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ABSTRACT

Power and its effects on the body is a recurresnthin many of Margarettwood’s novels. Atwood’s female
characters are mostly concerned with the issudebbdy: wounded bodies, masquerade, pregnandypifastandards,
beauty practices. Their habitual obsession withdgeperformances related to their bodies maintdies gender identity
imposed by the male society. Atwood'ke Edible Womais in line with Butler’'s gender performance theofhe present
paper attempts to observe to what extent Butleparformance theory is discernible in Atwood’'s feenaharacters’
performances related to their bodies marking fengaleder in the society dfhe Edible WomanThe present paper’s
discussion is developed through Butlerian concépyemder performativity. Focusing on the subjectbofly, Atwood
attempts to show the effects of the disciplinaryweoon the female characters, particularly, Marieime paper shows that
there are passagesTihe Edible Womawhich portray how the disciplinary practices aedulatory norms imposed by the

patriarchal society on the female body produce gepdrformances.
KEYWORDS: Atwood, Disciplinary Practices, Disciplined Bodye@ler, Performance
INTRODUCTION

Gender studies, as a recent branch of feminisrariserned with the discussion of women, gender, adégywand
politics. In fact, the study of gender as a regdgr@nomenon in academic scope dates as early asdhad wave feminism
in the late 1960s. The subject matter of feminisid Eminist theories in the second wave change freere political- in
the first wave feminism- to a combination of socéd moral issues. The second wave feminism wasifigadly
concerned with the issue of gender inequality iciadcand political areas. For the most part, thisvement centered on
patriarchal oppression, women’s sexuality, empovestminequality, gender discrimination, differehtights, and family.
Women protested, particularly, against gender uiisnations at home, education, workplace and gdiyeraequality
between men and women in society. It also tookepkiche time of the liberation movement in the tB960s to the early
1970s. Among the feminist theorists of this movemeino vastly influenced later feminists and genttherorists by their

writings are Simone de Beauvoir, Betty Friedan,edillet, and Luce Irigaray.

Simone de Beauvoir is particularly famous for hefluential bookThe Second Sefd949). Her existential
disposition in this book provided a rather new ool for the readers of feminist issues and hercstdiecame the subject
of women'’s social construction throughout histofys@omen’s studies and the patriarchal oppressiattyd-riedan’sThe
Feminine Mystiqué1963) is also one of the books which influendesl second wave feminist advocates by portraying the
false beliefs of the society about women. In thi®ly she argues that women know themselves aspenyoand feel
responsible for tasks related to the house andi ddehring. Her book became a bestseller and wésnved by wide

reception of readers. Friedan also brought her experiences as a woman living in the patriarcheletp and discussed
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the oppressed women’s condition whose subjectisifiprgot; they rely on their husbands and devbantselves to their
children and husbands. Kate Millett is anotheruefitial feminist who strongly participated in themen’s liberation
movement. Her controversial work title&@exual Politics(1970) had a crucial role in the second wave fégminIn this
book, she discusses the relation between powedegeand sexuality. She also criticized male dotionaover women'’s
liberation, and included issues of male power gmgoression against women. She also writes in fatthed homosexual
writer, Jean Genet’'s gender politics. Luce Irigaténg French feminist, was also among the manyt gréeocates of the
feminist movements. Second wave feminism diversifido multiple different groups. Irigaray is clé&&sd as a significant
writer among French feminists, and also, identitgnifnists. This group was later represented to thiged States ilfNew
French Feminismg¢1981). Irigaray’s stance in her popular bo&geculum of the Other Wom&h974) andThis Sex
Which Is Not Ong1977) is of significance to feminist criticismnse she discovers how through philosophy and
psychoanalysis, women were depicted as evil, monstrand without subjectivity. She also arguestthaimasculine have
always suppressed the feminine subjectivity andraped the feminine according to their views angesiences.
Categorized as an essentialist feminist, she ardbas “women’s physical differences alone (birthingctation,
menstruation, etc) make them more connected witttemar with the physical world then men” (RivkindRyan, 2004,
767).

Rivkin and Ryan discuss the emergence of two qiigénct critical feminist perspectives, the ‘canstionist’
and the ‘essentialist’ (ibid. 766). Feminists arghder theorists are categorized in either of these groups. While
constructionists believe that gender is construttedulture, essentialists think that gender isatural entity; and it is
biological rather than cultural. These are totdilferent standpoints and it seems that there areommon points in either
perspectives. Rivkin and Ryan continue that perédivity, masquerade, and imitation are among thestactivist
categories that generate gender identities whigleapto be pre-existing natural entities (ibid.76R)dith Butler is an
eminent gender theorist who is categorized as ataggtionist feminist due to her controversial theof performativity.
Her works focus, to a great extent, on the isstiggender, identity, and power. Born on 24 Februe®$6 in Cleveland,
Ohio, Butler received her first lessons in phildsppn her hometown, Cleveland. She also took solagses of Jewish
ethics when she was a teenager. Studying philosaphfale University, Butler received her Ph.D. BB2 and she is now
Maxine Elliot Professor in the Departments of Rhiet@and Comparative Literature at the University @dlifornia,
Berkeley. Her most famous work, nameBender Trouble: Feminism and the Subversion oftltyef1990)presented her
widely recognized concept of gender performativitiich was initially proposed in “Performative Actsxd Gender
Constitution: An Essay in Phenomenology and Fermifiseory” (1988). Butler also continued her diséolss of
performativity in her next boolBodies that Matter: On the Discursive Limits of ¥5€1993) centering mainly on the
materialization of the body. She is also the autifofrhe Psychic Life of Power: Theories of Subject{@997),Excitable
Speech: Politics of the Performan¢E97), and so many other critical books and esskyher first bookSubjects of
Desire: Hegelian Reflections in Twentieth-centurariee (1987), Butler deals with phenomenological debatess how
some French twentieth-century philosophers desthi&diegelian subject, or can we put it, basicatiy the reception of
Hegel is among them. What she offered in her fingblished book might be questionable compared Wwih next
groundbreaking bookGender Troublea turn from discussions of phenomenology to ggnder and sexuality. This
change of direction, unrelated it might seem, ®ifiable once it emerges that some key phenomeieab concepts
contribute to Butler's debates on the constitutbgender identity of subjects. Butler’'s terminojogpntains a wide range

of critical and theoretical subjects in an eclegititlosophical system not much like her other coneraries. In fact, she
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employs her terminology in a subtle way that coogsthe readers of the terms’ relation and appglitaln the real

world.

Butler's theory of gender performativity has brgadbntributed to developments in feminist and gerstiedies.
Butler draws the term ‘performativity’ from J. L.u&tin’s How to Do Things with Word@all, 2000, 184). According to
Austin, the ordinary language philosopher, allnattees are performative, even the constative oméshwend to describe
precise conditions, because by uttering the wordsla/ the acts, in better words; we perform thend (ibJudith Butler
applies the term to gender performances in ordetaborate how we perform them “focusing primadly the repetitive
nature of gender” (ibid. 186). IBodies that MatterButler notes that, “performativity is neither dr@lay nor theatrical
self-representation; nor can it be simply equatéth werformance” (1993, 95). Accordingly, Butleies to clarify the
misreading of the notions of ‘performativity’ angderformance’ discussing that what she means bydpaativity’ is
different from theatrical performance. Butler psimut that, performance as an act cannot be replaggerformativity
since performativity is “a reiteration of norms whiprecede, constrain, and exceed the performeinahdt sense cannot
be taken as the fabrication of the performer’s I'war ‘choice™ (1993, 234). She argues that “altlyh theatrical
performances can meet with political censorship stadhing criticism, gender performances in nordfieal contexts are
governed by more clearly and regulatory social emtiens” (Butler, 1988, 527). Butler differentiatékeatrical
performances from real ones maintaining that ineater, one can delimit the act to the theaterrasra performance, but
once the act is done in reality, since there ar¢heatrical conventions, therefore there would é&gosis consequences.
This is how Butler develops her theory of genderfgreativity by use of which she suggests that gend like a
performance acted by individuals. “As a strategy safrvival, gender is a performance with clearly ipua

consequences...those who fail to do their gendet aghregularly punished” (ibid. 522).

In her account of gender performativity, Butlersg that “gender is instituted through the stylorabf the body
and, hence, must be understood as the mundanenwathich bodily gestures, movements, and enactmentarious
kinds constitute the illusion of an abiding gendeself’ (Butler, 1988, 519). Further i@ender Trouble Butler also
theorizes that “there is no gender identity belthmel expressions of gender; that identity is perfdively constituted by
the very “expressions” that are said to be itsltg’5(1990, 33). In fact, Butler suggests that thespressions of gender
appear on individuals’ bodies. The gestures, mowtsnand enactments are the performances whicht riestile belief
that gender is innate and natural. Gender perfocesmare produced by the patriarchal society whigimg the body to
follow its ideal disciplinary practices and confotmthese regulatory norms. Realizing the coereiffects of discipline
over the bodies, Hass draws on Foucault’'s accouitistipline and Punistor how the disciplined body can work as
“subjected, used, transformed and improved” (1829, Maintaining that the disciplined bodies, perprovide the proper
conditions for producing bodily performances, Haags: “A disciplined body is a trained body; a badmned, Foucault
insists, not for renunciation (as in monastic pcajt but rather production: the production of sfiecand efficient

corporeal operations” (ibid.).

The following analyses attempt to explore the giscary practices through which the female chanacté The
Edible Woman specifically the heroine, adjust their bodily sscgestures, and, consequently, performances to the
patriarchal ideal standards. The purpose of thjgepés to see in which passages Atwood demonstthtese gender
performances focusing on the manipulative practicethe female body. Before starting the studyarfily performances

in the novel, there are a few points to be reviealeout Margaret Atwood.
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Born in 1939, Atwood is a Canadian novelist, litgraritic, environmentalist, and essayist havinglmhed over
30 books including short stories, novels and litgaiticism. She has won many prizes for her wgtimost importantly,
the Booker Prize after being nominated for fiveggdnBorn on 18 November 1939 in the city of OttaMtargaret Atwood
spent her early years in wintry Ottawa and nortl@aebec. Afterwards in 1946, the family moved toofmo. She began
to write at the age of five and she says that s mot under pressure to get married or to readgtinthey expected her
to use her intelligence and abilities (Oates, 194/43). Most of her works have been deeply infagshby her native
country, Canada and this is why she is above alhadian. Atwood is famous for “the intricacies ef poetry, the power
of her fiction, and the illumination of her litegacriticism” (Howells, 2006, 12). She has contrigditvastly to the feminist
literature by her works, particularly, her novedfie prepared the draft of her first noveke Edible Womam 1964-65 and
later published it in 1969, which was about a femaotagonist who is struggling with her fiancégisty and food. Then,
her second published nov8urfacing(1972), is a fiction circling around an unnamedwem who returns to her childhood
house struggling to find clues about her fatheidaplpearance. Other novels include: Cat's Eye, Rtigber Bride, Oryx
and Crake, The Year of the Flood, Madd Addam, ThedBAssassin, etc. Her most well-known and wedideovel The
Handmaid’s Talg(1985) won many awards, among them, Governor-Gésekavard for Fiction and Arthur C. Clarke

Award. Handmaid’s Talas a feminist science fiction centering on a dg&ia society centering on women'’s oppression.

The Edible womans the story of a young woman, Marian McAlpin, whmrks for a marketing research
company. She lives with Ainsley who is a temporagrker at a toothbrush office. They live on the figor of an
apartment whose landlady is a conservative womamiagbabout the innocence of her little daughtearisin’s boyfriend,
Peter, is a lawyer. Concerned about his last sifrigad’s marriage news, he proposes Marian to ynhim. Ainsley
confesses to Marian how she wishes to have a IFaoythis purpose, she decides to get pregnantamitian who does not
care about being a father, and Marian’s friend, Bbank, seems a rather appropriate choice sincea@omanizer, and
Ainsley prefers her child be raised with a singtegmt. Peter Marian meets Duncan, an English gtadstadent. She

starts having an affair with him. After Peter’'s miage proposal, Marian loses his appetite for food.

Peter throws a party and asks Marian to do herdrarwear something different, so she chooses & weed
dress. She invites some of her friends over indgiduncan and his roommates. Duncan leaves thg, sarMarian goes
to the Laundromat to find him. At the Laundromataman and Duncan decide to a hotel and sleep waith ether. The
next day, Duncan leaves Marian so that she godstbdter normal life. Marian bakes a cake in thapghof a woman and
asks Peter to have some, but he refuses and ldavibe last part of the novel, Marian is cleanuthe apartment and
Duncan calls to visit her. He devours the remaidhthe cake and Marian tells him that she eatiagfzerefore, Duncan
says that she is back to so-called reality, antstha is a consumer. Butler’s gender theories heaatly influenced lots of
women and men writers. Amongst them, Margaret Athisoone of the most eminent writers to have adbptel applied
gender performance theories of Butler in her novEle following discussions demonstrate how Atwaothe Edible

Womanis in line with Butler’'s gender performance theory.
DISCUSSIONS

Atwood’s female characters’ constant obsession githder performances related to their bodies niagtheir
gender identity imposed by the male society. Bigtegender performance can be discernible in ttegarof the body of
the women, their bodily practices like make-uphfas and dressing, masquerade as well as thestaese against the

pressure of male-centric society.
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In the 1990 preface t@ender TroubleButler questions the ‘naturalness’ of being a flem&he asks whether
“being a female is a ‘natural fact’ or a culturarformance, or is ‘naturalness’ constituted throdigeursively constrained
performative acts that produce the body throughwaitiin the categories of sex” (1990, xxviii). Asgwiously mentioned
Butler builds much of her theories of gender, sax sexuality on Foucault’s ideas. Feminists wigglyue about Butler's
use of Foucault's theory on modern power to decoosthe notion of woman (Deveaux, 1994, 237). Amgwagainst the
belief that there might be a truth of sex, Butleawds on Foucault's account of disciplinary practiceaintaining that these
regulatory practices create identities through g@emibrms (1990, 23). Butler tries to illustrate hétve function of
disciplinary practices on the body appearing asnsagenerates the illusion of real identities. ke draws on Beauvoir

to discuss the question of the body in “Perfornaathets and Gender Constitution”;

When Beauvoir claims that woman is an ‘historicéliation,” she emphasizes that the body suffers a

certain cultural construction, not only through eentions that sanction and proscribe how one awsso

body, the ‘act’ or performance that one’s bodybig, also in the tacit conventions that structueelay the

body is culturally perceived. (1988, 523)
Drawing on Foucault’s account of power and disogiy practices, Sandra Lee Bartky also categotize= types of
disciplinary practices. Ifremininity and Domination: Studies in the Phenonteg of OppressionBartky discusses the
three types of disciplinary practices by which poweoduces the illusion of a feminine body. Thetficategory of these
practices is “those that aim to produce a body ofrdain size and general configuration.” The sdamategory consists of
those the disciplinary practices “that bring foitthm this body a specific repertoire of gesturasstpres, and movements”
and the third category is “directed toward the Rigpf this body as an ornamented surface” (1999, 6

Atwood’s The Edible Womais a great example of a contemporary fiction ilioating Butler's idea that gender
is a performance. In the beginning of the noved,ieroine Marian McAlpin presents herself livingamal life, having a
boyfriend, and working for a marketing research pany. Toward the end of the first part of the nover boyfriend
Peter asks her to marry him. Being confronted Wither's marriage proposal, Marian’s body startadbstrangely. So,
she goes through a loss of appetite for food. Herexic behavior begins with the exclusion of m@atitton, lamb, pork,
and hamburger) and continues to exclude other tgpésod like cakes, carrot, and some other kinflgegetables. She
ends up taking vitamin pills toward the end andpsteating any food. Realizing Peter's proposal gsawiarchal
imposition, the heroine illustrates this impositias a body language. She fails to represent hesakfo accept the male
domination; therefore, she starts to embody thjection on her body. Her anorexic reaction is a wayresist the
prevailing gender performances which she has beestantly doing against her will. This becomes nerielent through
the process of dropping different kinds of foodsichhgradually happens in different chapters of bleek as she gets

closer to her marriage.

The dwindling diet Marian takes might be a goodnepke of the first category in Bartky’s theory ogtbkffects of
disciplinary practices on the body previously mengd. As this is the case with the regulatory gendems of the society
propagating certain size and shape for the fematly fas the standard body which women should follbwmight be
inferred that the heroine is unconsciously adjgstier body- becoming skinnier day by day by reasistiood- to the

cultural standards of the society.

Marian’s eating disorder can also be read as adinqfotest against the repressive consumer sodetytwood

contends in an interview:
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It's a human activity that has all kinds of symbadionnotations depending on the society and thel lefv
society. In other words ,what you eat varies frdate to place, how we feel about what we eat vdrgsa
place to place, how we feel about what we eat sdrim individual as well as from place to pladeydu
think of food as coming in various categories: eddiood, ceremonial food, everyday food and thitngs
are not to be eaten ,forbidden food, dirty foodydti like- for the anorexic, all food is dirty foofLyons,
1992, 228)

Marian’s strange bodily gestures and enactmentsnexto show unknown reactions in different occasioks
after watching Peter's change of tone and listertimdhis hunting stories, Marian unconsciously drégars and is,
surprised to find herself crying as if she doeskmatw the actual reason: “I couldn’t understand twkas happening, why

| was doing this; | had never done anything likkdfore and it seemed to me absurd” (Atwood, 2689,

As Marian goes on and the proposal issue gets s@ieus, Marian’s reactions become stranger. Aftareeting
at the restaurant with Len and Peter, Marian dedoeun and leave everything behind. As she rlmsgathe street and
describes the surroundings while passing lamp pshkts thinks that “it seemed an achievement, anmaplishment of

some kind to put them one by one behind me” (i8&).

Her sudden reaction of crying in the meeting, rngrsuddenly and hiding from Peter under Len’s Isedriven
by her inner desire to escape the patriarchal poerian’'s sudden bodily performances in the cowkd&he Edible
Womandemonstrate the power and resistance binary. Rigbt by portraying Marian’s body resisting foddyood tries
to show the heroine’s body resisting the dominaakenpower. She cannot stand and fight becausehstiestas a woman,

she is weak. Therefore, she subconsciously chdoses, hide and escape.

The dwindling diet Marian takes might be a goodnepke of the first category in Bartky’s theory ottbkffects of
disciplinary practices on the body previously mengd. As this is the case with the regulatory gendems of the society
propagating certain size and shape for the fematsy las the standard body which women should folldwnight be
inferred that the heroine is subconsciously adjgstier body- becoming skinnier day by day by résisfood- to the

cultural standards of the society.

In The Edible Womanvomen are expected to act nice, genteel accorintpe male society’s standardized
norms. What Peter considers good and normal iscttiirecontrary to what Marian deeply desires to ddis is
demonstrated as Marian is not comfortable withdirig a change in her appearance, but Peter wante heake her body

look different for the party for his interest, desobeys:

Peter had suggested that she might have sometbimgywlith her hair. He had also hinted that pertsyes

should buy a dress that was, as he put it, ‘ndeggo mousy’ as any she already owned, and sheluigd

bought one. It was short, red, and sequined. Sthe&tdhink it was really her, but the saleslady. dids

you, dear," she had said, her voice positive. (Aly@009, 261)

Peter even claims that what made him choose Mar&nher sensibility and independence. In fact limposing
his belief that a suitable girl is the one who dmdsed on how he believes she should. Another draimpvhen Marian
remembers that Peter has told her “it was my atinadependence and common sense he had liked vhensaas the kind

of girl who wouldn't try to take over his life” (ih. 70). Later, in chapter ten, Peter reinforcesdisciplinary manner to
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control Marian’s attitude: "There’s one thing abgou, Marian, | know | can always depend on you.sMwomen are
pretty scatterbrained but you're such a sensibile jou may not have known this but I've always uigbt that's the first
thing to look for when it comes to choosing a wiféid. 106). These practices exerted mostly by rimolve women
with specific kinds of movements, gestures, andeneral performances which are conforming to whatrhale demand.
As Marian repressed by Peter, believes that shaoh&sdjust to his moods, but that's true of anynin@bid. 70). Peter
also represses Marian’s inner desire to run and atdhe night of meeting with Len by blaming hetians and saying
“Ainsley behaved herself properly, why couldn’t yatdis approval of Ainsley was a vicious goad” (ib&b). Marian is
disturbed by Peter's comparison of Ainsley with tespite the fact that Peter did not like Ainslegrosome discussions,

but this time he was taking Ainsley as a propeingda to prove his point about a standard attitude.

As the result of Atwood’s male-centric society’srmalization of its patriarchal standards, one cam that the
female characters believe and act according tartale society’s expectations. One evident exampléhés lady down
below'. She is a conventional type of woman whegrio manage her life and surrounding accordinthéotraditional
norms which the male society has been imposing wpamen. She thinks Ainsley is not respectable bezai the way
she dresses and complains about Ainsley’s drinKibil. 6). She also reacts severely when she idraonted with
Ainsley’s quarrel with Len Slank and asks her tavke her apartment. The lady down bellow portrayed aonventional
close minded landlady permanently monitoring Maaad Ainsley demonstrates the constituting prooésmrmalization
of the patriarchal society present in the novek 8takes them feel forbidden to do things as Maglaims (ibid. 8). She
also emphasizes that “whatever happened the child@cence must not be corrupted, and that two gdadies were
surely more to be depended upon than two young r(ibid. 7). Believing in the idea that women ar@alle of easily
being controlled, she tries to rent her apartmeritlarian and Ainsley so that her child can growebafccording to her

standard points of morality directly under the uifihce of the general patriarchal norms.

Atwood is known for invoking fashion and masquerandeher novels. For example ipady Oracle (1976),
Atwood portrays costumes as having power. Joarsfwams her identity by dying her hair and wearingrses and
sunglasses. She even tries to lose 100 poundse¢o/eeher aunt’s inheritance. The Handmaid's Taleas well, clothes
are believed to be a means of recognizing the iddals’ social status. As Karla M. Roland writes“ithe Symbolic
Power of Red in Margaret AtwoodEhe Handmaid’s Tale "Indeed, the red of their ensemble means moaa gimple
clothes or social status: the red defines who #reyas people, where they can go, what they caorsdg, and what they
can eat. The red of their dresses and veils imrtegiaignifies their identity as handmaids and rtHfeinction within

society to onlookers (2013, 3).

There are examples imhe Edible Womamwhich illustrate how disciplinary practices funation women’s
decorating their bodies through make-up, dressnd,fashion. One of the first disciplinary normastrated in the novel
is that the office in which Marian works at expeitts female employees to wear high heels (20097gse ornamenting
processes make them more flexible toward perforngegder roles assigned to them by the constitudemder norms.
Marian decorating her body under Peter's demaral gseat example of the patriarchal imposition ofersociety upon
female identity concerning the body. Applying threaments like make-up, hair and night dressesitdbey for the party
are shown to be against her will since “She dienjby feeling like a slab of flesh, an object” (bR62). The decorations
make her feel repressed by the outer world. Whitédie, she feels these are nonsense and makeehéikdéean object, a

useless thing which should be decorated as methask to do so. When the hairdresser does her starthinks about
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them as “they treated your head like a cake: samgtio be carefully iced and ornamented” (ibid. R6lhis is a symbol
of the male society treating women as they likehBgs this could be the first hint for Marian tdkéahe human shaped
cake at the end of the novel. Here, the idea ofamliness’ is interchangeably used with ‘masquérsidiee a woman is
known and demonstrated by her ornamented looks.Jéen Riviere suggests in her article “Womanlinessaa
Masquerade” that there is no line of differenceneein the two notions because actually they aresginge thing (qtd in
1986, 30). Rivier also argues that “womanlinesgefoee could be assumed and worn as a mask, botiid® the
possession of masculinity and to avert the regrisapected if she was found to possess it” (ib&). By this Rivier is
reminding the fact that women conceal their innescaulinity by means of womanliness for the feat thay might be
repressed as this is also the caséha Edible Womarirhe female characters involve themselves withr fieenininity in
order to be immune of the outside repression feirtner masculinity since it is their bodies whitabel them as

‘women’ not men. As Beauvoir has contended,

Even if each woman dresses in conformity with hatus, a game is still being played: artifice, lie,

belongs to the realm of the imaginary. It is nolyahat girdle, brassiere hair-dye, make-up disguiedy

and face; but that the least sophisticate of wonmite she is dressed, does not presemself to

observation; she is, like the picture or the statwethe actor on the stage, an agent through wisom

suggested someone not there—that is, the charstoterepresents, but is not. It is this identifimativith
something unreal, fixed, perfect as the hero obweeh as a portrait or a bust, that gratifies hehne strives

to identify herself with this figure and thus toese to herself to be stabilized, justified in hetesplor.

(Beauvoir, 1989, 533)

It is significant to shed light on Beauvoir's inpeetation of illusory identification of the self tli unreal
decorations of the body. As the subject of ‘Masqdet is also evident in other female characteth®ovel, for instance
Ainsley chooses clothes which are a camouflagepptective coloration (2009, 6). Lucy, one of thegins of the office,
wears expensive clothing so that she can attrasthbssmen’s attention at the restaurant: “Lucy wearing a new dress,
a stately dark-mauve laminated jersey with a chsitter pin at the neckline...Lucy displayed her delis dresses and
confectionery eyes to the tubfulls of pudgy guppie® had no time for mauve” (ibid. 134-5). Marigm#olizes rich men
at the restaurant as ‘pudgy guppies’ who just cowstiood and do not care about the existence of Lugyriously
dressed to attract them. Describing Lucy’s dreasedelicious’ demonstrates how a woman’s effobéofashionable and
ornamented is merely employed for men’s consumpfidns is linked with the most important theme Tdfe Edible

Womanportraying men as consumers and women as thebaieg consumed by men.

Even men’s identity is known by their bodies and thay they choose their clothing. Peter’s choic®utfits
attracts Marian and makes her feel proud (ibid.)1Bait this does not take long until the night &té?’s party when
suddenly Marian realizes that she has been statifigter’s clothes’ cupboard. This is where Marieecognizes all the
costumes Peter had been wearing. “She realizedlieatvas regarding the clothes with an emotioredlosomething like
resentment” (ibid. 288). For this moment, she comeethe realization that the clothes have beenessmting Peter’s
identity all along, elegant, formal and authoritatiAs in a theatrical performance where actorqgbaostumes and play

their roles and their clothes are crucial for tepresentation.
CONCLUSIONS

The paper discussed the effects of patriarchal pawehe body and the processes through which gematens
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are repetitively maintained by gender performarineghe Edible WomarMoreover, it attempted to illustrate how gender
and performance have been related throughout thel.ndhrough applying Butlerian concept of genderfgrmance to
Atwood’s The Edible Womaiit came to light how compulsory acts and enactsi@ntAtwood’s male society construct
what is known as gender, thus inflicting in chaeesttheir gender identity. The reiteration of thédeal gender

performances wrongly imply that gender identitynisate and that all subjects are innately gendered.

The disciplinary practices normalized by the mabdeiety with their direct effects on the bodies lgadthe
gendering of subjects. AtwoodEhe Edible Womaportrays the effects of these disciplinary practiceproducing bodies
and, consequently, distinct genders. She depistei@ty in which men impose their power on femaldibs to sustain the
illusion of gendered selves through the individuedgpetition of gender performances. The disciplynaower controls the
female body through fashion and beauty practicems€quently, this process takes place as wometo tfgllow the

fashion and beauty standards which train and méatgtheir bodies.
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