering	 the	 audience	 a	 morally	
conflicted	character	seemingly	caught	between	two	possible	realities	of	his	own	existence:	
one	that	sees	him	serving	God,	the	other	that	sees	him	serving	the	Devil.		

As	 the	 play	 opens,	 we	 are	 introduced	 to	 the	 character	 of	 John	 Faustus	 via	 Greek	
chorus,	 which	 proceeds	 to	 espouse	 how	 he	 was	 once	 a	 respected	 doctor	 who	 used	 his	
knowledge	 of	 science	 and	 the	 arts	 to	 do	 good	works,	 before	 becoming	 lured	 by	 his	 own	
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egocentric	exhortations	towards	the	black	arts,	sullying	his	once	good	name	and	damning	
himself	in	the	process.	

	
That	shortly	he	was	grac’d	with	doctor’s	name,	
Excelling	all	those	sweet	delight	disputes	
In	heavenly	matters	of	theology;	
Till	swollen	with	cunning,	of	a	self‐conceit,	
His	waxen	wings	did	mount	above	his	reach,	
And,	melting,	Heavens	conspir’d	his	overthrow.	 Marlowe	6 	
	
This	 passage	 compares	 Faustus	 to	 the	 character	 of	 Icarus	 from	Greek	mythology,	

who	ambitiously	tried	to	fly	too	close	to	the	sun	and	had	his	waxen	makeshift	wings	melted	
off,	plummeting	to	his	death.	This	moral	fable	is	usually	referenced	in	conjunction	with	any	
overly‐ambitious	 figure	who	attempts	 to	grab	hold	of	more	 than	 is	destined	 for	him,	and	
appropriately	 in	 this	 case:	 Faustus	 tries	 to	 procure	 for	 himself	 Godlike	 powers	 by	
bargaining	with	Lucifer’s	cohort,	Mephistopheles,	and	trading	his	soul	to	become	divine.		

Faustus	 invokes	 the	 name	 of	 Lucifer	 through	 incantations	which	 he	 reads	 from	 a	
book	 of	 black	 arts,	 summoning	 the	 devil	Mephistopheles	 in	 the	 process.	Mephistopheles	
tells	Faustus	 that	he	can	attain	 the	power	he	desires	 in	exchange	 for	his	 soul,	which	will	
belong	to	Lucifer.	Throughout	the	play,	Faustus	is	challenged	by	the	presence	of	two	angels,	
good	 and	 evil,	 representing	 his	 conflicted	 conscience;	 on	 one	 hand,	 the	 good	 angel	
encourages	Faustus	to	keep	his	soul	with	God,	urging	him	to	“lay	that	damned	book	aside	
and	gaze	not	upon	it	lest	it	tempt	thy	soul”	and	to	“read	the	scriptures”	 12 ,	reminding	him	
of	the	importance	of	“contrition,	prayer	 and 	repentance”	 39 ,	while	the	evil	angel	slyly	
coaxes	him	towards	 the	darkness,	 telling	him	to	“be	 thou	on	earth	as	 Jove	 is	 in	 the	sky	/	
lord	and	commander	of	these	elements” 12 	and	that	only	“honour	and	wealth”	are	of	any	
significance	 39 .	Shortly	after	regretting	signing	his	name	in	blood	to	the	unholy	contract,	
both	 angels	 continue	 to	 argue	 over	 the	 reality	 of	 salvation,	 as	 the	 good	 angel	 tries	 to	
convince	 Faustus	 that	 it	 is	 not	 too	 late	 to	 repent	 and	 be	 saved,	while,	 naturally,	 the	 evil	
angel	 attempts	 to	 dash	 his	 hopes	 by	 telling	 him	 that	 he	 is	 already	 damned	 and	 should	
accept	 his	 place	 as	 Lucifer’s	 servant.	 According	 to	 Kristen	 Poole,	 these	 angels	 “are	 a	
holdover	 from	the	allegorical	medieval	genre	known	as	the	morality	play,”	and	represent	
“the	play’s	complicated	relationship	between	old	and	new”	in	respect	to	Christian	doctrine	
4 .	 Although	 Faustus	 is	 primarily	 a	 modern	 Renaissance	 man,	 versed	 in	 philosophy,	
medicine,	 law,	 and	 astronomy,	 his	 conscience	 is	 still	 fundamentally	 primitive,	 relying	 on	
simplified	archetypes	of	‘good	and	evil’	to	make	his	decisions.			

Faustus	 is	 obsessed	 with	 the	 need	 to	 control	 the	 universe,	 arising	 from	 his	
insecurity	in	regards	to	his	limitations	as	a	man.	By	allying	himself	with	Lucifer,	he	hopes	to	
gain	supernatural	powers	 to	break	 free	of	 those	 limitations,	even	 if	 that	means	enslaving	
himself	in	the	next	life	as	a	servant	in	Hell.	In	one	of	his	earlier	monologues,	he	mentions	all	
the	 nations	 he	 desires	 to	 hold	 sway	 over,	 not	 just	 as	 a	 ruler	 but	 as	 an	 absolute	 tyrant,	
forcing	 the	world	 to	bend	 to	his	will.	The	source	of	Faustus’	deviation	 from	his	Christian	
doctrine	 to	 indulge	 in	 the	black	arts	 is	 clarified	when,	 contemplating	 turning	back	 to	 the	
righteous	path,	he	concludes	that	there	would	be	no	purpose	because	he	has	already	been	
damned	since	“God	loves	 him 	not”	and	that	the	only	god	he	serves	“is	 his 	own	appetite”	
Marlowe	39 	 .	This	 suggests	 that	Faustus	 feels	abandoned	by	not	only	God	but	by	what	
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God	symbolizes	‐	in	this	case,	the	Catholic	Church.	Faustus’	rejection	of	Christian	doctrine	
to	 indulge	 his	 own	 selfishness	 is	 in	 fact	 a	 rejection	 of	 the	 control	 that	 the	 Church	 and	
society 	 has	 over	 his	 life.	 However,	 Marlowe	 reveals	 that	 it	 is	 not	 only	 Man	 who	 feels	
abandoned	 by	 God	 on	 Earth:	 Mephistopheles	 informs	 Faustus	 that	 the	 reason	 Lucifer	
tempts	humans	with	forbidden	power	is	to	“enlarge	his	kingdom”	with	their	souls,	because	
“Solamen	miseris	socios	habuisse	doloris”,	which	is	Latin	for	“misery	loves	company”	 41 .	
In	essence,	Faustus	and	Lucifer	were	meant	for	each	other,	as	they	are	both	burdened	with	
the	sin	of	rejecting	God.		

Marlowe	 exposes	 Faustus’	 disdain	 for	 Catholicism	 in	 Scene	 7,	 in	 which	
Mephistopheles	 transports	 him	 to	 the	 Pope’s	 chamber	 in	 Rome	 as	 an	 invisible	 spectre.	
While	there,	Faustus	seizes	the	opportunity,	cursing,	humiliating,	and	terrorizing	the	Pope	
and	his	friars,	by	stealing	his	food	and	wine	and	mocking	St.	Peter	 “Anon	you	shall	hear	a	
hog	 grunt,	 a	 calf	 bleat,	 and	 an	 ass	 bray,	 /	 Because	 it	 is	 Saint	 Peter’s	 holiday” ,	 before	
physically	 assaulting	 them	 and	 disappearing.	 This	 scene	 shows	 that	 Faustus’	 primary	
source	of	discontentment	is	the	oppressiveness	of	the	Church	as	opposed	to	God	himself,	as	
Marlowe	depicts	the	Pope	and	his	 followers	as	quite	 foolish	while	God	is	still	held	with	a	
degree	of	reverence	throughout	the	play.	Faustus’	rather	malevolent	attitude	towards	his	
oppressors	comes	into	play	in	a	later	scene	as	well,	during	his	encounter	with	the	Emperor,	
who	requests	that	he	resurrect	the	body	of	his	heroic	ancestor,	Alexander	the	Great,	whom	
he	admires,	along	with	Alexander’s	paramour.	Although	he	admits	that	this	feat	would	be	
impossible,	as	their	bodies	would	have	been	dust	by	that	time,	Faustus	offers	to	summon	
spirits	that	would	take	the	exact	form	of	their	original	bodies,	down	to	the	very	last	detail.	
The	Emperor’s	knight,	however,	 remains	unimpressed,	referring	 to	Faustus	as	a	common	
conjurer	and	is	sceptical	of	his	abilities,	belittling	him	in	front	of	the	Emperor.	As	a	spiteful	
gesture,	after	granting	the	Emperor’s	request,	Faustus	has	Mephistopheles	attach	horns	to	
the	 knight’s	 head,	 in	 reference	 to	 his	 comment	 of	 the	 likeliness	 of	 the	 goddess	 Diana	
turning	him	into	a	stag	 89 .		

Towards	the	play’s	end,	Faustus	is	visited	by	an	old	man,	who	warns	him	of	the	dire	
consequences	of	his	dalliances	in	the	dark	arts	and	urges	him	to	repent	and	save	his	soul	
from	damnation.	He	 tells	Faustus	 to	“Break	heart,	drop	blood,	and	mingle	 it	with	 tears,	/	
Tears	 falling	 from	repentant	heaviness…”	 and	 that	 only	 the	blood	of	 “thy	 Saviour	 sweet”	
can	 wash	 away	 his	 guilt	 110 .	 The	 blood	 imagery	 serves	 to	 reinforce	 how	 deep	 his	
contract	with	Lucifer	is,	as	it	was	also	forged	in	his	own	blood	and,	therefore,	only	through	
further	bloodshed	can	he	be	purified	and	absolved.	The	old	man	may	represent,	 if	not	an	
angelic	vision,	then	a	vision	of	Faustus’	prospective	future	if	he	embraces	God	and	retains	
his	 innocence;	 yet,	 after	 being	 visited	 by	Mephistopheles	 and	 accused	 of	 being	 a	 traitor,	
Faustus	 quickly	 recants	 and	 once	 again	 draws	 his	 blood	 to	 freshly	 ‘reseal’	 the	 contract.	
Parallel	 to	 the	 characters	 in	 Kushner’s	 play,	 Faustus	 is	 aware	 that	 his	 time	 on	 Earth	 is	
limited,	as	Lucifer	has	granted	him	just	twenty‐four	years	till	his	soul	is	claimed.	However,	
unlike	Prior	and	Harper,	who	simply	wish	for	lives	free	of	undue	complication	and	conflict,	
Faustus	creates	his	own	conundrum	by	asking	for	more	than	he	rightfully	deserves	or	even	
needs.	 Faustus	 refuses	 to	 take	 responsibility	 for	 his	 own	 dilemma,	 though,	 choosing	 to	
blame	the	world	around	him	instead,	including	Aristotle,	the	devils,	the	stars,	and	his	own	
parents	at	various	intervals	 Poole	5 .	

In	 true	 Brechtian	 form,	 the	 characters	 in	 these	 two	 plays	 experience	 forms	 of	
supernatural	revelation	that,	although	not	grounded	in	realistic	or	‘traditional’	elements	of	
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theatre,	open	up	new	possibilities	that	shape	their	view	of	the	world	and	offer	them	a	new	
set	 of	 moral	 and	 ethical	 choices.	 It	 is	 these	 kinds	 of	 revelations	 that	 make	 traditional	
theatre	transcend	its	naturalistic	limitations	and	become	truly	‘Epic’.	While	the	characters	
in	Angels	In	America	are,	for	the	most	part,	victims	of	external	forces	beyond	their	control,	
Faustus	 is	 a	 victim	of	 his	 own	avarice	 and	 seals	his	 fate	by	not	 keeping	his	 ambitions	 in	
check.	Though	not	inherently	an	evil	man,	it	is	difficult	for	the	reader	to	feel	much	empathy	
towards	someone	who,	despite	his	vast	knowledge,	flagrantly	ignores	the	obvious	warning	
signs	 and	 chooses	 a	 path	 that	 yields	 little	merit	 for	 himself	 and	 society	 in	 general.	 It	 is	
fitting,	then,	that	most	of	the	characters	in	Kushner’s	play	are	rewarded	for	their	efforts	to	
overcome	 their	 situation	 with	 a	 reasonable	 compromise	 for	 the	 ideal	 life	 they	 had	
imagined,	while	Faustus	is	dragged	off	to	Hell,	never	to	find	peace	again.		
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