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Taman pro gradu -tutkimuksen tarkoituksena on éutidgatiivista aitiytta George R. R. Martinin
fantasiakirjasarjassa A Song of Ice and Fire. Tatkisen kohteena ovat sarjan kolme ensimmaista
osaa A Game of Thrones, A Clash of Kings seka Anstaf Swords. Tutkimuksen aiheena ovat
teoksissa esiintyvat aitihahmot, seka naiden kuvallankayttdjina seka poliittisella etta
yksityisella tasolla. Tutkimuksen tutkitaan aitiydeuvausta monitahoisena aiheena genrelleen
epatyypillisen fantasiateoksen kehyksessa. Tamélaautkimus pyrkii esittdmaan suhtautumista
aitiyteen nykypaivan populaarikirjallisuudessa.

Tutkimuksessa sovelletaan feministista teoriaaafgiakirjallisuuden kritiikin, feministisen aitiyden
seké vallan kasitteiden osalta. Tutkimuksessa pigtén myds nais- ja aitihahmojen kuvaukseen
fantasiakirjallisuudessa. Negatiivista aitiyttékitdan psykoanalyysin seka kirjallisuuden historian
kautta.

Tutkimuksen keskeinen p&avaite on, etta Martinijoldsa esiintyvat aitihahmot toteuttavat
kirjallisuuden perinteesta tuttua kasitysta negetéista aitiydesta, vaikka ne haastavat
samanaikaisesti fantasiakirjallisuuden stereotypidegatiivinen aitiys ilmenee kirjoissa
psynoanalyyttiselld sekéd yhteiskunnallisella tasollaikka aitiyttd kuvataan yksildllisen
olemassaolon seké& aktiivisen toimijuuden kauttdjmihdistyy myos aitiyden kuvauksen
monimutkaisuus ja ristiriitaisuus. Tutkimuksen lopgéatelméana voi pitdd hahmojen tekojen seka
niiden seurausten tukevan mallia, jonka mukaanvakéin ja itsendinen aitiys rikkoo vaistamatta
aitiyden perimmaista luonnetta.
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1. Introduction

In my pro gradu thesis | am going to study the finsee volumes of American author George R. R.
Martin'sA Song of Ice and Firseries regarding their portrayal of mother chatacivho employ
power on political and private spheres, as wethamegative repercussions therein. By analyzing
these three novelg, Game of Throngd.996),A Clash of Kingg1998) andA Storm of Swords
(2000) (from here on to be referred to&ST, COK andSOS, | will argue that Martin both
transgresses traditional high fantasy narrativéslso employs other stereotypes found in general
literature regarding motherhood and female powigenmegative in tone. My thesis will thus serve
to demonstrate the complicated nature of motherlamadmaternal power not only in fantasy
fiction, but popular literature in general.

George R. R. Martin (1948-) is an award-winningekiman author of science fiction and
fantasy, who has been publishing novels profesHiiosiace 1977. His most notable woik,Song
of Ice and Fireis a high fantasysaga whose first novel was published in 1996 snchost recent
installment in 2011. The series currently totalfeg volumes, and was adapted into a successful
on-going TV show for HBO in 2011. Although Martimrk follows in the footsteps of J. R. R.
Tolkien'sThe Lord of the Ring#is success among readers and critics alike @mjalicross-over
appeal to those who do not typically favour navestiof this fantasy subgenre. While such fiction
has proven popular with readers both young anditsldritical value has often been called into
guestion: for example, upon his review on highdagtauthor Lev GrossmarTie Magicians
(2009),New York Timeseviewer Michael Agger commented that "[p]erhapardasy novel meant
for adults can't help being a strange mess of &sffec. sounds like fun, but aren't we a littld twr
this?" (Agger, 2009) This aptly describes the it towards high fantasy aimed at adult readers,

which expands upon the concerns of editor Francedad in Fantasy Fiction(2008) that not only

! "High fantasy’, also sometimes called 'epic farit@syften used to refer to post-Tolkien sword-sodcery fantasy,
and | have chosen to use this term throughouthbsis to differentiate Martin's work from the abande of novels of
fantastic nature.



has fantasy been "regarded as a poor relatiorher bterature,” but also "dismissed or regarded
suspiciously as escapism not needed in a real IM&idl).

However, to simply disregard both fantasy and liggttasy as juvenile or irrelevant is to
also overlook its possibilities of generating sbc@mmentary. Critics like Anne Cranny-Francis
(1990) and Christine Mains (2009) use a term caledondary world fantasy', which refers to a
form of writing where "the writer textually constts another world which is implicitly and
sometimes explicitly a comment on the writer's @eniety" (Mains, 77). These elements are
clearly present in Martin's writing: although hisnk derives from the post-Tolkien tradition
abundant with knights, dragons, and magic, it disovs close parallels with our own world,
directly borrowing from European history such as War of the RosesMoreover, Martin's work
is laden with socio-political themes such as thafggower, gender politics, and identity, which
make his work ripe for analysis; of these, | halvesen to focus on his representations of
motherhood, which encompasses both the privatesgimelividual) as well as the public sphere
(institutional).

The first three novels revolve around the fictidiiagdom of Westeros, which resembles
Medieval Europe with competing nations and nohiMyhat originally begins as the story of one
such family, House Stark, soon expands into a faakted, complicated plot about political
liaisons and treachery. The narrative consistdefpoint chapters, in which Martin advances the
story through various characters. In terms of liggitasy tradition, these feature a surprising
combination of unexpected narrators, such as @nldnothers, and even characters normally cast
as villains. This provides a complex array of catithg interests and a distortion of the traditibna
values of good and evil, which are vital for delyinto the messy, exhausting political and
personal affairs of the rulers of Westeros, mostladm are savagely fighting for power under a

civilized pretense. In these battles, both physacal mental, relations of kinship often play a

?In an interview conducted by film magaziBenpires online webchat, Martin noted that "[A]lthoughbe'drawn on
many parts of the history, the War of the Rosggadably the one my story is closest to." (Empirdiae, 2012)



pivotal role; the responsibilities and repercussiohthe family unit thus construct the very cofe o
the narrative.

"The use and abuse of power is a constant ther@eofge R. R. Martin'A Song of Ice and
Fire," writes Caroline Spector in her essay, "Power aahinism in Westeros" (169). Indeed, the
choice to tell the story through noble men and wostgfts the focus to the foundations of the
societal structure. For this reason, many actioteded as private bear wider consequences: power
is not, therefore, a black and white matter oftpal influence, but instead the act of people gsin
their positions for personal gain. One of the raogrthemes in the series touches upon the idea of
political reform, which rarely yields expected rigsuthe idea of "reform" can also be applied to
several individual characters, who struggle to iowprtheir conditions yet repeatedly suffer
negative consequences. Among these characteranMdroduces a number of mothers: as | will
point out in my theory chapters, mothers are unysusdagonists in high fantasy stories, which
makesA Song of Ice and Fira curious exception in providing mothers with ageand individual
ambition. However, the manner in which these ctiara@ncounter resistance and failure as both
mothers and wielders of authority reveals a pathweymore traditional stereotypes of
motherhood and female power, which provides the barsmy analysis. As such, | will look
beyond the weight of Martin's portrayals of motlwerth against the backdrop of high fantasy
tradition, and also juxtapose them with a moredhnisal outlook found in literature, psychoanalysis
and feminist theory. Given that the history of &syitself is heavily rooted in sexism (Helford,
2005, 709), for the purposes of this study it isttvaurveying mothers not only from a parental but
also female perspective.

Not many studies have been written on Martin'skw@t, given its recent publication
history and status as an unfinished work. | haeeetiore decided to preface my study by
researching the history of the fantasy genre andepictions of female characters, to pave way for
an introduction on how mothers have been approaichieidh fantasy. | will juxtapose these

findings with theories on feminism in fantasy adlwae power and gender, to discover latent



attitudes against women wielding political autharlh regards to the how we read mothers in
fiction, | will also reference the history of nelyat motherhood, to help contextualize my analysis
on the various ways in which Martin's mothers fallpre-existing traditions of representing
motherhood as a source of detriment. | have chtwstatus only on the first three novels of the
series, mainly on the grounds that the initiabjyf comprises a set narrative body for one thifds o
the saga. While there are a number of events ragptide same characters in later novels, which
might understandably affect some of the analysasll ideal with them mostly in footnotes when
appropriate. The sheer volume of Martin's workscadr editing, and | have discovered the first
three novels to suffice for a compact yet multifadebasis for my thesis.

In the analysis | am going to study the way mdtbed is represented ®GOT, COK and
SOSon institutional and individual levels, arguingthn both instances the narrative repeatedly
portrays motherhood as a pervasively detrimengheht. | will begin by elaborating on the role of
mothers in their society, and the lengths to winich can gain power therein. Through numerous
examples set by various characters, some majoagwnists of the story, | aim to pinpoint patterns
and themes which question the abilities of mothreesposition of power. Secondly, | will reflect on
how active agency likewise affects them as indigiduothers, the roles they adapt akin to various
tropes found in literature, and finally the conseagees of their methods of parenting. Through these
examples, | aim to argue that while Martin subvergy genre tropes through his portrayal of
mothers, the narrative nonetheless adheres toxwtrg stereotypes of motherhood as dismay and

hindrance.



2. Fantasy fiction, femininity and motherhood

My theoretical approach will be divided in two shbpters according to thematic content. The first
theory subchapter will focus on the representatantsinterpretations of femininity. In the firstisu
subchapter 2.1.1. | will present an overview ofdiegelopment of female characters in fantasy
fiction preceding Matrtin's work, through which hato illustrate how girls and women have not
only featured but also evolved in fantasy fictidriree 20th and 21st century. As Martin's series
features a noticeable number of girls and womepratsgonists, this will help discern his work
from the genre tradition. The second sub subch&pie?. will discuss theories on femininity and
power, which | will later link to my analysis on Men's mother characters and authority. | will also
visit some of the more common feminist issues mdiggrcriticism of fantasy fiction, to further
contextualize the role of feminist themes in corgenary high fantasy and their effect on my
interpretations of Martin's writing.

The second subchapter focuses more specificalficbonal mothers. | will first attempt to
gauge a general view of how mothers have existeth@ascters in high fantasy in 2.2.1., and
categorize some of the more prominent recurringhteetherein. In order to compare and contrast, |
will also employ some examples from children's godng adult fantasy to underline the absence
of diversity within Martin's contemporaries. In 22| will proceed to elaborate on the concept of
negative motherhood in literature, which will lapgeface some of the more underlying themes in
Martin's narrative. These two sub subchapterstiwdiefore provide the theoretical basis for my
analysis on the qualities of Martin's mother chtas as well as thematic background for

conventions in literature regarding detrimental ineobhood.

2.1. Representing women

Fantasy and science fiction are often coupled tegeds representatives of low-brow genre fiction



(or 'speculative fictiori), yet my findings reveal that fantasy has gengigdirnered less research on
the subject of female presentation. When it corndsgh fantasy, even less research exists to
explain the root of sexism | referred to in theadiuction. In theGreenwood Encyclopedia of
Science Fiction and Fantag2005), Elyce Rae Helford quotes Helen Merrickrabhe idea that
science fiction naturally excludes women due tdptedominantly masculine field which . . .
[focuses] on science and technology” (709), yesinolar link is presented to account for the
impression of fantasy as a traditionally male-daated genre. One can certainly surmise that high
fantasy, which so often emulates medieval Eurapm particular laden with sexist attitudes simply
because of its historical conventions; yet in otdeasvoid conjecture, in 2.1.1. | will theorize des

on the reasons why these stereotypes have persasigdthstead focus more on factual examples of
how femininity has been portrayed in fantasy argh antasy over the years.

In 2.1.2. 1 will approach the subject of fantasyni the perspective of past and
contemporary feminist theory. My goal is to explaome of the prevalent notions regarding gender
and its representations within the fantasy gerwnell blso address the question of Martin's gender
as a potential influence on how his female characteay be analyzed from a feminist perspective.
More importantly, as the apprehension and consempsenf power are a theme which connects both
Martin's work and a number of feminist objectiviesave included some of the most common
arguments related to the topic of power wieldedvoynen. These will become a key element in
analyzing Martin's mother characters in both puéfid private spheres, i.e. connecting the political

to the personal.

2.1.1. The development of female characters in faamy fiction

Female authors such as Ursula Le Guin have lorug simitten about the subversive qualities of

fantasy in regards to the portrayal of the feminthe nature of fantasy itself provides authordwit

* Speculative fiction is used as an umbrella ternfdatastical fiction such as science fiction, faytehorror etc.



possibilities of transgressing the limitations otigties, often patriarchal, and the chance to
establish worlds where female agency is not culiulianited (Cranny-Francis, 1990, 75-76).
Critics like Cranny-Francis have noted that fantagyutinizes the categories of the patriarchal
real, revealing them to be arbitrary, shifting donsts: the subjugation of women is not a 'natural’
characteristic, but an ideological process" (7Owiver, for a literary genre that has always
thrived on the unlikely, the fantastic, and thennaginable, the history of female characters in
fantasy and high fantasy has rarely dabbled outideentions of real life. Christine Mains and
Deborah Kaplan have written extensive essays ofethale characters of fantasy novels and short
fiction in the 20th and 21st century\Women in Science Fiction and Fantg2909, ed. Robin

Anne Reid), which | will use as my primary souroe élaborating on their development.

The history of fantasy as a literary genre origgsanore or less from the 1950s and 1960s,
with the emergence of J.R.R. Tolkiemlse Lord of the Ringdl954-55). While a good number of
fantastic fiction predates Tolkien's trilogy, thébsequent works have helped shape fantasy fiction
as we understand it today. Since Tolkien's writiag been such an influence on the genre, his
mode of medieval-inspired sword-and-sorcery fania®ften considered a "template" for what is
stereotypically understood as staples of the gétegardless, fantasy as a term is also applied to
texts that predate Tolkien's, and the early hathef20th century features a number of works which
have since influenced the current conventions sy, be it high fantasy or fantastic fiction in
general. (Sinclair, 2008, 3)

According to Mains, fantasy gained a surge in eesltip around the first half of the
twentieth century due to the rise of literacy, whareated a new audience of regular readers in the
United States and United Kingdom. Mains claims thahy consider the first half of the century to
be the "golden age" for pulp science fiction anutday, when a number of such stories were
published in a niche manner in literary publicasi@uch a3 he Strand Magaziner The New
Yorker.However, these authors did not gain a wide re&germtil what Mains calls "the post-

Tolkien surge of interest in Secondary World faptagsovided a general market for their stories.



(ix, 34) Nonetheless, Mains considers the narragiugctures of the earlier works to have remained
an influence on fantastic literature today (34).

Thus, it is not only Tolkien who has thereforduehced the way we read female characters
in fantasy fiction. Mains mentions H. Rider Haggét856—-1925) as one specific author whose
legacy persists in the stereotypical depictiontié heroic male warrior or adventurer and the
dangerously exotic woman", from works suchAgesha, the Return of StE905). (ibid.) Other
notable tropes of fantasy originating from thisdiperiod include thettie puer eternygshe eternal
boy who never grows up, and the women who takeafanen” (ibid., 35), perhaps most famously
witnessed in J.M. BarrieReter Pan1911). The stereotype of "adventuring males andtbring
females”, on the other hand, persisted in the wofksale authors during the majority of the early
half of the 20th century, by adventure writers sastldames Branch Cabell (1879-1938)gen, a
Comedy of Justice1919) andl'he Music Behind the Mod@926) are both examples of stories
where "women are either wives or seductive witct{@8g’). Some male authors of the same era
approached female characters with more diversiguidGarnett'd ady into Fox(1922) criticized
marriage through the treatment of its titular cheg while George Viereck and Paul Elridge's
trilogy The Wandering Jewe$$930) features a female character striving towdtide liberation of
women from the female curse of oppression”, a qubath ultimately fails. John Erskine,
meanwhile, would often play with the reversal & tieneral depictions of male and female
characters by, for example, adapting ancient Gnegks into novels about domestic unhappiness
(The Private Life of Helen of Trp$925) or making social commentary through modifery tales
(Cinderella's Daughter, and Other Sequels and Comseges1930) (ibid., 37).

The aforementioned stories, while preceding ardbuhbtedly influencing genre fantasy
depictions of women, nonetheless only representdnly stages of genre fantasy. Mains cites E.R.
Eddison as one of the authors often consideredvadawith originating the genre along with his
novel The Worm Ouroboro€l922), which falls under heroic fantasy and detures women in

supporting roles. (36) Robert E. Howard, the "fatbfesword and sorcery"”, as he is often called



according to Mains, created nothing short of a miase paragon in his Conan the Barbarian
warrior stories, but even Conan's travels werecoatipletely devoid of powerful females (such as
the pirate queen Bélit and Valeria from "Queerhef Black Coast" in 1934 and "Red Nails" in
1936). The image of an Amazon, a strong femaleiaramwas popular among writers at this time,
though Mains points out that "more often than tieése warrior women are the hero's companions
(and usually come to a bad end) rather than theesghemselves" (40). Polarizations continued
rampant in the field during the 1940s, as both raaléfemale authors became fascinated with the
concepts of witchcraft and virginity, yet Mainsfdifentiates between the chosen approach of
authors based on their gender by commenting th&il&Xhale authors are more likely to depict the
witch as a figure of evil, female authors descthewitch as empowered and liberated from her
oppression". (42)

As the history of fantasy chronologically approesithe mid-1950s, Tolkien once again
becomes the main focus of many scholars due tionmgense impact on the genre. It is worth
noting, though, that he had publishBae Hobbitas early as 1937, and thidte Lord of the Rings
itself was conceived in the interwar years. Somdies have presupposed that this is in part one of
the main reasons Tolkien's work features so fewabletfemale characters; his stories focus almost
exclusively around a male band of heroes fightiradenvillains, which can be seen as a reflection
of the all-male atmosphere of the World Wafhe most prominent women The Lord of the
Rings then, are mainly filling in for love interests maternal aid-givers, such as the elf maid
Arwen or elf queen Galadriel; even the warrior neaidEowyn ultimately abandons the battlefield
in order to wed a man. According to Mains, Tolksempact on genre fantasy also "meant
cementing these limited roles for female charadtarenany of Tolkien's imitators” (43), which is

also why Tolkien's influence regarding women mugttle understated.

*"[Tolkien] ... left for the front in the war agairstance —World War I. Fighting in the trenches aeding his best
friends die, Tolkien was understandably markedhgywar, which is at the core ©he Lord of the Rings— the war for
the One Ring" (Beahm, 205).
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The consequent portrayals of exceptional femalesmre anecdotal than anything. Mains
mentions T.H. White'$he Once and Future Kinfgom 1958, a collection of novellas featuring
both stereotypical seductresses and more versatilale characters, with narration that aims to
sympathize rather than objectify. (ibid.) Lloyd &énder, who published his Chronicles of Prydain
over the course of the 1960s, featured some végradle characters within his fantasy worlds.
Another noteworthy author in this regard in Mairggnion is C.S. Lewis, whosEll We Have
Faces(1956) and the Narnia Chronicles may be slightbpnsistent yet generally more favourable
towards varied female characterization. Even Lethasyever, succumbs to problematic portrayals,
such as depicting the character of the White Waislthe proverbial Eve to Narnia's Garden of
Eden, "taking on the familiar role of temptress dedeiver" (ibid., 43). Yet one cannot help but
point out how C.S. Lewis's work, specifically tharNia Chronicles, is widely considered to belong
more to the field of children's literature; thiswld seem to further strengthen the belief that
multifaceted female characters are, more often timdyrestricted to this particular field of wrign
rather than serious, 'adult' fantasy. | will biyaféturn to mothers in children’'s literature anaw i
2.2.1.

Deborah Kaplan points out that female charactave lalways had more options for
exposure in children's fantasy literature as opgpdsedult fantasy literature, given that "the post
Tolkien epic fantasy, so frequently lacking in atsong female characters at all, has never been a
mainstay of fantasy for young readers" (2009, 2M¥ny of the elements we now consider to be
children’s writing can be found in some of the #astit writing of the early 20th century, when
fantasy as a genre was not yet properly convertmmthnor geared for a specific audience. Mains
brings up the example @he Wonderful Wizard of 2900) by L. Frank Baum, later turned into a
multi-part series, which features not only a fenatatagonist but more notably "an adventuring
female hero" (35). Today, we would platiee Wizard of Oamong children's literature similar to
the Mary Norton'S' he Borrowerseries, published in the 1950s, another femalemn the 1940s

and '50s whose works were aimed towards childretwiich also loosely fit under the category of
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fantasy. Mains considers these stories to featmeny adventuring girls with whom to identify",
such as Astrid LindgrenRippi Longstocking1945). (35)

Female protagonists have thus theoretically exiglighin the fantasy tradition as early as
the beginning of the 20th century. However, aceggdo my findings, the influence of such
portrayals on the post-Tolkien interpretation ofigefantasy has remained limited at best;
therefore, it is problematic to consider their fiosi in regards to the portrayal of women in fagtas
and | have only included their presence as an ekaaipghe complicated gender division within the
genre. Fantasy, as a mode of writing, has certailldyved female writers to pursue protagonists of
their own gender, but they have done so largetiignconfines of children's literature. As such, the
examples of fantastic fiction for children cannefiditely be said to have any great bearing on high
fantasy fiction in general.

Again, the distinction between fantasy as a padki€n genre, and fantasy as a mode of
writing with fantastic elements, is important tokeawithin the latter, even authors as notable as
Virginia Woolf can be considered to have made dbuations withOrlando: A Biography1928), a
story of time travel featuring a gender-switchingimcharacter. However, including such works in
an attempt to gauge the female presence in gentasfais as misleading as to include children's
literature, because they operate on a very difteseope of audience. For the purposes of my thesis,
| have thus chosen to mostly ignore such writetsraovels in order to better reflect the conditions
in which authors such as George R.R. Martin haigraily conceived their own high fantasy
stories.

The aforementioned examples of fantasy writersléveasily suggest a strong masculine
presence. This does not mean no women were invaivéed process of shaping the genre,
although according to Mains, during the first halthe century many of the female writers
submitting stories to pulp magazines were moragésted in science fiction than fantasy. She
marks the emergence of the first female protagamghe field of sword-and-sorcery through

Catherine Lucille Moore's character Jirel of Jodgbuting in 1934 in the story "The Black God's
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Kiss" and earning a collection of her owdirel of Joiry, in 1969. Mains calls her a "female Conan",
which can be construed as a commentary on theenatuhe character save for her physical
gender. (40) Ursula Le Guin's Earthsea trilogy @9@!) is another point of reference, yet again
debatable in regards to its target audiehite sequelsTehanu(1990) andThe Other Wind2001),
however, are specifically written for adults, arefQuin has written a number of essays on
feminism in fantasy fiction (on this, see Crannwifais, 1990).

In the decades following Tolkien's popularity,raat number of female authors again chose
to write science fiction rather than fantasy, lnet tew who did also preferred secondary world
fantasy (or high fantasy) wherein they could wwi@men as warriors and wizards; some of the
more notable authors to have made use of highdamtethis manner are Patricia McKilligife
Forgotten Beasts of E|ld974), Mercedes Lackepirows of the Queeri987) and Jane Yolen
(Sister Light, Sister Dark1988). Lois McMaster BujoldBaladin of Soul§2003) even features a
middle-aged mother as a hero. (Mains, 64) Tamaec€sThe Song of the Lionessries (1983—
1988) may lean more towards young adult fantastisaonetheless notable for her protagonist
Alanna, who challenges traditional gender roles'apdets the social structure of the world" by
disguising as a boy knight (Kaplan, 271). Addititjawriters such as Robin McKinley and Sharon
Shinn have portrayed female protagonists in theweis well into the 21st century, in both stand-
alone novels such &halice(McKinley, 2008) and on-going series suchrag Twelve Houses
(Shinn, 2005-).

In conclusion, regardless of the potential subvergualities of fantasy fiction, the genre
has largely recycled similar tropes of femininitythe 20th and 21st century. Male high fantasy
authors in particular appear to step outside thestypes established by J.R.R. Tolkien only with
caution. Before fantasy was properly establishea gsnre, examples of diverse female characters

were present mostly in children's fiction writtepwomen. Likewise, multifaceted female

> The Earthsea trilogy is generally considered tbufatier children's literature, although its therappeal to an older
readership as well.
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characters have existed in high fantasy since #6@4.in the works of female authors, yet these
have not attained similar exposure or popularittheg male counterparts. As the aforementioned
studies have pointed out Tolkien's influence inpsig characterization stereotypes for high
fantasy, it can be said that contemporary populdras such as Martin are equally capable of
influencing genre tradition and attitudes where ynairnthe less well-known female writers may

not.

2.1.2. Fantasy fiction and feminist theory; power ad gender

In Postmodern Feminist Fantag®008), Joanne Benford quotes Rosemary Jackstmeon
subversiveness of fantasy, of the fight to "freelitfrom society's narratives” (1). The attempt to
guestion the constructive nature of societies tteem, be considered a key aspect to all fantasy in
general; as a derivative of the Greek wiangtasig the etymology of ‘fantasy' refers to making
another order of reality visible, to challenge wivatwould otherwise take for granted (ibid.).
However, as Benford states,
Fantasy shows the underside of realism, the shingt are not dealt with, and
therefore fantasy is not completely divorced friln@ real world. Fantasy writing
produces something apparently new, but still cofr@m our world, and is produced
in a social context. Fantasy needs to be awatteedfistorical context: it is,
therefore, not universal, but relates to spesificial conditions and therefore both
utopias and dystopias become dated. (ibid.)
In other words, while fantasy may supposedly prewid with a means of escaping reality, its roots
and subsequent content are always grounded iroti@ sonditions they are conceived in.
Moreover, according to Cranny-Francis, fantasyaigzable of displaying the fragmented nature of
what we perceive as real; this challenges us honlethe conditions in more realistic texts as
something supposedly unchanging, definite, or peng to an arbitrary idea of ‘human nature'
(1990, 76). For authors such as Matrtin, this offeechance to examine the complexity of our own

societies through the fantasy world he has created|lowing the reader into the mindset of

(female) characters bound by duties, restrictios@essures that we, as ourselves, would



14

regularly not be forced to consider as senseled®aaven unfair.

According to Elyce Rae Helford, issues such asexggmon and the social construction of
gender are significant themes for employing fenmmis both science fiction and fantasy (2005,
290). In general, it can be argued that genreofictiuch as fantasy offers vehicles for feminist
agendas, relating theory to practice. Within tie&dfit is possible to construct worlds in whichrou
cultural history bears no weight on women's rolthmsociety, and instead recognizes female
contributions, rejects sexism, "explores the divgis women's desire and sexuality,” as well as
simply moves beyond the concept of gender altogeBamtasy can, thus, be used as a means of
advancing progressive social change. (291) Thezetbe concept of power and how it pertains to
women remains a key element in discussing femwjinibbreover, Martin's mother characters each
play a societal role in the story as the daughtergs, and widows of influential noblemen, and to
separate them from their status would be impossiidesuch, the narrative calls for a study on how
power influences these characters, and how th&yeimée power. To do this, I shall first preface
my eventual analysis with a background on conteargdeminist attitudes regarding power and
the nature of power and gender.

The omnipresence of power: not because it hapritidege of consolidating
everything under its invincible unity, but becaufsis produced from one moment to
the next, at every point, or rather in everytietafrom one point to another. Power
is everywhere; not because it embraces everytbutgoecause it comes from
everywhere. (Foucault, 1976, 93)
French philosopher Michel Foucault, one of the niraftiential theorists on the subject,
specifically focused on the nature of power throiigkeffects and control on knowledge. In the
above quote he discusses the fluctuating quabfipewer, which refer to it as an impermanent
entity; in "The Subject and Power" (1982), Foucauither challenges the reader to consider power
based on "How', not in the sense of 'How doesanifest itself?' but 'By what means is it
exercised?' and 'What happens when individuald éxethey say) power over others?™ He argued

that relationships of power by definition are noedt and immediate, but instead operate as

counter-actions to either pre-existing or poterdiztions of others; moreover, "Power is tolerable
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only on condition that it masks a substantial partself. Its success is proportional to its alito
hide its own mechanisms" (1976, 86). Combined withidea of power being more a question of
governing individuals or groups, Foucault's viewss i@levant also in understanding why issues
specifically concern matters of gender (in)equality

As we move to define power in the decades follgwkoucault's influence, it quickly
becomes apparent that the issue is still far friseightforward: in théencyclopedia of Women and
Gender(2002), Judith Worell combines both the dictiondefinition fromWebster's Third New
International Dictionaryand the views of scholars such as Belle RagingaiedSundstrom to
describe power as not only interpersonal (includpagsitions of ascendancy, ability to compel
obedience, capability of acting or producing aeetffinfluence, prestige, and legal authority"), bu
also operating on "different levels: individualtarpersonal, organizational, and societal" (848—
849). In addition to this, she refers to Hilary Mps'sWomen, Men, and Powé€t991), wherein it
was argued that these levels often overlap (848).

If the concept of power can present itself asrfragted, methods of applying it in feminist
theory are equally variedhe Stanford Encyclopedia of Philosogrgues that power is a "central
concept for feminist theory" with a "rich varietyfeminist work on [the] topic” (Allen, 2011). This
suggests that power is particularly relevant fonifést discussion given how inherently tied itas t
gender discrimination; therefore, what lies athkart of these views is the understanding of gender
as a social construction, which is employed to ma@ndifferences of power among men and
women (Worell, 819). In the late 1970s, sociologisti psychoanalyst Nancy Chodorow wrote
influential feminist work including notions on ha¥e legal status of women may have greatly
improved in the past century, but physical violeand discrimination remained an issue in the
labor force and within the family (1978, 6). If w&view more recent texts on the subject of gender
discrimination, many of the same conditions sibly: negative repercussions such as exclusion,
attitudes of motherhood as a hindrance, and evarakharassment are but examples of the

obstacles still faced by women in workplaces (Rysaj 2007, 5). In the private spectrum,
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gendered stereotypes often deem women to belowygttapt provide for their homes (ibid, 188).
All of the aforementioned issues deal with powevanious levels by creating hierarchies between
genders, which is why gendered use of power wilingtely always affect both the public as well
as the private spheres of living.

One major issue regarding gender and power incpéat stems from the effectiveness of
power when viewed as legitimate: sociologist anthrampologist theorists such as Jessie Bernard
and Michelle Rosaldo have claimed that when werashtvomen's use of power with that of men,
the latter is often viewed with more legitimacy. Wibargues that this evaluation "springs from and
reinforces cultural notions that femininity and povare incongruous.” (Worell, 849) The image of
femininity and power becomes even more complex vapgaroached from the perspective of
duality: that there are two types of power, "poweer (domination) and power-to (personal
empowerment),” as labeled by Janice Yoder and Ardahn in 1992. This approach, on the other
hand, has garnered criticism from Joan Griscom, dspointed out that a duality of this sort
emphasizes one type as good and the other asnbadilition to defaulting power-over as a
masculine trait and power-to as feminine. Woredréfore refers to Griscom's argument that "in
daily life, domination and nurturance overlap imgaex ways and cannot be clearly distinguished
as bad or good." (ibid.) These ideas of dominamceraurturance as separate yet overlapping
displays of power, as | will point out later in ragalysis, will be relevant specifically when
discussing female characters who not only posskgghasocietal status, but are also mothers.

Another noteworthy aspect of power comes in thenfof thematic content. In 1982, Jean
Baker Miller researched the fears among women deggupower; what emerged were "themes of
selfishness, destructiveness, and abandonmenglbasaconcerns about inadequacy and loss of
identity” (ibid.). Observations of this sort wowd@pear to support the aforementioned notions of
women's power as "illegitimate,” where even wontemntselves are quick to associate corruptive
elements to their usage of authority. If fantasotietically then provides the means of subverting

stereotypes, yet is bound to societal conditiorikeasame time, observing the presence of recurring
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themes in popular contemporary high fantasy liteeamight help offer us an idea of how prevalent
such ideas about women and power remain to this day

As 2.1.1. has already noted, high fantasy in paldr is often viewed a limited and sexist
field among the most popular of authors. It is tilugt regarding feminist critique, theorists have
brought up the "hermeneutic suspicion” directedatials male authors as early as the 1970s
(Eagleton, 1996, 226—-227). This refers to the ugoher assumption that the intentions and
unconscious agendas of a male writer will alwayfedfrom those of a female author, and that the
gender of the author will undeniably play a roldow their work is analyzed in terms of their
portrayal of the feminine. However, with more retceotions such as those from the field of
poststructuralist criticisfithe concept of interpreting an author solely angtounds of their
gender becomes partly outdated, and shifts my fotagalysis onto a more neutral ground: for
example, inOut of Bounds: Male Writers and Gender(ed) Critic{d.990), Laura Partridge and
Elizabeth Langland draw attention to this dichotdmgypointing out the issue of labeling a male
author misogynistic merely based on the imagesarh@n they have created in their work, calling
for a study on the "tension between a mimetic adeursive approach to gender in literature™
(12). What this refers to is essentially the notioat in trying to emulate reality, we are bound to
encounter generalized representations of both meémamen alike, ones that may reinforce
patriarchal stereotypes because of the manner ichviiction directly emulates reality in this
aspect. The point Partridge and Langland argusatsitnages of men are "equally culture-bound",
and that while "male is the privileged term in gathy, the images seem less restrictive"” yet "are,
nonetheless, confining"” (ibid.). The aforementiorsecklevant to my analysis given their argument
that analyzing male writers through feminist thensasot based on the expectation of

"representingvhat is not and never has been, but breaking dowdsmantling the terms and

® The view poststructuralist feminism takes is thatjscts like 'man' or 'woman' do not exist outsifldiscourse, and
thus "no 'lived experiences' ... can be taken #eeatic statements of what (marginalized) womeliyr¢ink, feel or
want" (Hansen, 24).
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forms that have preserved the status quo of twdeysh (ibid., italics original).

For a more recent outlook on the issue, Joann&Benlaims that many feminist critics
admit to there being differences to a text depepndimwhether it is written by a male or a female
author, although the quality of the work is notekelnt to defining those differences. In their
opinion, these are derived mainly of social anducal origin. While in many cultures there are no
longer similar gender-specific limitations, theg@f a woman can be, and to an extent still igdix
to specific societal norms which render her opputies to write seriously to a smaller scope as
opposed to their male counterparts. (2008, 34}Herovords, their narrowed options in regards to
career and life choices have ultimately reflectedain undertones of their work, regardless of
whether it has any bearing on the actual quality. #following that line of thought, Benford also
considers fantasy writing as a means of "[breakihg]hold of patriarchy,” which coincides with
previously discussed ideas on fantasy's subvegsiabties. Benford has even coined a term called
'wild-zone' to refer to a state of non-gender dpewiriting within fantasy fiction, one that can be
accessed by and offers "infinite flexibility avdila to both genders” (ibid.), meaning she considers
fantasy to allow for imaginative space which neetlbe specifically restricted or influenced by the
gender of the author. (1)

Therefore, while | acknowledge the potential iefiges of Martin's gender and socio-
cultural background on his work, | will attemptanalyze his work neutrally along the lines of
Partridge and Langlang above. By presenting a nuofifemale viewpoint characters, all of whom
subjectively control the plot for the duration bétr chapters, Martin's methods — uncommon to
high fantasy in general — can be argued to reBectford's 'wild-zone'. It can thus be presupposed
that he approaches his female characters with edpjedtivity, and in my analysis chapters | will
proceed to study the manner in which this objettila presented regarding mothers and the power

they possess.
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2.2. The many faces of mothers

If female characters in general struggle to gagnag or even proper exposure in fantasy, as
discussed in 2.1.2., are mothers an even more nadigd category among them? Or are they
featured within stories as more or less genderrakobjects, with less agency than their
independent female counterparts? According to kidén in theGreenwood Encyclopedia
mothers in fantasy fiction exist both in a liteaald figurative sense, the latter referring to austr
concepts such as Mother Earth, a familial placgectrrity or sanctuary. Literal mothers, on the
other hand, are approached with more ambivaleepeesenting both security and oppression alike.
Equally dualistic for many feminist critics, thenmept of motherhood can be construed as a symbol
of "both limitation and empowerment” (2005, 537hefefore, she considers motherhood to be
generally celebrated in fantasy fiction, the eidkesof which is represented through stepmothers and
other similar figures of maternal authority (ibid=pr comparison, Gary Westfahl's article on
fathers in the same encyclopedia features an afrgyalities such as devotedness, caring, and
absence among those displayed in fantasy fictiah, father figures as a recurring theme (288).
When looking further into mentions of motherhoondantasy, it quickly becomes apparent
that the source material often features worksdhatctually categorized as children's or young
adult fantasy, even fairy tales. Most likely thasen for this lies in the origin of the word 'fagya
which in broad terms can encompass a wide varietyooks with fantastic themes, as | already
discussed; likewise, as the readership and evetemoof fantasy can vary to a staggering degree,
drawing direct parallels between each depictiomotherhood and those found in Martin's novels
would quickly become misleading and unfocused. @foee, | have independently researched some
of the more popular works of high fantasy in theerg decades, and sought out recurring themes in
the mother characters therein (assuming the cleaisaate present at all). By limiting my research
to high fantasy mothers | have attempted to gaugera accurate portrayal of the genre preceding

Martin's work.
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However, in my research | also discovered thatumerous accounts, it is far from simple
to draw direct lines in readership between youngtddntasy and high fantasy. Although Martin's
work clearly falls on the more adult side of wrgjrgiven his recurring portrayals of adult themes
and imagery, the writers | have selected as higseogporaries in high fantasy — often shelved right
next to theA Song of Ice and Fireovels in bookstores and libraries — are not resrédy as
indistinguishable. As | contemplated on the issi@dusion/exclusion regarding such works with
a wide audience, it quickly became apparent thalimyed findings on high fantasy mothers is
best elaborated upon through the juxtaposition migtterial found in similar stories aimed at
younger readers. Given the large amount of divexsenples of motherhood found in young adult
fantasy alone, the sparseness and thematic stagmatMartin's predecessors and contemporaries
is a stark contrast, and comparable to my findings1.1. on the different approaches to female
characters in fantasy and children's fantasy. Toexet is possible to theorize that the lack of
mother characters is directly proportionate tolitmted amount of female characters in general.

Thus, | will first elaborate on mothers in fantdisgion aimed at adults, where | will focus
specifically on Martin's subgenre of high fanta&fterwards, | will give a brief look into how such
characters have been treated in similar works ibdrem’'s and young adult fantasy, pinpointing
themes concerning motherhood that remain moressrdbsent in high fantasy. Through this | hope
to establish the current trend of mother portrayalsigh fantasy, which will also preface
subchapter 4.1., wherein | will eventually arguat thlartin's mother characters differ greatly from
their predecessors in the genre.

In my second subchapter, | will introduce anoliterary stereotype: negative motherhood.
This refers to the concept of '‘bad mothers', arra@phenomenon in literary works of all types.

By introducing this stereotype, | aim to point exdys in which various aspects of motherhood are
traditionally interpreted in a negative manner, ahhcreates an important onset for the study of how
we, as readers, approach characters like Martiotsset expectations for them, even unconsciously.

This will become one of the more pivotal keys te #émalysis of Martin's work in subchapter 4.2.,
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providing a background for the way we read motlasrsharacters in texts of all genres.

2.2.1. Recurring themes regarding mothers in highantasy vs children’'s/young adult fantasy

The scarcity of mentions of motherhood, even anthsgussions of female characters in fantasy
fiction, says perhaps more than any hypotheticalystiedicated to the subject probably could. As
discussed in 2.1.1., high fantasy, or fantasy aiatedspecifically adult readership in general,
seldom presents pivotal female characters or exa@agponists; the chances of those same
characters also being mothers (or their narratareglinked to motherhood) appears to hover at an
even lower rate. Given the action-packed, famiedented nature of many fantasy stories, this is
not an entirely unreasonable conclusion to comgdh;as one starts to ponder the ways in which
an author of secondary worlds could theoreticallyvert the demands of motherhood of real life,
or simply instill situations where traditional methood does not pose boundaries for adventure,
the explanations are less straightforward. George Rartin's decision to include a number of
active mothers within his primary set of charactespecially in a fantasy world that so closely
parallels our own, would therefore suggest a netdeparture in genre conventions.

However, the absence of mentions of high fantagthers within studies on fantasy does
not directly mean there are no examples to be folfimehly to construct broad generalizations on
the state of those mothers in popular high fantiasgn in the past decades, | have attempted to
compile a short list of frequent themes | have @isted within some of the more commonly
referenced titles, i.e. Martin's contemporaries tedauthors who predate him. | have conducted
this research by familiarizing myself with the werttiscussed; however, some of this
familiarization has, due to time constraints, ocedron a more surface level, and therefore there is
a margin of error over mistaken interpretationsnétbeless, | have strived to only include
examples which | have enough knowledge and confelém use as background material.

As it happens, Martin is not entirely alone withils chosen genre by including mothers —
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or as is usually more to the point, maternal figusking the place of biological mothers. Among
the most famous of such in high fantasy is Galafhoen J. R. R. Tolkien'Ihe Lord of The Rings
who serves as a beacon of comfort and hope fadlenturers throughout the novel. Galadriel's
role is certainly very maternal, yet this is lesdbecause she actuaiy/a mother (and a
grandmother). She rather functions through wordseotle wisdom bestowed on the main
characters of the story, who themselves are uectlather. As is the case with Galadriel, many of
the older women — sages, sorceresses, queens,ieticigh fantasy may be biological mothers, yet
their maternal care and insight are often diretd@dards the actual protagonist of the story. Their
actual children are rarely of any great importatactne plot. Some of Tolkien's other female
characters subsequently become mothers after threawants of the story, such as his more
adventurous Eowyn, but this is not a trait whicfirses them either; motherhood is something that
appears to fundamentally belong to the life cy¢la woman in most fantasy worlds, as an
extension of their role as a wife, often occurramdy after the adventure is over.

Some of the high fantasy mothers | have uneartin@dst the countless trilogies, sagas, and
epics follow more or less in Tolkien's footstepsbBrt Jordan's massiVéheel of Tim¢1990—
2013) series features a few noteworthy motherssiadt of minor characters, such as Morgase
Trakand, a former queen. One of her children, derdgilayne, is a main character in the series; in
the second to last installment she is pregnant thighprotagonist's twins, which in turn lessens her
role in active adventuring. Jim Butche€edex Aleraseries (2004—-2009) portrays a rather similar
situation with Isana, a respected 'watercrafteo wgtrevealed to be the protagonist's mother, and
Kitai, the protagonist's love interest who ultintgtieears his child. The relevance of these
characters is thus directly linked to the male ggohist, which would seem to mirror another
recurring mode of writing mothers in high fantasybtle erasure. Authors of popular series such as
Christopher Paolini (thenheritance Cycle2002—2011) introduce male protagonists whose ensth
have either died soon after childbirth or remaiaadnymous after unwillingly giving up their

child. Robin Hobb'She Farseer Trilogy1995-1997) is a notable exception to this trogesne
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the protagonist's mother is revealed to be alivkiamirect communication with her son;
nonetheless, she exists as little more than a stippeharacter.

Although orphanhood is often used to highlight @ldeersities of main characters,
motherhood has existed also as a vessel of tragretdargaret Weis and Tracy Hickman's vast
Dragonlanceuniverse (1984-), not only does the characteradfi@oon lose a daughter and
husband to the war, but series regular Tika Waglaa has five children later in the novels, two of
whom die. The latter example is also connectedtteral in many series with several installments,
which progress by embarking upon the adventurdéiseofons and daughters of the original
protagonists. This naturally usually shelves threnfer female characters (now mothers of the
second generation) in the background, save foingtances where they are re-visited to lament
their children's endeavors. For comparison, the oblcharacters who become fathers in the same
series (such as Tika's husband, Caramon) mighariegst not diminish altogether in terms of
agency. In general, my research on the formestitbes led me to conclude that while fatherhood
might not exist as a prevalent theme in works ghtliantasy any more than motherhood does, it
does not limit men as characters due to the prircarggiver's role defaulting to women. Moreover,
master-apprentice narratives are a staple in m@anigs about sword and sorcery, reflecting
Westfahl's earlier notion about father figuresantasy fiction.

The conclusion to draw from the majority of popuiggh fantasy novels is that examples of
motherhood are scarce, and often limited in poatitayhat makes this curious is that when
broaching over to the territory of children's amaigg adult fantasy, the examples quickly grow
more frequent and diverse; the leap in audiencae thee works of Margaret Weis and Tracy
Hickman to writers such as Eoin Colfer may ultinhateot be that lengthy, yet the complexity of
mother-child relationships in h&rtemis Fowlseries (2001-2012) can hardly go unnoticed when
compared to th®ragonlanceuniverse. Where mothers of noblemen and fair nmsidee rarely
anything but kind, self-sacrificing and loving (thadhering to Liz Felden's note about celebrating

motherhood), the master thief Artemis Fowl's mothegeline is a mentally unstable woman, with
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symptoms of schizophrenia and bipolar disordeithatbeginning of the series, she even dislikes
Artemis calling her his mother because of her depoa. Lyra Belacqua, the heroine of another
popular young adult fantasy series, Philip Pullmbins Dark Materialstrilogy (1995-2000), has

an even more troubled relationship with her esedngother. Mrs. Coulter, to whom Lyra finds
out she is biologically related only halfway thréutdpe first book, approaches her daughter with a
combination of ruthlessness and maternal instifttile she is both capable of sacrificing Lyra and
sacrificing herselfor Lyra, to her daughter she remains a person tedred and loathed for the
majority of the series. While undeniably capableaftihearted deeds, Mrs. Coulter is also seen
clearly expressing her love for Lyra, but their maltinteraction is more reminiscent of a child's
struggle for individual identity, thus renderingetmother inevitably monstrous in her eyes (see
Kristeva in 2.2.2.).

It could be theorized that children's and youngliai@ntasy provides many examples of
motherhood due to the younger audience's affinithémes of parenting in general. However, this
does not completely explain the lack of nuance dbimrhigh fantasy novels regarding mothers. To
compare with another well-known fantasy seriesegdy children and adults alike, J.K.
Rowling'sHarry Potterseries even borrows from a different source efdity tradition altogether:
according to Lucie Armitt, good and bad parentmgimnong one of its key themes, but she
considers "the treatment of basic familiar struesun the series [to be] more typical of nineteenth
century rather than contemporary fiction" (20050)YL@rmitt likens Harry's portrayal as an orphan
boy brought up by surrogate parents to charadter<Jharles Dickens's Oliver Twist, and that
Rowling thus treats motherhood in a valorized mamaseopposed to the works of writers such as
Tolkien (100). Nonetheless, Harry's self-sacrifgcmother is not the only type of mother in the
series: equally relevant examples come in the fairins best friend Ron's mother (familial and
loving, yet critical and overbearing) as well agiyig godfather Sirius's late mother, who is "her
son's greatest enemy" (ibid., 107). Diana Wynnedpon the other hand, has authored several

popular fantasy novels for children; according &bbrah Kaplan, her works include "a large
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number of truly horrifying mothers," but that stesb provides a fair number of girls wrestling
with what it means to be caregivers/babysitterstrmiosurrogates” (2009, 269-270).

After observing the manner in which motherhoodagrayed in various types of fantasy
fiction, one of the more prominent questions one draw from these findings is the concept of
active motherhood posing issues for high fantassatige: is motherhood as an established identity
a concept that is difficult to weave into storiegamically, or is there no conflict or drama to be
found for a character whose primary agency is pegfdoy motherhood? Do high fantasy authors
consider motherhood an obstacle for the narrativess it directly relates to the character's growth
as a person, through events such as the losshaldeoe, alternatively, adopting and adapting to a
child? I will attempt to contextualize some of thegiestions by discussing the history of negative

motherhood in literature, to give background fosgible origins of these issues.

2.2.2. Negative motherhood in literature
| attempt to provide a theoretical account of wles unquestionably been truéhat
women have had primary responsibility for chitdtecin families and outside of
them; that women by and large want to mother,getdyratification from their
mothering: and finally, that, with all the corfls and contradictions, women have
succeeded at mothering. (Chodorow, 1978, 7)
The above quote summarizes Nancy Chodord¥wsReproduction of Mother: Psychoanalysis and
the Sociology of Gend¢t978), a groundbreaking feminist study on motigat its time.
Chodorow's attempt was to challenge the socialtoactton of parenting seen as inherently
‘female’, that "the contemporary reproduction otmang" is conceived through psychological
processes induced by social structures, and thtterog is "neither a product of biology nor of
intentional role-training” (7). Many of the concep her work remain relevant to this day; in the
past years, critics such as Andrea O'Reilly havtemr on the politics of mothering and how gender
inequity persists in patriarchal motherhood (2()8.The urge to 'emancipate’ mothers thus

originates from the obligation to fill the profité the '‘good mother' in order to receive societal

acceptance; by refusing to follow this pre-ordaisedpt, women are regarded to be in need of
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societal correction (10). The concept of feministtinering thus relates to various ways of
empowering mothers, and challenges customary agipesao motherhood as culturally
constructed.

As O'Rellly argues, mothers are still subjectethe pressure of complying with a limited
set of features, all of which supposedly defin@adymother; among these, qualities such as
altruism, selflessness and devotion remain fredyetegalized (ibid.). But as there are a number of
ways to characterize the ideal mother, there kesvise many ways to describe what constitutes a
bad one: malevolence, selfishness, and negleasepr the antonyms of the aforementioned self-
sacrificing ideal. Literature has always provedaluable asset in enforcing these stereotypes: what
Martin's mother characters are thus analyzed uparbiackdrop of decades, even centuries' worth
of internalized images of what differentiates adjawther from an obscene, even monstrous one.
Shaped by not only literature but other similatwdl works (including films and TV), the trope of
the monstrous mother thus persists in various faonsghlight the differences between good and
bad parenting on a more unconscious level thahfissaapparent: it focuses on motherhood not
only because of a mother's role as the primarygbaee’ but also as a means of controlling female
sexuality and identity.

We might initially connect the idea of monstrousthrers primarily to science fiction and
horror stories; Aldous HuxleyBrave New World1931) even features a speculative world wherein
motherhood is a thing of repulsion (Felden, 20(&,)5However, the trope of negative,
detrimental, or monstrous motherhood extends fgoe genre fiction and colloquial notions of
the word 'monster'. Traditionally, theorists susHraucault have described monstrosity as
culturally defined, where the blending of two veligtinct elements (such as two different sexes,

individuals, or even realms) produces a thing eofcaimal nature (Owens, 2009, 67); however, in

7 According to John Bowlby's theory, babies ideniifgh the primary caregiver between 6-8 weeks torehiths; the
person in question is usually the mother, yet @sponsive, caring bond with an adult will suffiéeound 6-8 months
most infants have formed 'true attachment' togpeific individual (Kail and Cavanaugh, 2010, 11773t).
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1982, Bulgarian-French psychoanalyst Julia Kristewdroduced the concept albjection through
which she regarded "maternity, as a category atemce, [to be] always monstrous already" (ibid.,
68). What this refers to is the idea that behing @riturally constructed notions of bad
motherhood, there is an element of underlying, s&@g need for each child not only to repel its
mother, but to also brand her as monstrous in dodexconstruct itself (Kristeva, 1982, 2). To gain
a multi-faceted understanding of the monstrous erathfiction, we must therefore first understand
the psychoanalytic background for the trope.

Kristeva's influential essay "Powers of Horror,Egssay on Abjection” (1982) maps through
the various formations of thabjectwhich, according to her, "is something rejectadrfrwhich one
does not part, from which one does not protectehas from an object. Imaginary uncanniness
and real threat, it beckons to us and ends up gnguis" (4). What this refers to is the idea of a
deeply unconscious simultaneous desire and rejettiwards concepts which may not possess
actual form or purpose, but instinctively repebys'[disturbing] identity, system, order" (ibid.).

For example, bodily waste and filth, even corpsesat signify death, but instead literally show us
what we "permanently thrust aside in order to li(@&; originating from us and expelled from us,
these natural processes do not "respect bordestigms, rules,” and are thus impossible to
understand or accept (3—4). Abjection thus functiasa means of self-preservation, to protect the
self from the abject, which often exists in an iimkgble part of the psyche as neither object nor
subject (1-2).

One of the earliest confrontations with abjectiacgording to Kristeva, is the attempt to
separate oneself from the maternal entity. Thaoise in order to establish one's individual seli in
"violent, clumsy breaking away," necessitated kgy/fct that "the child can serve its mother as a
token of her own authentication; there is, howekardly any reason for her to serve as go-between
for it to become autonomous and authentic in 1s"t(13). In other words, the child must
instinctively initiate its quest for independenkeisteva argues that we perform various rites and

rituals of defilement to prevent the child's idgnfrom "sinking irretrievably into the mother,"
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many of which originate from religion (64). Krisewalso draws from other known psychoanalysts,
such as Sigmund Freud, as she describes the categlicelationship of motherhood and inherent

monstrosity, including the relationship betweenathrar and her son in particular for representing

the primal of all incest taboos (59).

What Kristeva thus describes is a state of inblataejection of the mother in order to gain a
sense of autonomous self. Motherhood is therefonegpily monstrous only in the unconscious
mind of the child striving for individuality. This also paralleled in literature: the struggle for
autonomous self has persisted in works of fictioces ancient history. The Greek legend features
many literal female monsters such as the Sphimx@brgon, and the Chimera, whom heroes must
defeat before ascending to kingship and marriageo/ling to Jean-Joseph Goux, "the victory
over the monster, a typical, universal exploit @fiatless mythological heroes, thus has the deep
meaning of matricide" (1993, 26); by conquering itigernal element, the hero is thus eligible for
autonomous success. To contrast this "natural”ldpreent, Goux particularly references the story
of Oedipus, who causes the Sphinx to self-desbyenswering her riddle correctly: while this
"frees the young man from his agonizing and abyessadction to the maternal dimension"” (36),
Oedipus also fails to commit successful matricide #aus represents "an incomplete and, as it
were, involuted and atrophied sensitivity to theif@ne" (39). The tradition of female monsters as
adversaries to be defeated was later adaptedditaimd fairy tales, such as the legend of Baba
Yaga in the Slavic folklore. Evil stepmothers amndet birth mothers are likewise a staple in fairy
tales:The Juniper TreeSnow WhiteandHansel and Gretehre among many stories that feature
abusive and malicious mother figufeadditionally, a number of contemporary childreéoks
reference monstrosity through abjection as naeatof independence: a prime example comes in

the relationship of Lyra and Mrs. Coulterhiis Dark Materials(1995-2000), where the experience

® According to scholars such as Heinz Rélleke andiddawarner, the Brothers Grimm may have changedyroéithe
mothers inChildren's and Household Talé$812-15), their collection of fairy tales, inttepmothers instead; this was
done "in an effort to preserve ideals of Germanhmdtood" (Lee, 2008, 638).
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of the child is a vital factor in how the parenpwrtrayed. This type of narrative would certainly
explain some of the persistence of the trope -s@taven Bruhm writes, the violent nature of this
emancipation means that "the mother is continuailyvented as monstrous but in a way the child
incorporates as much as she/he abjects” (2002, 266)

However, while the concept of the monstrous mothay have existed in philosophy,
psychoanalytic theory, and literature in this urstmous sense, what is more important to my study
is its subsequent adaptation into a socio-cultmatker. What this refers to is understanding the
monstrous mother as a tool of gender politicsgmstof operating purely on a psychoanalytical
level—in other wordsthe ingrained attitudes rejected by Chodorow arredly. According to
O'Reilly, "a theory of feminist mothering beginstvthe recognition that motheasid children
benefit when the mother lives her life, and pragimothering, from a position of agency,
authority, authenticity, and autonomy" (2008, 14li¢s original); what this argument challenges is
the notion of passive and self-sacrificing mothedhovhich has persisted as pivotal themes in
literature to enforce specific social sensibilitiskotherhood combined with agency is ultimately a
guestion of power; critics such as Marilyn Frankase therefore criticized the manner in which
"the traditional maternal narrative is largely @r@achal fiction, designed at once to sustain the
population and ensure the lines of inheritance)enmoistering an agenda of maternal erasure that
severely limits female power" (2003, 258).

Francus's work also comments on some of the igsuepresenting mothers as characters
with an agenda: since as primary caregivers motlaeesable to withhold comfort, care, and food,"
there is theoretically something unsettling abautatives where matters such as self-preservation
overcome maternal instinct. In Francus's opinibig, ¢reates a paradox in the idea of the nurturing
mother as an individual entity, since "for a motteebe acknowledged and represented as a
character, she must violate the very definitiomatherhood by manifesting some agency, desire,
or will" (259). According to Francus, then, the ménclusion of mothers as three-dimensional

characters would seem to challenge the traditinoah of maternal passivity or erasure altogether.
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Furthermore, the failure to comply with the reqment of subordination through motherhood
"leads to marginalization” (274).

Early examples of fiction wherein agency is deemeiimental to motherhood range from
William Shakespeareldamlet(1603) to Gustave Flaubertadame Bovary1857): the characters
of Gertrude and the eponymous Emma share simdauini prioritizing their personal interests,
particularly over motherhood. Of the two, Emma mare direct portrayal of a frivolous, lusty
woman, who regards traditional family life as dald meaningless and engages in adulterous
affairs. Gertrude's involvement in her husband'sd@ny supposed adultery and disregard of her son
Hamlet is more ambiguous, yet critics such as Eli6t have characterized the entire play as "the
effect of a mother's guilt upon her son" (1920, 48plying that Gertrude's death at the end of the
story nonetheless symbolizes a ritual of self-éigerto gain redemption as a mother. Emma, on the
other hand, fails to commit even suicide correalyd thus cannot redeem herself in her final
moments. For her, death becomes the ultimate nmalization for having lived a life in direct
opposition to the social norm. Even afidéadame Bovary'commonplace maternal failure"
remained a common theme for writers in the 18thtogr(Francus, 259); in the light of this trend,
Francus argues that

The traditional narrative insists upon the camtant of maternal sexual desire and will,
which unchecked could destroy the existing samdér through the production of
adulterous and illegitimate offspring. Accordipgivomen who produce legitimate
children are valorized, for they symbolize a féarfartility that has been appropriated
by a male system of value; women who producetetuls or illegitimate children —
like [Defoe's] Moll Flanders, Roxana, and Swiftiseeders” — are stigmatized as lusty,
headstrong, unnatural, and monstrous. (258)
The unnaturalness and monstrosity Francus refaratooriginate from the same source as
Kristeva's psychoanalytic theory, yet serves a d#fgrent purpose: instead of representing the
autonomous struggle of a child regardless of dgecharacters are stigmatized on a social level
and forced into repentance by the society. WhienEus regards narratives like Swift and Defoe's

(which include extreme themes such as child abaméahand infanticide as social commentary) as

transgressive to the tradition itself, she nonetheliews them in the same continuum of enforcing
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the "criminalization of the autonomous mother" thgh negative repercussions:
In other words, even as Swift and Defoe makectse for social change — for parental
responsibility for children; for female authority control their social and economic
positions; and for a social system that provioj@sons for distressed mothers other than
starvation, crime and death — they also arguentiséhers who thwart social order and
expectations, even in dire circumstances, arestnaus. (274)
This presupposes another paradox in the discus$ite monstrous mother: while it is imperative
to feature alternate depictions of motherhoodtarditure, at what point does the transgressive
transform into yet another supporting block forttwaich it is attempting to subvert? Is it a matter
of re-evaluating the monstrous, then being adviseavoid the monstrous nonetheless? Owens
offers one explanation to this dilemma by differatimg the wordsnonstrosityandobscenityfrom
one another. According to him, the difference betwthe two can be described by the following:
"Obscenity is too much of something; monstrosittheswrong thingaltogether” (73). Therefore,
mothers who display too much of what we traditibnebnsider features of motherhood (love, care,
protectiveness) are simpbpscene motheras opposed to those who commit acts that go stgain
the nature of motherhood completely (infanticidearadonment). They, in turn, could be called
monstrous mother@bid).

Ultimately, the concept of 'too much’ is as cudtlyrbound as it is arbitrary; literature can
thus provide means of gauging general attitudeletming obscenity. Explorations of this theme
have surfaced in fiction in the 20th century partacly in horror fiction. While | began this chapte
by explaining the difference between colloquialhderstood monstrosity and the history behind
monstrous mothers, the two themes invariably imi@nect in horror by eliciting reactions which
partially originate from the unconscious psycheassed by Kristeva, as well as the patriarchal
narrative criticized by Francus. Cultural criticrBara Creed has referenced Kristeva particularly
regarding links between femininity and monstrositpopular media. IThe Monstrous Feminine

(1993) she argues that several horror films emgiieynatics similar to Kristeva's abjection by

representing maternal figures as the "monstrousdiem" Creed uses examples sucliPagcho
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(1960) andCarrie (1976¥ to illustrate stories where mother characterausetto relinquish [their]
hold on [their] child," thus "[preventing] it frotaking up its proper place in relation to the
symbolic”, where the symbolic again refers to thiédts eventual state of autonomy (12). Kristeva's
theories on the improper and the unclean also be@mmportant factor in Creed's studies, as she
argues that more or less all horror texts "represenmonstrous-feminine in relation to Kristeva's
notion of maternal authority and the mapping ofgbaHé's clean and proper body" in order to gauge
reactions of "disgust and loathing” from the aud&(i3). As she specifically focuses on bodies
and how they are interlinked with the maternal atitf, | will address Creed's views on filth,
maternity and horror anew in 4.1.

In conclusion, the history of monstrous motherhoould be said to exist in a junction of
Kristeva's psychoanalytic approach and Foucahksrly of monstrosity as culturally defined.
While themes of abjection may exist as 'necessargponents in children's literature to this day,
negative portrayals of motherhood which are closelynected to socio-cultural circumstances
have grown increasingly more frequent since thé a8t 19th century. Compared to earlier texts,
these often served the intention of ideologicatigteolling female sexuality and lines of succession
through notions of ‘appropriate’ motherhood in aeweliberate manner. In the 20th century, on
the other hand, the psychoanalytic theory relateddtherhood was adapted into stories of horror:
the obscene mother, who goes beyond what is carsideceptable mothering, now co-exists in
horror fiction alongside the literally monstrouseoiror critics such as Creed, this has resulted in
audiences further associating various featuresrofrfinity and motherhood with disgust. The
concept of motherhood can thus elicit negativetieas on several overlapping levels
simultaneously.

Since my analysis will mainly focus on the reprgagons and consequences of power, for

° While Creed refers to film adaptations in her bdudth were originally published as novels: by Rol@och
(Psycho 1959) and Stephen Kingérrie, 1974). The examples thus also work in literatar#lustrate famous
instances of monstrous maternity.
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the purposes of my thesis | have chosen to appnoatherhood in Martin's novels primarily
through the idea of the obscene rather than thicgkpmonstrous mother. Francus's notions of a
paradox within the concept of mothers with agerouyadly presents a thematic base for the study of
motherhood and individual power. To continue with toncept of negative repercussions and their
inherent link with active mothers, the idea of "sragl failure” through child abandonment will

also become prevalent later on in my analysis.
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3. Motherhood and power in the public sphere of Wderos

In 2.1.2. | discussed power from a feminist peripecThe two important issues raised were
concerned with perceptions of legitimacy over powrlded by women, as well as some of the
fears women themselves have over their own usewép In my first analysis chapter, | will
approach the idea of power-over (Yoder and Kahhin2.) by studying political power used by
Martin's mother characters, in order to argue titnait political and emotional agendas are
inherently tied to one another in the novels thfoowtherhood. | will also analyze the ways in
which they consciously and unconsciously make @isieeir power for both personal and political
gain, reflecting the fears of feminine power addeesin 2.1.2.

To preface my analysis, | will begin 3.1. by elediong on the pre-existing power structures
of Westeros, to explain the ways in which a motfaer gain unusual amounts of authority even
within its patriarchal society. | will continue lagdressing recurring themes in the displays of
political (or otherwise institutionally authoritaé) power conducted by mothers. In conclusion, |
will argue that the world of Westeros provides fepportunities of direct power, and the few seized
by the mothers in the story are characterized lggatnee emotions even when concerning political
decisions. Moreover, these decisions can inheréethyaced back to their children, which suggests
that the political is influenced by an element aftherhood.

In 3.2. 1 will proceed study the thematic repestass of these actions. By illustrating the
circumstances and results of mothers employingdipalipower my aim is to show that @OT,

COK andSOsSthe consequences are generally negative, regamfiése motivations or intentions

of the characters themselves; this | will agaik lio the idea of gender and the legitimacy of power
as well as the paradox of mothers with agencyjstsuglsed in 2.2.2. The conclusion to draw from
here is that such actions are often viewed asraiticonduct, illegitimate, or inappropriately
enabling, and that motherhood itself is inheretdy to these displays of power. This further

stresses the complicated nature of motherhood gerlcy.
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3.1. "What avails statecraft against the love of another for the sweet fruit of her womb?"
Maternal motivations

"Should you ever have a son, Sansa, beat himudrdty so he learns to mind you. |

only had the one boy and | hardly beat him atAallon is not a lap cat, | told him,

and he gives me a 'tut-tut Mother'. There isrelytitoo much tut-tutting in this

realm, if you ask me. All these kings would ddeal better if they would put down

their swords and listen to their mothers.” (L&lgnna Redwyne i8OS 84)
In Westeros, political reign has traditionally &illonly into the hands of men. This reflects a
gender divide similar to real life agricultural tusy, or as the character of Aeron Greyjoy dessribe
their world, "Men fish the sea, dig in the earth¢g aie. Women birth children in blood and pain,
and die. Night follows day. The winds and tides aemThe islands are as our god made them"
(COK, 159). While this statement makes the divide samehlly unrewarding for both genders,
the underlying implication is that men provide foe family whereas women create it, as though
this is simply nature's intention. Subsequentlg, fticus of male authority lies in governing, while
influential women are almost without exception siyribe product of their roles as wives, mothers,
and daughters, thus reigning in the private seafttimeir families. Or, as Caroline Spector states i
her essay on feminism in Westeros, female idertand therefore any power therein — is "largely
dependent on designations of male power — the ftan#,holdings, and wealth of their fathers or
husbands" (2012, 177). Although the vast majoritsnen inherit their position of authority through
a line of succession in a similar manner, the kéfgrénce is that this power can also be usurped or
otherwise achieved — yet only by other men, aneiggly through force. In Westeros, which
becomes the primary setting for the first threeat®mdirect female rule is mostly unheardbf.

Regardless of any ingrained attitudes over theutall order of the gender divide, there are

a number of female characters witB®T, COK andSOSwho seek autonomous power, mainly to

“House Martell, the ruling house of Dorne, is a hteta@xception: according to their laws, a womaasigegitimate an
heir as a man, and the current Dorne was foundedvigrrior queen. However, the rest of Westerosatshare these
views, and not many female lords have emerged fbomme since. A civil war called "The Dance of Dragbwas also
waged between Princess Rhaenyra and her brother lsontred years prior to the novels, yet this teduh the
rightful Queen to the Iron Throne being executed &sitor.
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determine their individual destinies as opposeditally accepting pre-set ones. For example, we
meet the sensitive lady knight, Brienne of Tarthpws ridiculed by her peers yet consistently
overcomes adversaries in a world where a womanss pnonary value is determined by rank and
beauty, thus subsequent eligibility for marriageha Greyjoy, the tough-as-nails daughter of a
warlord from the Iron Isles, desires no husbane $awher axe, but is well respected in her
community. The illegitimate daughters of the priné®orne, 'Sand Snakes', possess
trememendous self-determination and options i gwgiety, as per Dorne's more liberal approach
to female independence. However, such instancesxaeptional; they might unbalance the status
guo within a smaller scope, but fail to make anastpn a wider, societal scale. Moreover, if we
use Yoder and Kahn's idea of power-to, this typautbnomy is ultimately only enabled by men as
well.** Female independence might thus be possible owihdil, if rare accounts, but if we apply
Yoder and Kahn's concept of power-over, the exasnplew even fewer.

This is not to say there are no female charaatetse three novels with political power akin
to power-over. As discussed earlier, the storydakace primarily in the courts and highborn
Houses, and therefore all of the mothers | have@hdo study in detail wield political authority of
varying degrees. This authoritative stance is nsoraplex than might at first glance seem apparent:
inheritance plays a crucial role, as does marriagbe right, influential man. Depending on the
husband, the wife may or may not gain a hand irtipal endeavors. This persuasion may range
from seemingly innocent involvement, such as whatelgn Stark as she convinces her husband to
become the next King's Hatlor more deliberate political scheming behind ttenes, such as

House Tyrell's implied matriarchal rutéAs one of the most explicit examples GOK these

' Beyond the great Wall in the North, separating \&test from the icy realms beyond, the women amatnigpa called
wildlings live as 'spearwives', as capable of déiiegp themselves as the men; yet they are outaa$téesteros, looked
down upon for their uncivilized ways.

2'King's Hand' refers to a reigning King's seconddmmand, his most trusted advisor and ally.

 The mother of Lord Tyrell is shown BOSto plot behind his back with the aid of other wanie the court,
considering him an "oaf."
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circumstances are present in the character of kheli®, a priestess/sorceress, who is shown to gain
control of an entire army through her initially osent role as a mere advisor. For the most part,
however, such influence is only granted to a womvha is not only the wife of a notable ruler, but
the mother of his children as well — this guarasteer an ounce of independence should her
husband pass away. However, unless one is widotwedexy late age, women of high status are
expected to remarry.

What connects all of the mothers in Martin's Westat the beginning @&OT is thus the
indirect nature of their political power: power-ovtkrough influence or reputation. However,
although the highborn women differ from one anothdrow they view this opportunity, one
recurring theme connects acts both selfish andenalblthe heart of even their wildest political
endeavors lies the well-being of their children.lAsve pointed out in my findings of high fantasy
mothers in 2.2.1, maternal rulers, such as Tolgi@dladriel, traditionally reign with pure
intentions; what often characterizes kindheartegega and mothers handing out sage advice is
their maternal empathy, which we relate more tadlea of power-to. However, Spector considers
the nature of power to be so inevitably corruptibat even those women who manage to seize
agency in Westeros ultimately "fall prey to the sgootentially corrupting influences the men
experience" (169). What this suggests is that intikfa world, even maternal motivations are not
synonymous with altruism — quite on the contrarynmany occasions they would even appear to
cloud the judgment of the mother in question. Ae ohmy main arguments lies in the inherent
connection between motherhood and political poweaye divided notable instances of mothers
employing this power into three of the most prematbemes of motivation iGOT, COK andSOS
vengeance, fear, and pride.

The most glaring example of the corruption Spewtars to comes in the form of Cerseli
Lannister, Queen of Westeros, whom Spector cafis 'tf the most appalling, wicked, and morally
bankrupt characters il Song of Ice and Fifg181). As the only daughter of House Lannister,

known for its wealth and influence in the kingdddersei became Queen of Westeros through



38

marriage to Robert Baratheon. She is mother teetbinddren: sons Joffrey and Tommen, and
daughter Myrcella. She is beautiful, but abovéalinass of female rage," as Spector describes her
(181); underestimated and restricted by her gealieer life, Cersei has grown up in the shadow
of her twin brother Jaime. Her marriage, likewis@plved repeated physical abuse and rape.
Unbeknownst to King Robert, though, all three d@itichildren are actually sired by Cersei's twin;
in regards to personal agency, Spector views thiest as an act of vengeful emancipation:

Cersei strives to gain power any way she can.s&eps with her twin brother and

passes their children off as the heirs to thertér In Westeros, as with many male-

dominated societies, a man's power lies notifusimself but also in the line of sons

he leaves behind. Cersei usurps the line of sscwe, substituting another man's

child for Robert's own, an act that is both togaand the ultimate emasculation. The

only sons who will sit on the Iron Throne aftesliert dies are those of the queen

Lannister's bloodline. That they are childrerhley twin implies a mirroring of

herself in their creation, a startling staten@rtontrol and self-defined identity.

(182)
Cersei's desire for power is thus embodied in h#dren: although theoretically indebted to the
King for her political influence, this treason alemders Cersei symbolically autonomous. As the
Queen, Cersei literally controls more power thay @her female in Westeros, but only if she is
not subdued by her abusive husband; to literahyoee him from the equation, she arranges the
King's death, in order to rule as Queen Regent hetifirstborn, Joffrey, comes of age. Since many
of her acts are committed behind the scenes, faacter is easily regarded as manipulative and
treacherous, thus deviant. However, as Spectotgoiut, when compared to the men who have sat
on the Iron Throne, Cersei's actions are not wdllod the norm: "The history of the Iron Throne is
one of brutality, murder, and manipulation, andsgéers merely utilizing the standard toolset to
achieve her aspirations of power." She goes orsartbe this as a way of "[revealing] hypocrisy at
the heart of Westerosi culture,” given that wheemmwho deploy such tactics are heralded, Cersei
on the other hand is "judged negatively" by theeottharacters (182—-183). At the same time,
Spector is of the opinion that the character'stsbatrings on a personal and ethical front are what

ultimately prevent Cersei from gaining the powed agspect she yearns for (171).

For a period of time, Cersei is the most influaginpierson in all of Westeros, ruling as Queen
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Regent in her son's stead. Slighted for her gealtlger life, Cersei is of the firm opinion thatesh
should have been born a man; her character isea, briithless, and vengeful example of
internalized misogyny, where she both rejects ingtdtions but does not question their origin. Her
calculated efforts at gaining power clearly diffiem the traditional fantasy mother: unlike the
trope of kind and emphatic queens | discusseddr 2her actions are largely fueled by a set of
more selfish intentions instead. As such, thisatliygolaces her in the continuum of the "temptress
and deceiver"”, as characterized by Christine Maimegards to the White Witch in the Chronicles
of Narnia (2009, 43): in other words, a villain.eFefore, while Cersei's life fundamentally revolves
around her children, they largely exist to enaldedther actions — her emancipation, her treason,
her political safety. These, meanwhile, are pritgamotivated by revenge, towards not only her
husband but the whole society as well.

Compared to Cersei, the character of Catelyn Sterk seem like the complete opposite.
With five children, Catelyn is content with hereas the lady of her household, House Stark.
Married to the honourable and morally just Northiemad, Eddard Stark, Catelyn may at first glance
appear to adhere to the other half of the fantatyyand mother trope: even the House words of her
parents, House Tully, spell "Family. Duty. Honoudfilike Cersei, Catelyn does not aspire towards
personal power, but is responsible for the upbniggif their children and noble in her duty as a
highborn wife. Her character might easily becomeadnother example of the subtle erasure |
discussed in 2.2.1., where a lack of agency rerttiermother virtually nonexistent in most high
fantasy stories. However, Catelyn's characterrifrdan a stagnant chess piece throughout the
novels; more to the point, when spurred into actiba techniques she employs in her few
conscious acts of power more than resemble tho€eiskei's, in terms of being motivated by
bitterness and revenge.

In her essay, "The Brutal Cost of Redemption irs#¥s" (2012), Susan Vaught writes of
Catelyn as follows:

Catelyn Stark has many excellent qualities agmaam being, including a loving
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nature, fierce loyalty, and keen intelligencee @&lso has difficulty forgiving,
demonstrates a tendency to seek vengeance, @nolnaimpulse. When in an
emotional state, Catelyn lashes out, withoutiigant attention to the long-range
consequences of her tantrums. She cannot sesvhaneed for retribution, and
never truly acknowledges her own faults, to Heémeo anyone else. (94)
Catelyn and Cersei both seem to be driven by angamjfesting itself in vengeance. However,
what separates Catelyn from Cersei is that heplipelitical authority would probably remain
latent and undiscovered, were it not for matemsiinct spurring her on when one of her children
faces danger. To identify and punish the man bethiadissassination attempt of her son, Catelyn
embarks on an individual journey, armed with onfgw trusted men. Where Cersei's authority is
at its core dependant on the King and her fateralth, Catelyn is equally politically influential
only through status: as Lord Tully's daughter dredwife of Lord Stark, Catelyn is capable of
commanding troops loyal to both her father andhusiband in their stead. We witness this
specifically in the scene where Catelyn suspe@slttarf Tyrion Lannister as the culprit of the
attempted crime. Cornering him in a tavern by anckaencounter, she impulsively calls upon her
bannermen to seize Tyrion:
Tyrion Lannister sniggered. That was when Cat&lyew he was hers.
“[Tyrion] came a guest into my house, and themspired to murder my son, a boy
of seven," she proclaimed to the room at largejtmg. Ser Rodrik moved to her
side, his sword in hand.
"In the name of King Robert and the good lords gerve, | call upon you to seize
him and help me return him to Winterfell to awtaig¢ king's justice.” She did not
know what was more satisfying: the sound of eedaawvords drawn as one or the
look on Tyrion Lannister's faceGQT, 283)
The above suggests that Catelyn draw a sense aingiishment not only from her unexpected
display of authority, but also from the "look onribn Lannister's face," i.e. his surprise at its
effects. However, her "success [is] not as comgstshe might have likedGQT, 316), when in

reality only few men react to her words without bibtf This would further seem to imply that for

all her positive qualities and insight, Catelyréi@ns are viewed as unusual for her character, and

“"There were close to fifty in the common room byraisgh count. Catelyn Stark's plea had roused e diazen; the
others looked confused, or frightened, or sullenly@wo of the Freys had stirred, Tyrion noted, émgly'd sat back
down quick enough when their captain failed to maé¥e might have smiled if he'd dare@QT, 316).
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that people are surprised to witness her direaltg advantage of power for her own benefit.
Juxtaposed with her image as a compassionate mttkee is a similar contrast to her character in
SOS where Catelyn and her son Robb are ambushed atduiding. Catelyn, distraught, takes a
mentally disabled boy as hostage; upon watchin@séisaulters murder Robb, she slits the innocent
boy's throat in an act of desperate vengeance, ikigatwvill not bring her own son back. Her
impulsiveness coupled with a naturally vengefulnahave their own negative consequences,
which | will discuss in 3.2.; yet these incidents prime examples of how more than one mother
uses power on different levels as a tool for reeemggardless of whether it is used offensively or
defensively.

Besides vengeance, fear is what characterizes ofahg authoritative actions taken by
Martin's mothers. Catelyn's sister, Lysa Arryrthis most notable character to base virtually all of
her displays of power on fear, cultivating in oght paranoia. The vast majority of Lysa's political
power is gained through marriage to Lord Arryn,chedHouse Arryn and former Hand to the
King; when he dies, Lysa relocates herself and gieiyear-old son, Robert, back to House Arryn's
castle in the vale of Eyrie. Until Robert comesgé, Lysa rules the Eyrie in his stead, which
mirrors Cersei's situation with her son Joffreyefiéhare several parallels between the way Cersei
and Lysa rear their firstborns, which | will readds in 4.2., but while Cersei uses her position of
Queen Regent to wreck vengeance on those who ledittéeld her, Lysa isolates her court from the
rest of the society. Prioritizing the safety of Ben, she goes as far as to refuse any involveiment
the struggle for the throne — including turning bister Catelyn away when she pleads for support.
In a strangely grotesque manner, Lysa's actioredtere to the same Tully words that embody
Catelyn ("Family. Duty. Honour."), except she desedy dedicating herself to her son, severing
ties to her birth family in the process. Her fead ainsuitability for rule are brought up by Catetyn
uncle, as the two discuss Lysa's recent isolatmatiding her disdain towards marrying anew:

". .. It seems to me Lysa is only playing atrtship. She enjoys the sport, but |

believe your sister intends to rule herself uthid boy is old enough to be Lord of
the Eyrie in truth as well as name."
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"A woman can rule as wisely as a man," Catelyd. sa

"The right woman can," her uncle said with a sidgs glance. "Make no mistake,

Cat. Lysa is not you."

Your sister is afraid, child, and the L&stars are what she fears most. She ran

to the Vale, stealing away from the Red Keep &ikaief in the night, and all to

shatch her son out of the lion's mouth; and nowlyave brought the lion to her

door." GOT, 354-355)
The conversation brings up two notable pointsfitise of being the rare acknowledgement of
female rule, as non-existent as it is in Westeave $or special occasions. Even Lysa is expected to
remarry, but it appears less so for traditionagésand more for Lysa's unsuitability for rulinghier
son's stead. Their uncle appears to view Catelgnhatter light in this regard: this might implyath
we, as readers, are meant to consider Catelyrhasantly different from characters like Cersei and
Lysa, who do not follow in the tradition of "goodiaternal rule. Secondly, their uncle attributes
one of Lysa's biggest downfalls to her fears — tddhe Queen's family, fear of losing her son.rFea
would, then, appear to be the main motivator behiysh's authoritative actions, even in the eyes of
her relatives.

Although perhaps clouded by vengeance, an eleaidaar lies in the recesses of some of
the actions of Catelyn Stark and Cersei Lannigevell. At the end o€OK, Catelyn hears false
news of the deaths of her two youngest sons ba@mterfell; at this point the Starks are at an
open war with the Lannisters, and her son Robb, kdsocrowned himself "King in the North," has
taken the Queen's brother Jaime Lannister cag@iwen her earlier displays of impulsive power,
most would expect Catelyn to avenge her sons hgdalaime's life. Instead, she recognizes the
threat her daughters are still in at King's Landiith the Queen, and secretly bargains with Jaime
a safe return for her daughters in exchange foingdtim free. Acting of her own accord, Catelyn
is yet again impulsive upon finding herself in agpion of power, yet this time she values the
conseqguences, acting out of fear.

Cersei Lannister is, perhaps surprisingly, sintialner in this manner. If her children are a

source of bizarre emancipation, they also posejaaleource of danger should the deception come
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to light; it is implied that Cersei systematicaliges her influence to have all of her late husisand'
bastard children murdered, should they pose any ¢drthreat to Joffrey. Likewise, when others
plot to manipulate Cersei into making decisionghigir favour, they do so by frightening her into
submission by insinuating threat towards her otihddren:

"How safe do you think Myrcella will be if Kinglsanding falls? Renly and Stannis

will mount her head beside yours."

And Cersei began to cry. Tyrion Lannister coubd Imave been more astonished if

Aegon the Conqueror himself had burst into trerpriding on a dragon and

juggling lemon pies. He had not seen his sisemsince they were children

together at Casterly Rock.

Cersei sniffed. "l should have been born a mavodld have no need of any of you

then. None of this would have been allowed tgoeap How could Jaime let himself

be captured by that boy? And Father, | trusteanm fool that | am, but where is he

now that he's wanted? What is he doin@OK, 290-291)
Again, the above highlights two relevant thingsewyrion attempts to coax Cersei into marrying
her daughter to another House to gain allies, Bbheks him by being distraught to tears.
Ultimately, the plan works, as it plays on Cerskiigyest fears; yet we can also see her fear
transforming into bitterness, as she recognizesWwerhelpless position in a world where she is
forced to rely on her twin brother and their fatteemtervene. Save for her indignant stance that a
her problems are the result of incompetent mes,atso in these rare instances that we are shown a
glimpse of the more vulnerable side of Cersei,ulgest to fear and pressure as Lysa Arryn, whom
critics such as Brent Hartinger refer to only isgiag as a "petty, easily manipulated fool" (165).

Lysa Arryn herself may exhibit certain vengefubtities herself. She insists that Tyrion not

only tried to assassinate Catelyn's son, but alsaened Lysa's husband and thus deserves capital
punishment. Yet what characterizes her more thandevengeance is actually pride and the
resulting denial; this, as it turns out, is a featshared by more than one mother when it comes to
political rule. When confronted by her sister othex likely prospect of war, Lysa is adamant that
her strategic choice of distancing the Eyrie frdhtanflict will prove fruitful:

"We're safe here," Lysa was saying. Whether tahéo the boy, Catelyn was not

sure.
"Don't be a fool," Catelyn said, the anger risimdper. "No one is safe. If you think
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hiding here will make the Lannisters forget ygouy are sadly mistaken."

Lysa covered her boy's ear with her hand. "EYémely could bring an army through

the mountains and past the Bloody Gate, the Eyimpregnable. You saw for

yourself. No enemy could ever reach us up here."

Catelyn wanted to slap her. Uncle Brynden haatitto warn her, she realized. "No

castle is impregnable.”

"This one is," Lysa insistedGQT, 365)
Lysa's naivety is underlined by her sister's reacin Catelyn's inner narrative, she is frustrated
the point of wanting to slap Lysa, realizing tharcle's implications of Lysa not being fit to rule.
The above can also be read as more proof of C&edywn, impulsive nature, yet the message is
clear: instead of allying herself with an army, &ysould rather take her chances by barricading her
court on the top of a mountain, regardless of ffexts on the lives of her actual subjects. Noyonl
are they facing a war, but also a long and exhagiStiinter; Lysa's pride and fear are both factors
in her refusal to confront and prepare for theitgal her situation.

Pride and denial would therefore seem closely eotau. This is most apparent in the
actions of Daenerys Targaryen, another pursudreofron Throne, who hails her army from all the
way across the sea. Since women explicitly in isiuch a rarity in Westeros, Spector considers
the character of Daenerys particularly noteworsiyce "her very existence is perilous to the
current power structure” (170). Daenerys, a giffiooirteen at the beginning &OT, is one of the
last surviving members of House Targaryen, a dynakich ruled the seven kingdoms for nearly
three hundred years. After her father was overthrimaa revolt, Daenerys fled across the sea,
where her brother Viserys plotted an uprising sfdwn. Through an arranged marriage to a
powerful horse lord, Daenerys breaks free fromknether's oppression and becomédalees
the queen to her husband Khal Drogo. She is saggnpnt with their son, but tragic events claim
both the child and her husband; when Daenerys plegich witch to use forbidden magic to aid
Drogo, the results are disastrous. Unable to csipethrows herself into a funeral pyre along with
her husband, the treacherous witch, and three draggs; yet she emerges virtually unscathed, and

the human sacrifice triggers the eggs to hatchtinjodragons — the first the world has seen in

centuries. As Spector notes, "as she awakens #ges, she also awakens in herself a mystical
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knowledge that she — not her brother, Viserys — b®athe true inheritor to the Iron Throne" (183).
Daenerys is, therefore, possibly the most impoaatple of female power in the novels, because
her power is not proportionate to the men curreintlyer life; instead she considers it a birthrjght
and spends the rest of her journey actively pugspuolitical power.

Daenerys begins her story as a submissive pawson gains agency through her husband
and pregnancy, mirroring many of the highborn wonmeWesteros. What separates Daenerys from
the rest is the extent to which she is able to mee her potential power-to and ultimately even
power-over. Spector describes this as somethirightipens “first through Khal Drogo, who
grants her both his protection and the authoriéy tomes from being his mate, and later, through
her own agency when she emerges unscathed fromIXbgb's funeral pyre with the baby
dragons" (185). Embracing her upcoming maternigwed Daenerys to connect with her new
people, who have formerly intimidated her as alergn savage; by partaking in their customs she
gains their respect, as the future mother of "tfadli®n Who Mounts the World." As Daenerys
gains more confidence in her individual authordfye not only commands her brother to cease
physical abuse, but also bans rape within her.tHosvever, although her intentions are to protect
her new people, Daenerys's attempt at enforcingest&osi moral code is viewed as misguided
moral pride and even weakness from the perspeatilier new subjects.

Upon the death of her husband and son, Daenenysialy rendered powerless and
without purpose. Spector describes this state @s-fxeople” (177), the loss of whichever
patriarchal role defined a woman before. Yet asneags's symbolically gives birth to her dragons,
she is likewise "born again", as the Mother of [rag— eventually with enough authority to
command armies. The thematic of motherhood is lyreaterlined in her second rise to power,

even if her biological pregnancy results in prematieath. She repeatedly treats and refers to her
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dragons as her childrénfully embracing her role as the mother to her pewple, tribe and slaves
alike:
Mother. They are calling me Mother
The chant grew, spread, swelled. It swelled sd kbat it frightened her horse . . . it
swelled until it seemed to shake the yellow wafl¥unkai. More slaves were
streaming from the gates every moment, and gscdi@e they took up the call.
Ser Jorah urged her to go, but Dany remembededaan she had dreamed in the
House of the Undying.
"They will not hurt me," she told him. "They arey children, Jorah."
"Mother," they called from a hundred throatshausand, ten thousand. "Mother,"
they sang, their fingers brushing her legs adlskeby. "Mother, Mother, Mother!"
(SOS 589, italics original)
The above encapsulates both the slaves' percegtidaenerys, as well as her own reaction to her
subjects: she views them as her "children," anstérthem likewise to mean her no harm. As
opposed to regarding them as subjects or the sharess a ruler, their mutual bond resembles that
of a caregiver. With a supposedly devoted followibgenerys is an undeniably dangerous female
force; so great a threat, to be precise, that Rogert has called for her assassination, evereiish
only a teenager. Daenerys's initial pull of auttyas indeed foreboding:
"We follow the comet,” Dany told her khalasar.d®nt was said, no word was
raised against it. They had been Drogo's peobpiethey were hers now. The
Unburnt, they called her, and Mother of Dragdtst word was their law.
(COK, 171)
However, during Daenerys's journey, not only doéecome more and more apparent that her
potential is far more dangerous than her actuadluéipes as a ruler; her increasing following
begins to shatter with each crack. Her actionsrarvated by the well-being of her family, then
her subjects, which mirrors the maternal motivagiohother birth mothers | have discussed thus

far; yet most of Daenerys's attempts to overconseetal odds repeatedly backfire, since like Lysa,

she struggles to confront the reality of her sibrabecause of pride. Daenerys is indeed proud of

*"Drogon was curled up beneath her arm, as hot mma that had soaked all day in the blazing sumeghl and
Viserion were fighting over a scrap of meat, buffgteach other with their wings as smoke hisseghftieeir nostrils.
My furious children she thoughtThey must not come to hdrfCOK, 530, italics original).
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her power, apologizing to no-one, but her acti@ilstd provide intended repercussions regardless
of good intentions; moreover, as children rebeiregiaheir parents, the failure of her new people t
view her as a ruler instead of a mother eventuglbyvs to affect her ability to govern politically.
will discuss these consequences in greater dataili.

In conclusion, the Westerosi culture is very lgditvhen it comes to providing women with
opportunities of power. The most direct path tdatity is through influence and marriage to the
right highborn lord. However, the mothers who dalfthemselves in notable positions of authority
do so mostly through circumstance; the motivatiogisind their actions are characterized by
vengeance, fear, and pride, which are presentadgedive. These actions are also similar to one
another in that the well-being of their family, mepecifically their children, lies at the rootedch
choice. The private scope of motherhood is thueetinwith the public sphere, through the political
nature of their literal actions. In this sense, itistances of power-over are intertwined with a

definite element of power-to, further implying avedap between the two modes of power.

3.2. "Would you condemn me too, and call it mothes madness?" Negative repercussions

"Mothers." The man made the word sound like aeui think birthing does

something to your minds. You are all mad."

He laughed. It was a bitter soun@QT,79)
The aforementioned is spoken by Jaime LannistaseCs twin and the father of her children, in a
discussion over Lysa Arryn's mental state. In almemof ways it perfectly describes the attitudes
of not only every character much like himself -h&at devoid of paternal instinct, which is
perceived normal in the culture they inhabit —, &lsb the world in which the characters live,
perfectly willing to label the inherent quality mfotherhood 'mad'. The way Jaime is described
laughing, although "bitterly,” further draws attient to this trait that is simultaneously viewed by

many men as laughable, yet also a source of ftimtrand bitterness. It is worth pointing out that

even in an off-handed comment from a person whargdsgwomen as subservient to men in
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general, Jaime makes the distinction between fentyrand motherhood: it is "birthing" that "does
something" to the minds of women, branding them.ridis as willing to make this connection
with a woman he barely knows (Lysa Arryn) as heith Cerseli, his sister and lover, as he equally
addresses her with a collective "you."

Yet where does this attitude stem from? In thaextrof the three novels, Jaime certainly
appears to have plenty of examples to draw updrthley vary in purpose and intent. An element
of conscious usage of authority is always involwelich places these actions in the territory of
decisions rather than strings of bad luck. The gtaml have provided for further analysis can
loosely be said to fall in three thematic categoriaisconduct, illegitimacy, and enabling. Thetfirs
of these, political misconduct, is something boyisa Arryn and her sister Catelyn Stark
specifically find themselves blamed for, regardiesany initial reluctance of being in a positioh o
power. With Lysa, her misuse of authority is peshaperlooked by many, as it is pointed out at the
very early stages of the story: against formemayeanents between her husband and the King, Lysa
refuses to let the Queen's family foster her’8domreaking off all contact after the death of her
husband:

"Catelyn fears for her sister. How does Lysa lheargrief?"

Robert's mouth gave a bitter twist. "Not welltriath," he admitted. "I think losing
Jon has driven the woman mad, Ned. She has thkdyoy back to the Eyrie.
Against my wishes. | had hoped to foster him Wiylwin Lannister at Casterly
Rock. Jon had no brothers, no other sons. Waggdased to leave him to be raised
by women?"

Ned would sooner entrust a child to a pit vipemt to Lord Tywin, but he left his
doubts unspoken. Some old wounds never truly, lheal bleed again at the slightest
word. "The wife has lost the husband,” he saréfadly. "Perhaps the mother feared
to lose the son. The boy is very young."

"Six, and sickly, and Lord of the Eyrie, gods damercy," the king swore. "Lord
Tywin had never taken a ward before. Lysa ougliaive been honored. The
Lannisters are a great and noble House. Sheegtoseven hear of it. Then she left
in the dead of the night, without so much as-gduyr-leave. Cersei was furious." He

sighed deeply. "The boy is my namesake, did yoawkthat? Robert Arryn. | am
sworn to protect him. How can | do that if histiver steals him away?"

'® There are also accounts that Robert was meantfwstered by Stannis Baratheon, brother of the Kifayious
characters are either of the opinion that Robeg twébe raised with the Baratheons or the Lanmisyet the Queen
and the King sided with the latter. Lysa hersdkiadmits to having been aware of both plans.
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(GOT,41-42)
The above dialogue between the King and Eddardk $tags us in on a number of relevant aspects
of the society; not only has Lysa defied a greati$éo but her conduct in doing so has also left
them furious. Secondly, it is interesting that ikhieg considers the fate of her son being "brought
up by women" as something unarguably negative, exden the alternative is to entrust him with a
man detested by many. We can see Eddard tryingetaksfor his sister-in-law, excusing her
behaviour, but even if all parties were to considega’s actions as the ravings of an over-protectiv
mother driven mad with grief, the point still stantly making a personal decision, Lysa has also
committed a political one. This places House Aiirydirect opposition with House Lannister,
which bears greater consequences for the subjetite &yrie as the relationships between the
various Houses eventually degenerate into war.

Moreover, Lysa functions as a catalyst for hetesis similar political demise. She confides
in Catelyn over a secret letter how the Lannisheesto blame for her late husband's death, which
further leads Catelyn to suspect the House of iver son's assassination attempt. However, by the
end ofSOSwe learn that Lysa has lied to her sister: LysadiE€poisoned her husband at the
persuasion of Petyr Baelish, a childhood friendhwihom Lysa desperately wishes to build a
family after being forced to abort his child in y@uth. Petyr makes use of the emotional turmoil
of both women, and tricks Catelyn into holding ByriLannister at fault for her son's demise. With
Lysa already having wedged a stake between seiMetaes with her conspiratorial actions,
Catelyn follows in tow as she seizes Tyrion inshene shown in 3.1. Although he narrowly avoids
death after Catelyn brings him to court, the conseges have already taken effect: in South, the
royal family learns that Catelyn Stark has indegartly captured and nearly executed the brother
of the Queen. Lysa's motivations can certainlyrgeed to originate partially from unrequited love,
but the events nonetheless also show both womdy semipulated into action if the well-being
of their children (past, present or future) istaks.

While the impending war eventually has the Howsasing against one another regardless
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of Catelyn or Lysa's input, their actions contrédta escalating the strained atmosphere following
King Robert's death. With Catelyn's husband anddaughters at the Queen's mercy, Catelyn's
decision in particular presents itself in a quesdlae light: it bears direct political consequences
especially as she employs her authority as theldaugf House Tully and the lady of House Stark
to carry out her plan. If Lysa's misconduct in dedythe King's will is considered thoughtless and
potentially harmful by the parties involved, Catéyact of revenge is similarly hazardous from a
political standpoint. With her husband Eddard apteal as the Hand of the King, Catelyn's
opposition to the Queen's family in an act of opellion leaves him tied between his duties and
his family. When the King's death further straiaktions between Houses, the political atmosphere
exposes Eddard and their two daughters to explaiger. Susan Vaught considers this act
particularly damaging, claiming that Catelyn nolyofdishonors [the Starks'] purpose as Wardens
of the North" but also "pursues her own emotiomdik§action and commits an ultimate sin in
Westeros by further dividing society and greatlyndging the chances that inhabitants can make
themselves ready for Winter" (95).

In a manner of speaking, Catelyn unknowingly adrtather shortcomings as a wielder of
authority in a conversation with the much ridiculady knight, Brienne of Tarth: "I will tell you
true, Brienne. | do not know. My son may be a kimgf, | am no queen... only a mother who would
keep her children safe, however she cou®lDK, 507). The aptness of confession is further
underlined in the light of Catelyn's other impuésiact of authority, the decision to set Jaime
Lannister free in exchange for the safety of hemgtiéers. It is a promise that he can neither ensure
nor vouch for, yet Catelyn is willing to risk a uable political hostage even for a theoretical
chance that she will one day reunite with her ¢kitdd As a result, many of the men around her are
quick to call the incident but another example oftimer's madness:

"The news must have driven you mad," Ser Desnhookie in, "a madness of grief,
a mother's madness, men will understand. Younaicknow..."
"l did," Catelyn said firmly. "I understood whiatvas doing and knew it was

treasonous. If you fail to punish me, men williéee that we connived together to
free Jaime Lannister. It was mine own act anceralone, and | alone must answer
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for it. Put me in the Kingslayer's empty ironsdd will wear them proudly, if that is
how it must be."$0S 34)

Catelyn is reprimanded and placed under housetdordser actions, which implies a violation of
the powers given to her by the men in her lifeardtess of any former, accurate insight into
political matters as an advisor, this one act diviidual agency is enough to strip her off theirstr
Although Jaime's release ultimately bears few agtokitical consequences, Catelyn's attitude
towards these acts changes from pride to shock wi@goung boys are slain in the aftermath:

"It was no murder, ser," said Lord Rickard Karstao more discomfited by the

ropes about his wrists than by the blood thekled down his face. "Any man who

steps between a father and his vengeance aséisdtr."”

His words rang against Catelyn's ears, harstcara as the pounding of a war

drum. Her throat was dry as bohdid this. These two boys died so my daughters

might live

Lord Karstark look instead at Catelyn. "Tell yonother to look at them," he said.

"She slew them, as much as I."

Catelyn put a hand on the back of Robb's sea hBlH seemed to spin about her.

She felt as though she might retc®OS 275-276)
The paradox here is that Lord Karstark, respongdslslaying two young boys in revenge, speaks
of a father's vengeance as a matter of self-evelgrat it is Catelyn, who has committed no literal
act of physical crime, who feels the weight of ti@me. While he receives punishment, Lord
Karstark's actions are not considered "a fathezidness” by his peers. | will refer to themes of
fatherhood in Westeros again in 4.2., but the éffiece is to contrast Catelyn's guilty conscience
with his lack of remorse, the origin of which isrtlig questioned by onlookers. This attitude
coupled with Catelyn's former words to Brienne vadosiiggest that she mentally identifies her use
of authority with fears of selfishness and destwectess, which | discussed as recurring themes
among women and power in 2.1.2.

In Daenerys Targaryen's case, simple miscondweg dot specifically describe the

obstacles that fall in her way. As she is not resgime to anyone for her strategic or political

moves, the repercussions of her actions presemistiiges in a different form: they are often

perceived illegitimate. Daenerys's journey fronoétigal pawn to a self-governed ruler is a never-
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ending struggle of adapting into new societies, amduch she balances on the fine line between
reinventing and offending pre-existing customsshsted in 3.1., the outlawing of sexual assault is
among her most prominent acts of command; yet @uener in which her good intentions
eventually turn against her is but a marker of whab follow. Alyssa Rosenberg describes the
incident where Daenerys initially stops one of imen from raping the mage, Mirri Maz Duur, as
one which "earns Daenerys no favors — the womasahes from assault views her actions as
naive paternalism, and it convinces many of Drofgdfiswers that Daenerys is alienating him from
their common values" (2012, 20).

Daenerys later manages to win over the trust apdat of those who witness the birth of
her dragons, implying that she symbolically legizes herself through this magical motherhood
even after her husband's death. However, Daendaiestsattempts to liberate slaves and uproot
inhumane practices fail to provide her subjecthaigreater quality of living. At the prospect of
gaining allies to overtake Westeros, she turns desweral opportunities as they would require her
to part with her dragons, hehildren When she realizes how much this limits her ogjon
Daenerys promises the leaders of a slave city bheralragons for an army of eunuchs, but
betrays them and sacks the city. She proceedsdrate all the slaves and establishes a new council
prior to her departure, but by the end of the thiogel we learn that her efforts have been in vain:
peace has not been restored, and instead, herulgects are overtaken by a leader more familiar
with their ways. Daenerys manages to repeat h&sryitn another slave city, which ultimately
fares no better in the wake of her liberations ibbvious that Daenerys's power is perceived as
easily overthrown and thus not legitimate in thesegf her subjects. This forces her to finally
rethink her strategy, and thus upon besiegingrd,tfar larger city, Daenerys attempts to engage
the people by directly governing it herself.

Daenerys's inexperience with political rule undedby contributes to her hardships, but
ultimately many of her efforts are thwarted dusacietal conditions. Rosenberg comments on the

wider perspective as follows:
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After Drogo's death, when Daenerys emerges asitarsnleader in her own right,

her proscriptions against rape may be princigbed they don't eradicate sexual

assault in the territories, known as Slaver's, Bagt she conquers. In fact, her efforts

to rule compassionately, of which her focus aruskassault is one aspect, mark

Daenerys as a vulnerable ruler, someone whoablaro practice the kind of total

war favored by other successful warlords on ti@inent. It's a tragic testament to

the limited power of good intentions in the fadeleeply ingrained and intractable

cultural practices. (20-21)
As discussed in 3.1., Daenerys strives to take bé#te changes required in her strategy, to
emulate a more traditionally masculine method t#:rshe becomes more ruthless and even more
proud as her attempts to spread her power andraytHgpector views this change as a "sacrifice"
on behalf of Daenerys's personality: "She becoraesden and less compassionate, her choices less
personal. A sweetness that she had at the begiohthg series is slowly burning away as she
becomes more and more powerful" (185-186). Althaihghnature of these qualities as directly
feminine or masculine can be debated upon, theiy agiaror the idea of a woman's power gaining
legitimacy through masculinity — and the subseqdeamt of a loss of identity in the process.

Daenerys's encounters with suspicion and resistanshe attempts to enhance the lives of

others can certainly also be read as subvertingdpe of the noble, kind queen, but this is not to
say less altruistic intentions fare much betteth@ligh Cersei Lannister attains great power as
Queen Regent, the question of the legitimacy ofplogrer follows her long after her husband's
death. This doubt manifests itself literally in 18t&s Baratheon's claims that her children are not
truly the King's heir, but while the royal familysthisses most of these rumours as simple
propaganda, Cersei faces more direct oppositian frer own kin. BySOSher father removes
Cersei from the royal council and threatens to reyrzer — thus implying that as a widow and
Queen, Cersei is not fit to wield political authpron her own. The scene where her father reveals
his plans to thwart the Starks by using Cersenasheer pawn highlights the futility of her attempts
at autonomous power, given the deep-rooted patiyas€her society:

"We must forestall him."

"How?" asked Cersei.

"By marriage. Yours, to begin with."
It came so suddenly that Cersei could only dtara moment. Then her cheeks
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reddened as if she had been slapped. "No. Nat.agaill not."

"So long as you remain unwed, you allow Stanmispread his disgusting slander,”

Lord Tywin told his daughter. "You must have avrfeisband in your bed, to father

children on you."

"Three children is quite sufficient. | am Quednhe Seven Kingdoms, not a brood

mare! The Queen Regent!"

"You are my daughter, and will do as | command.”

She stood. "I will not sit here and listen tostht"

"You will if you wish to have any voice in theale of your next husband," Lord

Tywin said calmly. $OS 265-266)
As much as Cersei desires power, the consequehbes explicit actions only remind others of the
importance of subduing her with another husband.dbvious that even her father disregards
Cersei's aspirations, viewing them misguided antkied of male supervision. However, her role as
a mother is inherently tied to this treatment, lnsesher father's intervention is also related to
another kind of misuse of authority: enabling. BG#rsei Lannister and Lysa Arryn are repeatedly
shown guilty of using their own positions to graotver to those incapable of properly employing
it; namely, their children. While | will addressetiparticipation of fathers regarding Joffrey and
young Robert's behaviour in 4.2., there are noeggly many parallels with fathers enabling their
children'’s negative behaviour save for Roose B@tomonstrous bastard son Ramsay. Prince
Oberyn of House Martell is shown to encourage higgthters to exhibit belligerent tendencies, yet
these are viewed more as invitations of indepeneldngsa and Cersei's misuse of authority as
enabling mothers is thus presented in a ratherafitemanner altogether.

Of the two, Cersei's situation is more problemahi stated before, following the death of
the King his presumed firstborn, Joffrey, succabdshrone and therefore control of all Westeros.
While I will further elaborate on Joffrey's socidpia nature in 4.2., the premise alone appears
guestionable as Cersei allows her thirteen-yeasoidto make political decisions as he feels
inclined. She mistakenly considers Joffrey to bearrher direct influence, unaware of his contempt
and instability. Joffrey's unpredictability doed Boen begin to dawn on Cersei until he single-

handedly destroys any prospect of peace in Wesbgrbaving Eddard Stark, Lord of the North,

executed. Only Cersei's father's intervention sabdloffrey from destroying the entire House of
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Lannister with his senseless decisions; as histgeardian, the blame falls on Cersei as the sole
enabler of Joffrey's behaviour. Much like Cersgsa.is also guilty of allowing a minor to decide
over matters that affect governmental relations;se@ Robert, at six years of age, is as valid an
authority as his mother when deciding on the fatriminals. When Catelyn presents Tyrion
Lannister on trial, he is more or less at the meifdye child's whims:

"Make him fly," Robert said eagerly. Lysa strokest son's hair.
"Perhaps we will," she murmured. "Perhaps thatsswhat we will do."

Lysa gave an impatient shake of her waist-lorguau hair. "Lord Robert wants to
see him fly," she said, as if that settled thétena(GOT, 365, 420)

Although this scene also serves as an opportumivénge the supposed murder of Lysa's husband,
the flippancy in which Lysa reacts to a six-yeat'®ldesire to execute a man she knows is innocent,
leaves even her sister concerned for her mentdlbeelg. Given that young Robert will eventually
rule the Eyrie, the more Lysa encourages a flippadtfferent approach towards rule, the more her
court grows restless with her influence on thecchilowever, in addition to political consequences,
Lysa and Cersei's enabling is a sign of a morebtiog result regarding their method of mothering,
which | shall discuss in greater detail in 4.2. 3dhenstances pave enough way for the argument that
in this regard, power-over and power-to distincterlap as per Griscom's theories (Worell, 2002,
848), rendering the outcome potentially harmfuldtparties involved.

Thus, | have illustrated various repercussionsristances in which mothers have employed
political power and authority. Whether the consexas lie in misconduct, legitimacy or enabling,
the society views their actions as negative, whighonly subverts the trope of the high fantasy
mother as a wise, altruistic ruler, but also rase@siestionable element in the way they are
portrayed to handle explicit power. It must be ddteat there is a great likelihood of failure ih al
political pursuits within the novels, male or femayet not all men succumb to their emotions
(often greed) or face a gradual change of perggnalpossession of political authority: for
example, Eddard Stark's sense of justice may betioeneharacter's personal downfall, but brands

him a respected ruler nonetheless. Meanwhile, Cesgringer brother and scorned imp Tyrion
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may at first appear to make political decisionstisrown selfish ends, but his rational and seasibl
actions subsequently also save the lives of husdredhe commands the King's troops. Successful
female rule may not be an outright impossibilitythie world of Westeros, as implied by the
attitudes of characters such as Catelyn's unclerentistory of Dorne, but the close narratives in
the novels are nonetheless also aligned with pistieg notions of feminine power as not only
guestionable in legitimacy but also damaging iemtteven the characters themselves sometimes
consider their authority as potentially harmful.diébnally, the society of the novels views thigus
of power as something that is inherently tied ®irtimotherhood, and therefore any 'erroneous' acts
of political conduct are quick to be labeled as tineo's madness.” The "paradox of motherhood"
discussed by Francus in 2.2.1. pertaining to teerdpancy between mothers and agency would
thus seem to mirror these sentiments: mothersa@rmeant to employ explicit power, lest there be
inevitable negative repercussions. In chaptehdve dealt with the political side of these

repercussions, but will proceed to analyze thegpeisphere in chapter 4.
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4. Motherhood in the private sphere of Westeros

As | discussed before, the socio-cultural worldhaf Seven Kingdoms emulates real life history in
a multitude of different ways; regarding this tilseshe most important of these is the division of
gender roles regarding nurturance of children. kstWros, it is customary for men to provide for
the family while women tend to the household. Whilghborn ladies are understandably spared
from having to commit to menial tasks, they areatbaless primary caretakers of children,
ensuring boys and girls are both given accessridegeappropriate education. Girls will ultimately
be wed to unite and strengthen the loyalties betvilee various Houses, and must therefore be
knowledgeable of court etiquette. Boys, on the offaed, must master the art of waging war. Since
highborn men spend most of their time engagingamous political endeavors, young children are
primarily fostered by their mothers and servants.

In real life, parenting — and the responsibilitieat lie therein — is a matter which we often
default to the mother as a primary caregiver. Adhsit can be argued that readers generally
observe the mother through the child, and makelasimns on her character based on the way said
children behave. Since there are a number of ulesyaling children wielding over-exaggerated
amounts of authority in the first three novelsha# series, their actions can also directly be sgen
reflect on their mothers. Where analysis chaptiec@sed on power-over as a means of mapping
out the political power of Martin's mothers, in pter 4 | will study the scope of their influence on
the private sector of their homes, thus power-to.

In 4.1. 1 will first focus on presenting motherfubas it is viewed by the society and the
mothers themselves on a more subjective level, myageneral assessments of the most recurring
themes therein. For this, | will draw on my thechapters 2.1.1. and 2.1.2., to contrast Martin's
mothers with stereotypes of the high fantasy mathed the monstrous mother. With the
aforementioned | aim to illustrate how the mostpireent portrayals of motherhood in Martin's

novels adhere to two general categories: whatlloall the 'fairy tale syndrome’, i.e. stereotypes
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akin to those found in fairy tales, and the obsaam@mothering mother, derived from the tradition
of the monstrous mother. Through these examplelt &kgue that Martin's mother characters have
more in common with the nuanced mothers found ild@n's and young adult fantasy, than the
majority of his contemporaries in high fantasy.

For the sake of juxtaposition, | will also briefljscuss some of the more prevalent
portrayals of fatherhood as | move onto subchaptr before proceeding to further expand on the
repercussions of the types of mothering presemtddl. through themes of obscenity, smothering,
and neglect. This will be done mainly by surveyihg "unhealthy" behavioural patterns of the
children; I will reference studies on the commoigios of children's behavioural problems to argue
that certain types of mothering increases theafsksturbance in a child, and illustrate ways in
which these disturbances are present in some ahigren. | will thus argue that the emergence of
these issues among children can be read as aéfadumother, which in turn underlines the

detrimental effects of motherhood, already presktiteough political power in chapter 3.

4.1. "The Mother gives the gift of life, and watche over every wife." The fairy tale syndrome
and monstrous mothers

"Knights die in battle," Catelyn reminded her.

Brienne looked at her with those blue and bealugiyes. "As ladies die in childbed.
No one sings songs about them."

"Children are a battle of a different sort."” Qwtestarted across the yard. "A battle
without banners or warhorns, but no less fie@aarying a child, bringing it into the
world... your mother will have told you of theipa.”

"I never knew my mother," Brienne said. "My fatlmad ladies... a different lady
every year, but..."

"Those were no ladies,” Catelyn said. "As hartighk can be, Brienne, what comes
after is even harder. At times | feel as thougimlbeing torn apart. Would that there
were five of me, one for each child, so | migaeg them all safe.'QOK, 589-590)

The conversation between Catelyn Stark and Briehfi@rth cues us in as readers on another set
of societal norms and realities in Westeros. Catedymother of five, and Brienne, a lady knight
who feels herself unsuited to be a mother, majaitytseem worlds apart; yet as mirthless as

Catelyn's depiction of motherhood appears, ittisgatther comparable to the struggles men face on
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the battlefield in their stead. Her assessmentralskes note of the value placed on the actual
experience of motherhood: Catelyn dismisses Brisrfather's female companions as "no ladies,"
as they have not endured the hardships of labalitaaftermath. Motherhood is evidently viewed
as a multi-faceted concept by the characters thgesen analyzing its recurring manifestations in
the novels, | have discovered what | will call "flag'y tale syndrome." What this refers to is a
collection of characterizations which appear tafitler certain other generic mother tropes, ones
we are more familiar with in the context of faiafds. These include: the absent mother, the euvil
stepmother, and the mother of monsters.
Brienne's recollections of her late mother mayoa hand appear to represent the subtle
erasure which appears prevalent in high fantagdythgy present an interesting standpoint for the
active mothers in the story. Indeed, Martin's motii@racters may differ from one another in terms
of child rearing techniques, but parallel each othelacking a maternal figure in their own lives.
Most of them come from backgrounds where birth ratihave either died in labour or passed
away when the children were very young. This, pgas, is partly to blame for the valorization of
motherhood through the characters' own eyes: tfiey oecall memories of childhood comfort, or
lament the loss of guidance. This element is bedtayed in a scene where Catelyn seeks solace in
her seven gods, derailed by thoughts of her lattheno
When she looked up at the Mother again, it waoha mother she saw. Lady
Minisa Tully had died in childbed, trying to git®rd Hoster a second son. The
baby had perished with her, and afterward sontbeofife had gone out of Father.
She was always so cal@atelyn thought, remembering her mother's saftleaher
warm smilelf she had lived, how different our lives might édeen She wondered
what Lady Minisa would make of her eldest daugtkeeeling before het.have
come so many thousands of leagues, and for wNat?have | served? | have lost
my daughters, Robb does not want me, and BrarRasiebn must surely think me a
cold and unnatural mother. | was not even witldl Mdénen he died...
(COK, 450, italics original)

Catelyn's introspection clearly coincides with nmdings on the traditional high fantasy mother as

well. Referring to details such as the mother's Isahds and warm smile depicts the idea of the

loving, compassionate guardian, with whom Catelymgares herself; another important point is
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her thought of whether the course of their dessinigght have changed path, had her mother not
passed away. The echoes of the generic fantasyemarth present in Martin's work as a
combination of two recurring themes: the absenth@oand the kindhearted, understanding mother
blend together in the idealized figure whose purdgnot be tarnished by future actions, forever
encased in memories. However, it is also but ortbeMmany instances where Catelyn remarks
upon her children with shame and despair, mirronogonly O'Reilly’'s list of ‘acceptable’ maternal
gualities but also the presupposition to matergahay in general: although Catelyn regards herself
as aberrant, she actually fulfills one of the pyersite scripts for traditional motherhood through

her guilt. Even she, thus, considers death the 'agitimate’ reason for absence.

In addition to the adult characters themselves stbry features several illegitimate
children, whose mothers have succumbed to eith@lasifates or simple anonymity; among the
most notable of these is Jon Snbvsupposedly the illegitimate son of Eddard Starkistamong
many other 'bastards' with no prior knowledge efrtbirth mother; while otherwise treated by his
father with kindness, the details of Jon's motlamreinot been disclosed to him. Moreover, Jon
finds no true mother figure in Eddard's wife Catedjther, who in turn becomes an absent mother
to a number of her own children: first through direumstances which separate her from her
daughters and youngest sons, and later by necessishe is murdered at the en&6fS*™ In an
ironic turn of events, her daughter Sansa eventdalhs the guise of Alayne Stone, pretending to
be the motherless bastard daughter of Petyr Baelish

The prevalence of this motherlessness has iniregesthoes to the fairy tale tradition. In her
essay, "Motherless Daughters: The Absent Mothekdargaret Atwood", Nancy Peled suggests
that in fairy tales, the absence of mothers playsracial a part as their prevalence, given how it

"Jumpstarts” the protagonist into action, havingffered at the hands of a wicked woman, a cruel

Y Surnames such as Snow, Stone, and Rivers referets ilegitimate heritage in the world of Westeros

¥ Only to become reanimated as the undead, vengedsessed Lady Stoneheart in the following no&efeast for
Crows
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or inadequate or simply small-minded mother fig2010, 58). In the case of Jon Snow, the
connection is clear: ignored and alienated by dtisdr's wife, Jon wishes to prove himself by

joining the ranks of a military order called thegNi's Watch, knowing there is no place for a non-
heir in his father's court. Similarly, when histeisSansa takes residence in King's Landing, to be
wed to the sociopathic now-king Joffrey, she loogen Queen Cersei as a substitute mother

figure: however, the lack of compassion and undedihg she receives from Cersei further shatters
her illusions of noble life, spurning Sansa intti@tas she desperately seeks a means of escape. In
this manner, both Catelyn Stark and Cersei Larmigke on another fairy tale like role: the evil
stepmother.

This role is particularly contradictory in the easf Catelyn, given her introduction as a
traditional high fantasy mother. This could be sag@ means of subverting many of the
expectations readers may have for a characterrddih@: as a stepmother not only figuratively but
literally as well, Catelyn's treatment of Jon igdftalled into question more often among
discussions oA Song of Ice and FireSusan Vaught writes of her that

[Catelyn] never finds it in her otherwise largeaht to show Jon Snow, the bastard
child in her care, any form of acceptance anchaaseem to forgive her husband for
bringing the boy to live at Winterfell. Througlkercoldness to Jon, she exacts
revenge on him for being in her life and makesnaocent child pay for her
unhappiness. (2012, 94-95)
At the beginning of5OT, Catelyn is at first introduced as a traditiomdéalistic high fantasy
mother; her attitude towards Jon may thus initiajiyoear puzzling, yet not altogether inhuman. It
also forces readers to question which of the twigkgemore: Catelyn's right to reject the child of
another woman and condemn her husband of aduttetlge emotional well-being of that child.
Although the situation may bring forth interestexguments over individual liberty of choice and
the negation of 'fundamental' maternal instincthatroot of Catelyn's disdain for the boy also
remains an element of bitter jealousy; this is prolay her inner musings during a conversation

upon Eddard's choice to become the King's Handesawé Winterfell:

Whoever Jon's mother had been, Ned must have losefiercely, for nothing
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Catelyn said would persuade him to send the b@yalt was the one thing she

could never forgive him. She had come to lovehhesband with all her heart, but

she had never found it in her to love Jon. Shghtrhave overlooked a dozen

bastards for Ned's sake, so long as they weref@ight. Jon was never out of sight,

and as he grew, he looked more like Ned thanchtiye trueborn sons she bore him.

Somehow that made it worse.

"Jon must go," she said now.

"He and Robb are close,"” Ned said. "I had heged

"He cannot stay here," Catelyn said, cutting bffn"He is your son, not mine. | will

not have him." It was hard, she knew, but no teegruth. Ned would do the boy no

kindness by leaving him here at WinterfeBQT, 62)
Catelyn is thus aware of the harshness of her emgtbut rationalizes them. She has no true
responsibility over the child, and will use any rba to banish him. Catelyn's jealousy is not
directly aimed at Jon, but the woman with whominesband had an affair with during the war; the
fact that she laments Jon's likeness to his fatthein compared to her own children is a prime
example of the inferiority Catelyn feels as a mothegarding Jon as a threat. Although various
clues in the novels have given grounds to specthateJon may only be related to, yet not an
actual son of Eddard Stark, the reality Catelyrséktives in the situation is nonetheless the same
Jon's mere existence is a threat to Catelyn'sreimijdis she views their right to inherit Eddar@ as
direct extension of her role as a mother. Thissged when her son Robb suggests he name Jon as
his successor, and how adamantly against it Catglyn

"A bastard cannot inherit."

"Not unless he's legitimized by a royal decrsajd Robb. . . .

". .. I know you trust Jon. But can you trusgt Bons? Or their sons? . . . If you make

Jon legitimate, there is no way to turn him bastagain. Should he wed and breed,

any sons you may have by Jeyne will never be'safe

"l cannot," she said. "In all else, Robb. In gtleing. But not in this... this folly. Do
not ask it." $OS 629)

This disdain towards Jon's theoretical successanallels Cersei's quest to protect her lineagd at a
costs; their personal identities as mothers arg ittuerently bound also to matters of inheritance
due to the amount of power involved therein. Agtiese themes are reminiscent of the fairy tale
tradition, where stepmothers view the protagorsst@nmpetition to either herself or her own

children (such as the story Ginderellg. Upon comparing Cersei Lannister to an evil stefrar
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though, perhaps the term 'evil mother-in-law"' isenapt. At the beginning &OT, Sansa Stark is
only eleven years old, so when she enters the Gueeurt, it is more accurate to describe her
relationship with Cersei akin to that of a subséitdaughter. Initially, Sansa is very fond of Cerse
who embodies her ideal of a noble lady with coursamanners and beauty. While Cersei first
treats her kindly in return, after the executiorbahsa's father the Queen begins to show her true
colours:

"Joffrey will show you no such devotion, | feaiou could thank your sister for that,

if she weren't dead. He's never been able tefdhat day on the Trident when you

saw her shame him, so he shames you in turnré&/ststonger than you seem,

though. I expect you'll survive a bit of humiiat. | did. You may never love the

king, but you'll love his children.”

"l love His Grace with all my heart,” Sansa sdide queen sighed.

"You had best learn some new lies, and quickbrdLStannis will not like that one, |

promise you."COK, 687)
From their interaction, it appears Cersei is battused and annoyed over Sansa's naivety; her
delusions on the reality of court life are quicklyshed by Cersei's cynicism. However, by far the
most disturbing element of their relationship ig$e€s clear indifference towards her son's
consistent mental and physical abuse towards Seugeis his betrothed. In a manner of speaking,
supported by the excerpt above, Cersei not onlgiders this part of the norm, but perhaps,
vengefully wishes to pass the tradition on. Thesadly mirrors Nancy Peled's other notion on fairy
tales, where the malicious mother figure "is inedsn preserving the patriarchal status quo,
however detrimental it may be to her personallyhtoprotagonist, or to women in general" (58).
Moreover, Cersei's efforts at stressing Joffregck lof affection toward Sansa are, in spite ofrthei
authenticity, also a way to establish a hierarchyegards to his feelings, further cementing
jealousy as a cornerstone of Cersei's cruel tredtridéhen Sansa is taken to the Eyrie under the

guise of Petyr Baelish's bastard daughter, shes fsioglar treatment from her aunt Lysa: this

culminates in Lysa accusing Sansa of trying to sedher beloved in an act of paranoia. In this

¥ Although the malicious mother figure can also hguad to challenge the status quo with their conscise of
agency, the effects are often detrimental to tleéggionist and thus deemed undesirable and villaibguthe narrative
in stories such aSnow White and the Seven Dwarvide Twelve Wild DucksndEast of the Sun, West of the Moon
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manner, Sansa is repeatedly subjected to fairyik@esituations where an evil stepmother-figure
mistreats her out of sheer envy.

The third notable fairy tale element comes inftren of mothers of monsters. While it is
also possible to consider the term 'monster’ figuely, given the amount of sociopathic and
otherwise unstable children in the books, | willeeks the consequences of smothering and
obscenity in 4.2. For the purposes of expandingtmeept of motherhood in Martin's novels,
however, | wish to draw light on some of the litareonsters of the story; albeit being creatures of
fantasy, they nonetheless have human mothersisiaspect, Daenerys Targaryen's character is
particularly significant: she not only physicallivgs birth to a deceased, disfigured, monstrous
creature that once was a human boy, but also glitsite a trio of dragons. Both instances bear
interesting connotations, but the first in partecubtas much in common with the fairy tale tradition
in terms of execution.

According to Linda J. Lee, many stofideature women whose primary function is the
wish for a child, through any means possible. Wifign becomes a catalyst for the plot is the
women's failure to comply with the magical instraos given to them by characters such as
witches, which results in disaster. Likewise, thmmwan is often forced to turn to various donor
characters, to whom she must then surrender s#iodim in exchange for aid. (2008, 638—639)
This parallels the beginning of Daenerys's jourrséy not only requests a witch as her midwife,
but also pleads her to use forbidden magic whem&gs's husband dies of a festering wound. The
chaotic events prompt Daenerys into labour, onlgv@ken to a terrible reality: the witch, Mirri
Maz Duur, has sacrificed her son, grotesque atidasti, to help bring her husband back to life in a
vegetative state:

He turned his face away. His eyes were haunfideky say the child was'
She waited, but Ser Jorah could not say it. Bie fygrew dark with shame. He looked

half a corpse himself.
"Monstrous," Mirri Maz Duur finished for him. THanight was a powerful man, yet

%% Similar themes are featured in stories suchtes Twelve Wild Duck¥he Myrtle andRapunzel
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Dany understood in that moment that the maegistrasiger, and crueler, and
infinitely more dangerous. "Twisted. | drew hiorth myself. He was scaled like a
lizard, blind, with the stub of a tail and snakther wings like the wings of a bat.
When | touched him, the flesh sloughed off theeg@and inside he was full of
graveworms and the stink of corruption. He haehbdead for years.GOT, 731)
Mirri Maz Duur claims that the tragedy is but tlesult of Daenerys's failure to understand the
potential costs of the spell, but we soon learhesfactual grudge: in addition to the loss of her
firstborn, the witch proclaims Daenerys barrentfa rest of her life. The despair that has driven
Daenerys to employ forbidden magic thus leadsd&rse her entire family, which the fairy tale
stereotype suggests is at its core her persorabmsgility instead of mere misfortune. Moreover,
the supposed scaly and winged appearance of herrusbn may be an omen for what soon
follows: the birth of three dragons, whom Daenenylssequently considers her true children in the
absence of a biological heir. As it is Daenerys Wwiggers their eggs to hatch in a funeral pyres it
the second time she 'gives birth' to monsters.righantual restlessness and Daenerys's inability to
control her growing dragons will likewise later @entrasted with the figurative unharnessed
monstrosity of some of the other child characters.2.

However, Daenerys is not the only character &vdity give life to monstrous creatures;
Melisandre, the high priestess of R'hllor and rigéd to Stannis Baratheon, employs a specific
kind of magic to birth 'shadow assassins' whichusexl to assassinate possible enemies. Although
Melisandre is rarely considered a mother in her agint, her mode of creating such creatures
bizarrely parallels that of child labour. We le#nis through Davos Seaworth, as he bears witness
to the scene in full:

Melisandre had thrown back her cowl and shruggegdhe smothering robe.
Beneath, she was naked, and huge with child. IBwbkeasts hung heavy against
her chest, and her belly bulged as if near tsting. . . . Her eyes were hot coals,
and the sweat that dappled her skin seemed to\ith a light of its own.
Melisandre shone.

Panting, she squatted and spread her legs. Béwodown her thighs, black as ink.
Her cry might have been agony or ecstasy or [#atd. Davos saw the crown of the
child's head push its way out of her. Two armigigled free, grasping, black fingers
coiling around Melisandre's straining thighs,tpog, until the whole of the shadow

slid out into the world and rose taller than Deviall as the tunnel, towering above
the boat. He had only an instant to look at foleeit was gone, twisting between the
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bars of the portcullis and racing across theasmarof the water, but that instant was

long enough.

He knew that shadow. As he knew the man who'tlicd€OK, 563)
Davos's final line suggests that the shadows @&ated through copulation, and that they are, quite
effectively, monster offsprings of Melisandre artdr#iis Baratheon. The manner in which the birth
of this monstrous being is portrayed in full detasilauntingly specific, even grotesque;
Melisandre's bursting belly and blood-soaked thiglreminiscent of Barbara Creed's images of
femininity in horror films, where images of bodiiynctions also serves to "point[s] back to a time
when a ‘fusion between mother and nature' existbdn bodily wastes, while set apart from the
body, were not seen as objects of embarrassmerdhamie” (13). Davos's observation of
Melisandre crying out "in agony or ecstasy or bditkéwise parallels Creed's idea that "the
representation of bodily wastes may invoke pleasubgeaking the taboo on filthsometimes
described as pleasure in perversity" (13). As bigland bodily wastes are invariably linked in real
life, the inclusion of such explicit imagery in eéesie where Melisandre literally gives birth to
monsters curiously adheres to what Creed descabésll horror texts represent[ing] the
monstrous-feminine in relation to Kristeva's notadirmaternal authority and the mapping of the
self's clean and proper body" (13). The scenewurks simultaneously on the level of fantasy and
reality, and onwards to the literary tradition odmstrous motherhood (see 2.2.2.). Indeed, the
narrative provides enough examples for me to atigateas we proceed past fairy tale stereotypes,
some of the active mothers of the story have fatemmcommon with the trope of the monstrous
mother in general — most notably the obscene, ssniatihmother.

The most notable incidents regarding such behawwotine novels are in direct connection
to first born sons, with both Lysa Arryn and Cersannister exhibiting manners of child-rearing
which border on the obscene. Of the two, Lysa'trgyal is more straightforward; her own sister
Catelyn is disturbed to witness the sight of thenao breastfeeding her six-year-old son in front of
her:

"Don't be afraid, my sweet baby," Lysa whispet&tbther's here, nothing will hurt
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é%t opened her robe and drew out a pale, heaagthtipped with red. The boy
grabbed for it eagerly, buried his face agaiestdinest, and began to suck. Lysa
stroked his hairGOT, 365)
Even Catelyn is of the opinion that Lysa's treathwdnhe boy errs on the inappropriate; the
strangeness of this relationship is further strbgdgen the narration refers to Lysa's son as "the
Lord of the Eyrie . . . his mother's breast popgdnog his mouth, the nipple wet and re@&@T,
365). By juxtaposing his lordly status with suchaimtile imagery rouses an almost grotesque image
of a man-child symbiotically bound to his motheesiles the physical attachment, Lysa's repeated
attempts to shield her son from having to facephsatment or fear result in the enabling already
discussed in 3.2. Although other characters are/sho find this relationship puzzling, it is
Catelyn's reaction which truly underlines the tdlesbme quality of Lysa's parenting: upon the
merest suggestion that the child should fare battedst some of Catelyn's own, Lysa responds
with rage: "Sister or no," she had replied, 'ifiyoy to steal my son, you will leave by the Moon
Door™ (GOT, 579). Thus, if we compare Lysa's portrayal witiisteva's theories on the struggle
for autonomous self, her son functions as the ‘fiakener own authentication” (1982, 13), which in
turn results in the very thing abjection attemptsasist: the child's identity being devoured by th
mother (64).

Similar to Lysa, Cersei Lannister is protectivenef son Joffrey almost to an excess,
viewing him as her extension. Not only has she aped a bodyguard to his side at all times, but
any slights that Joffrey faces are treated withaginseriousness. When a pet direwolf attacks him
in an act of defense, not only does Cersei demamniisfdeath, but Joffrey's bodyguard also slays a
young butcher's boy for having taken part in theident. These are reasonable acts as far as Cersei
is concerned; after all, they pose a threat tduhee King of Westeros. When Joffrey is appointed
King, Cersei latches herself to his side and axtsi@advisor; this is, in part, for the sake ahige

able to constantly watch over him. As pointed oithwersei's habit of enabling, her inability to

deny her son of anything ultimately results in d®ffnot only being entirely dependent on his
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mother, but also at liberty to completely disredaed opinions. When Joffrey is poisoned during
SOS Cersei is understandably overwrought with desgai even issues a trial against her brother
Tyrion, whose only crime has been to remain thédshimost vocal critic.

However, Cersei's obsession with Joffrey is onllytevident when contrasted with her
other children. After several stillbirths, miscagées and an abortion she was forced into, Lysa
Arryn clings to her one and only, sickly frail sgmet Cersei has two other children: daughter
Myrcella and son Tommen. Cersei admits to havirrggreally aborted any pregnancies not sired by
Jaime, which also suggests that her smotheringenaas very different origins compared to Lysa's.
While Cersei's love unarguably extends to her athéddren (as seen in the quote in 3.1. regarding
Tyrion's plans to send her other two children awhgjh are clearly second to Joffrey, the heir, in
importance. For example, Cersei may initially psbthe plan of sending her nine-year-old
Myrcella to marry the prince of Dorne; yet as tiesva of Myrcella grow infrequent following her
re-deployment, Cersei is rarely shown to pay machight to her daughter afterwards. During
COK, Cersei takes measures to secure Tommen's safiingls Landing grows restless, but again
grudgingly relents when Tyrion takes him 'hostag#iile responsible parties are punished and
Tommen later retrieved, it is only after Tommewgrgwned King in the aftermath of Joffrey's death
that she must actively concern herself with his. [ifyrion even suggests this has been for the boy's
benefit, as he schemes with the eunuch Varys taragpTommen from Cersei:

"Prince Tommen is a good boy."

"If I pry him away from Cersei and Joffrey whhe's still young, he may even grow

to be a good man.CQK, 253)
After the death of her firstborn, Cersei's attitboards her children nonetheless remains only
mildly engaged compared to Joffrey. What this sstges a mild form of neglect, which is another
recurring trait throughout the novels. Again, Catebtark mirrors Cersei in more ways than one,
sharing a tendency of overlooking some of her cardvhile focusing on others. For example, after
Bran's assassination attempt, Catelyn is unabigotee from his side for over a week; during this

time, she ignores not only the affairs of her cobwt those of the two sons still remaining with he
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in Winterfell. The elder, Robb, is roughly fourtegsars of age, and quickly appoints himself Lord
while his father is away; yet the youngest, Ricksrut a three-year-old child, to whom Catelyn
spares no thought while lamenting over Bran's fais.not until Robb points this out that Catelyn
realizes her neglect:
Robb's voice softened. "He's not going to dietfiMo Maester Luwin says the time
of greatest danger has passed.”
"And what if Maester Luwin is wrong? What if Braeeds me and I'm not here?"
"Rickon needs you," Robb said sharply. . . . Haged for a moment, chewing on his
lower lip the way he'd done when he was littother, | need you too. I'm trying
but | can't... | can't do it all by myself." Hisice broke with sudden emotion, and
Catelyn remembered that he was only fourteenv&imted to get up and go to him,
but Bran was still holding her hand and she cowidmove. GOT, 124)
While Catelyn's behaviour may not cross the linthtoobscene, it certainly borders close to
unhealthy. The situation is further complicated wkhe embarks on her individual quest of
vengeance, believing her children to be safe int®¥iell with their servants. Once Eddard Stark is
taken captive and their son Robb rides his menwratig Catelyn joins his cause; Rickon and the
now-crippled Bran remain in Winterfell, but Rick@revealed to have been left largely
unsupervised until a former ward burns down théddeasd stages the deaths of both children. Out
of all the mothers, Catelyn's situation is therefonarguably the most unforgiving: with her sons
and daughters in various states of danger, it l#eomes virtually impossible for her to tend to
each and every one. Nonetheless, when observingeament of Robb and Rickon during Bran's
incident, Catelyn fares only slightly better thaysh and Cersei when it comes to avoiding outright
obscenity. This makes her character more nuaneadishat first glance expected from a traditional
high fantasy mother.
Thus, although there are similarities with preabBshed high fantasy tradition with the
prevalence of absent mothers even in Martin's wiorkkhe most part his active mothers themselves
subvert this particular trope. In turn, they ofterbstitute the stereotype with other pre-existing

ones, such as those found in fairy tales. It cheldrgued that Cersei Lannister and Lysa Arryn fit

the role of villains and are therefore cast as g#@pmothers and smotherers, yet the characters of
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Catelyn and Daenerys challenge this idea by b#langed' in a number ways in spite of otherwise
displaying features generally regarded as 'goadd(less, compassion). This brands the characters
more multifaceted than is common among high fantasyuch, Martin's mothers appear to have
more in common with the ambiguity and moral comiilegxhibited by mothers in children's and
young adult fantasy (as discussed in 2.2.1.). Téments pertaining to the stereotype of the
monstrous mother would also seem to place Martiothers in a direct continuum with other
literary works which have employed the same methog®rtraying negative motherhood.
Moreover, though Martin's inclusion of matterstsas gender politics and Foucaultian
views on power may directly mirror the contemporary period inaedp to social and literary
awareness, the novels do not explicitly challergmér images of motherhood. Despite offering
readers access into the minds of many mothers, tte@ninternal experience largely reflects the
expectations society has for women as self-saergfiand loyal. When they fail to acknowledge
these qualities, the society on the other handdsrémem monstrous. The character of Catelyn Stark
in particular fulfills both sides of this script tontinuously lamenting her children, she embodies
the "mother's guilt" discussed by T. S. Eliot itat®n toHamlets Gertrude; in rejecting Jon Snow,
she becomes the evil stepmother of fairy talegatstWhile these depictions of motherhood range
from unaware to self-deprecating, what nonethedessects each is a lack of positive
reinforcement through motherhood: Daenerys Targaiy¢he one character to experience even
remote delight from her role as the symbolic mofbeboth her dragons and subjects, but as | will

argue in 4.2., even this ultimately results in riegaconsequences.

4.2. "It would not trouble me if the boy was wild,Ned. You don't know him as | do." The
failure to mother

"l knew that boy Joffrey. He used to call my Ralweuel names, and once he
slapped him with a wooden sword. A man will &l poison is dishonorable, but a

*| base this argument on Martin's narrative not amyking against the black and white moral traditaf the generic
high fantasy genre, but also his preoccupation détbcribing the ever-changing, impermanent natbippwer.
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woman's honor is different. The Mother shapetbysotect our children, and our

only dishonor is in failure. You'll know that, wh you have a child.”

(Lysa Arryn inSOS 944)
Martin's novels may be unusual for high fantasyféaturing a number of primary mother
characters, but they differ from tradition by afgesenting some of the most important narrative
through the eyes of children. Child perspectivefisn a staple of children's fantasy, even young
adult fantasy, but Martin's story is likewise tahdpart by girls and boys of different ages. Mdst o
these children are Catelyn and Eddard Stark's:,Bxgya, Sansa, and Eddard's illegitimate son Jon
all receive viewpoint chapters which document thiiughts and reactions to the war that is waged
around them. Additionally, there are several cleildwho are only discussed through secondary
sources, in the direct and secondhand experiericdbear characters. As with the mothers | have
studied, in my opinion this creates a balance ¢ licsthand account and unreliability, although
when focalizing a story through a child we mustale/remind ourselves with the challenges of
unreliable narrators’

The children of nobility understandably face expgons and demands different to their
peasant counterparts, which introduces them tor&dvidl! of political liaisons. However, what
connects each of them, regardless of origin, ictmstant element of danger in a realm spiraling
into war: no-one is spared from the harshnessadityewhich in itself is a potential breeding
ground for unhealthy influence. When analyzingéffects of mothering on children, we must
always take into account the surroundings in wihehmothering primarily takes place; according
to research, in the study of child disturbance Jittedihood of being exposed to another risk factor
increases with each additional risk introduced th®child's life. In other words, the detrimental

effect is multiplied by the risks which ultimatgbptentiate one another. These risks often include

factors such as the mental well-being of the patartcan also become potentiated by

2 An unrealiable narrator refers 'ta *narrator whose account of events appears fauddty, misleadingly biased, or
otherwise distorted, so that it departs from thee'tunderstanding of events shared between tleread the *implied
author. ... The term does not necessarily mearstledt a narrator is morally untrustworthy or a hadiliar ... since the
category also includes harmlessly naive, fallildeill-informed narrators" (Baldick, 347).
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circumstances such as a dangerous neighbourhoolci@&ft, quoted in Bisceglia et al, 2010, 40)
In terms of Martin's Westeros, this would refethe idea that issues among children can in part be
attributed to turbulent societal conditions; foample, young Arya's transformation from a nine-
year-old tomboy to an impassive Kkiller follows lseparation from her parents, as the war forces
her to adapt nearly sociopathic tendencies to gerWhile hers is possibly the most drastic fate of
all children in the novels, even those who lessdlly involved with the war (or not involved with
it at all) are forced to cope with these issueagihe limited abilities gained from caregivers.
Among these children, the concept of mothering tales precedence. By employing studies
conducted on children's behavioural issues, | aiargue that where the mothers' use of political
power yields generally negative consequencesgiercussions of their mothering in the novels
often imply similarly detrimental effects.

| have chosen to specifically ignore instances ploant towards "regular” insolence in a
parent-child dynamic, such as Catelyn's teenag&kebi defying orders, or unfortunate
byproducts of child-rearing only aimed to uphold #tatus quo, such as her daughter Sansa's
naivety and idealism rendering her a prime tar§ebase. It is worth noting that in child
psychology, terms such as "normal” and "abnormabtukl be used with caution when discussing
one's behavior; one type of development is onlgledbas aberrant from another through various
pre-existing guidelines, and these are continuowesiiewed and re-evaluated. The standards of
what constitutes as healthy behavior are therefdsgrary at best. (Mash and Wolfe, 11) This is
why most of my analysis on the children will be éd®n the approaches of the narrative: | will
thus rely on the conceptions of what is constit@sdormal by the other characters in the story, as
well as other similar evidence found therein.

However, in order to discuss maternal parentirgdjissniconsequences, one must not
overlook the presence of fathers. For this readwmvé chosen to briefly preface my study by
engaging the general paternal influence foundenstory. In broad terms, themes of fatherhood are

far more subtle in the novels: the Westerosi sgpdretats the act of siring a son with mild lack of
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regard. In a world where illegitimate children a@mmon enough to warrant uniform surnames,
the general consensus considers the child a metlesponsibility. On one hand, it would be
misleading to call women inherently more familyemted than men, as the latter will go to great
lengths to safeguard the family unit; on the otha@g is done mainly for the purposes of inherieanc
and succession, which in turn relates directlydlitipal power. 'Emotional’ parenting thus largely
only concerns women. Nonetheless, it is possibtidcover some recurring themes on the
perception of fatherhood, not only by the fathbesiselves but their children as well. In
circumstances where sheer absence does not negatpresence altogether, the most notable of
these themes are indifference, disapproval, angasesion.

Indifference and disapproval are negative traitsl characterize a number of father-child
relationships in the novels. Although more amicabieards the lives of his younger children, King
Robert for example shows a vehement dislike towhrslgldest son Joffrey. This is curiously
juxtaposed with a mild interest in the illegitimateildren he has fathered. While the reader will be
aware that Joffrey, Myrcella and Tommen are ndytRobert's, the character himself does not,
which provides an interesting scenario for hisefjisrrd towards his heir. To call his aversion
simply a lack of paternal instinct would be misleagl since we also learn that Jaime, the true
father of the Queen's children, exhibits an equaiffierence towards them. Both Robert and Jaime
are shown to disapprove of Joffrey, and consideuhpredictable and vicious nature to originate
from his mother.

Varying degrees of paternal disapproval loom elthckground specifically for characters
who defy the expectations of the society. Brierthe lady knight, and Samwell Tarly, Jon Snow's
friend in the Night's Watch, are both unsuitedvitrichever future their fathers have chosen:
Brienne, ineligible for marriage, and Samwell, ufdr a swordsman. Both are understood to have
caused disappointment and frustration for thelrdeg, who generally prioritize the succession of
their noble name. Although Samwell in particulaamong those most bullied by their fathers, the

combination of indifference and disapproval camultes disaster when it comes to daughters as
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well: where Catelyn Stark regards her father, HoBtaly, a kind but distant figuré® we learn that
he was also capable of orchestrating a forced iabdidr her sister, Lysa, when she became
pregnant at an early age.

Only a number of men in the high court of Westevosild, then, appear to treat their
children with explicit love and respect. There exeeptions, though: from the beginning of the
story, Eddard Stark is portrayed as not only a ofdronour, but also a compassionate father. In
addition to being engaged in his children’s Iieswill also treat his illegitimate son, Jon Snow,
and his ward, Theon Greyjoy, with respect. Altho&gitdard's daughter Arya causes grief for many
by resisting traditional female upbringing, insteddlisapproval, he encourages her aspirations to
the point of rewarding her with a private swordghfing tutor. We see a similar instance over at the
Iron Isles, where Balon Greyjoy names his daughgtra as his heir, and allows her to live among
the men unwed as she sees fit; this is possiblgusecthe Greyjoys are not as bound by the societal
norms of the inland, and because he has dismissedahe heir Theon as unfit for succession due
to being fostered among the Starks.

Yet, how many fathers are directly shown to deéhwaternal concern, similar to Catelyn's
guote at the beginning of 4.1.? From the speciBevpoint chapters we can use for the basis of a
definite argument, Eddard is among the most notableequently think of his children’s well-
being. Although he values honor and honesty mae ths own life, he is willing to falsely admit
to treason to save his children. Additionally, tharacter of Davos Seaworth systematically
worries for his sons in a manner very similar te thothers in the novels, regardless of them being
grown men. What separates Davos from the rest, Vs his background as a peasant man; this
is often highlighted in his desire to escape théipal conflict and return to his wife and remaigi

sons in peace.

» nCatelyn could not say if Lord Hoster knew that sl there, or if her presence brought him any cetrifat it
gave her solace to be with hikWhat would you say if you knew my crime, Fathem® wonderedVould you have
done as | did, if it were Lysa and me in the haofdsur enemies? Or would you condemn me too, ald caother's
madness?(SOS 35, italics original)
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As the rest of the novels primarily deal with Higihn men and women, it is difficult to say
whether the pressures of nobility therefore ultehashape the preconceptions of fatherhood in
Westeros. Nonetheless, it is obvious that thesegseater number of fathers disengaged from their
children's lives outside their immediate purposeeiss, as opposed to those who take part in their
emotional upbringing. On a surface level, the resgulity and consequences of child-rearing are
thus delegated to women. Yet, as pointed out in thany of the adult characters in the story share
a background of an absent mother and an indiffédeghér, making it difficult to gauge the results
of the loss of maternal impact in regards to gromen and women. Therefore, as 4.1. also presents
us with a variety of mothers employing motherhaodégative ways within the on-going narrative
itself, it is worth studying some of the immediatsults therein.

As previously stated, the theme which standslintost is that of children's mental health,
which manifests itself mostly in behavioral probkeras well as reclusion and depression. In 4.1., |
argued that both Lysa Arryn and Cersei Lannistapiecific are prone to displaying qualities
associated with the obscene mother: their firsthdrRobert and Joffrey, are repeatedly
characterized with equally problematic traits, iaggrom behavioral issues to mild cases of
mental retardation. In the case of the formerntla¢gher seems more oblivious to Robert's halted
development, preferring him to remain a baby indtdly; while Lysa herself excuses this away
due to the child's sickly nature, it is impliedtteaen her sister cannot help but partially hold he
responsible:

Catelyn was at loss for wordign Arryn's sonshe thought incredulously. She
remembered her own baby, three-year-old Rickali,the age of this boy and five
times as fierce. Small wonder the lords of thé&e\Weere restive. For the first time
she understood why the king had tried to takecthiel away from his mother to
foster with the LannistersGQOT, 365)
According to studies, cognitive development andegigmce share at least a general link to one
another in terms of explaining the processes of tlaldren reach, maintain, or diverge from

normative behavior (Baroff and Olley, 202-203). lte$ also possible to overcome these

experiences even in later childhood with the appatg caregiving techniques. (209) From
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Catelyn's perspective, Robert seems behind hi®wagears: his infant-like temper whenever his
whims are not met further underlines the dissonameele all the more grotesque when he becomes
enraged at being deprived of the pleasure of wagchyrion Lannister fall to his death: "You
promised | could make him fly," the Lord of the Eeyscreamed at his mother. He began to shake"
(GOT, 428). His mother and servants refer to this egyshaking sickness'’; his cousin Sansa
witnesses it first hand in Eyrie, when she accidéntips young Robert's doll in two:
Lord Robert's mouth trembled. "Yddlllllllled him," he wailed. Then he began to
shake. It started with no more than a little shivg, but within a few short
heartbeats he had collapsed across the castlemibis flailing about violently. . . .
Guards and serving girls arrived within instaotselp restrain the boy, Maester
Colemon a short time later. Robert Arryn's shglsitkness was nothing new to the
people of the Eyrie, and Lady Lysa had trainenhtfall to come rushing at the boy's
first cry.
"My lord, your blood needs thinning," said Maesi®lemon. "It is the bad blood
that makes you angry, and the rage that bringb®shaking. Come now."
(SOS$1105-1106)
The quote above reveals Robert's mother's staggmdach to her son's ailing behaviour: the
servants are "trained" to "come rushing" at any sigdistress, and his health is aided by various
concoctions and thinning of the blood. Regardld¢sgh@ther Robert's behavior is caused by a
neurological disease (such as epilepsy, which tsante triggered by emotional turmoil), the result
of stunted development, or simply behavioral issiieés obvious that Lysa views the issue as
merely physical. Although Lysa frequently warnsiagaupsetting her son, little effort is made to
construct a link between the child's mental stgb#ind the frequency of his seizures; by
smothering Robert, Lysa inherently hampers higtgho develop mechanisms of coping with his
emotions. His character is thus easily regardetisisrbing by both adults and children, something
Lysa refuses to acknowledge.
As | have previously referred to several instarwelasre her own sanity is called into
guestion by family and acquaintances alike, itkiewise possible to draw parallels with Hobcraft's

notions of the parent's mental well-being potemgaturther risks to a child being exposed to

disturbances (Bisceglia et al, 40). Moreover, ilieal discussed Lysa's portrayal as the mother
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who merges her child's identity with herself, tledavior of her son can subsequently be viewed as
direct implication of the society's failure to ersabjection. As Creed writes, "partly consumed by
the desire to remain locked in a blissful relatl@pswith the mother and partly terrified of
separation, the child finds it easy to succumihédomforting pleasure of the dyadic relationship™
(12).
Similarly, Cersei's son Joffrey frequently struggto win the trust of adults or to connect
with children his own age. When we are first introed to the thirteen-year-old Joffrey, he is
portrayed as a charming, kind prince through tresef a besotted Sansa Stark; upon closer
examination, however, this view quickly deteriogaiteto the portrayal of a deeply disturbed child
with issues of anger, self-worth and lack of empaliwould be easy to assume these issues to
stem from his origin: born of incest, Joffrey reggpts a definite taboo by the standards of mokt rea
life societies. However, as his siblings — sistgréélla, brother Tommen — are repeatedly
described as normal, healthy children regardlegmgntage, the explicit source of Joffrey's
disturbances must lie elsewhere.
Joffrey's character is as multifaceted as theouarroles he employs during the three novels:
a boy worshipped by his mother and ignored by dtisdr(s), he has internalized much of the
cynical attitudes of Cersei regarding life, andetakut the frustration of his own limitations ouat o
other people in a similar manner. Although he ipdlessly dependent on his mother, Joffrey is
shown to belittle and ridicule her on numerous emes in a desperate attempt to gain autonomy of
her; interestingly enough, if we refer back to ks, this would link Cersei's obscene/monstrous
gualities as a mother inherently to Joffrey's inédabjection, his attempt to disengage and reject
her immediate influence:
Joffrey gave a petulant shrug. "Your brother defd my uncle Jaime. My mother
says it was treachery and deceit. She wept whemesard. Women are all weak,
even her, though she pretends she isGOT, 724)

As Joffrey remains in a state of both desiring e€cting his mother's influence, he is likewise

reminiscent of Goux's description of Oedipus, whiagdare to commit successful matricide by
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slaying the Sphinx resulted in a skewed perspectivihe feminine. Joffrey gradually changes
from a sheltered, proud boy with self-confidensies to an outright monstrous teenager with little
remorse; to augment his wounded pride, he exetieather of his fiancée, and repeatedly orders
his guards to physically abuse her while boastingsown physical prowess. His father(s)
disassociate themselves from his behavior, an@fmging to intervene, they contribute to his
deteriorating development in a manner very simddrnis mother. Cersei, given her own harsh
experiences, sees little wrong with Joffrey's adiit. According to Susan Campbell, author of
Behavior Problems in Preschool Children: ClinicadcaDevelopmental Issu¢2002), children
"learn through observation and imitation,” whichtfier means that the actions and emotional
expressions of parents are a definite model fob#tevioral elements and internalized values of
children amidst their own social networks (115). @&@ample of this shows itself in a story of
Joffrey's youth, recounted by two different peoplis,mother and Stannis Baratheon. When Cersei
recites the tale to her father, it becomes butretdote in an attempt to defend Joffrey's temper
after he makes empty threats at council:
"Father, | am sorry," Cersei said, when the deas shut. "Joff has always been
willful, 1 did warn you..."
"There is a long league's worth of differencentssn willful and stupid. ‘A strong
king acts boldly?' Who told him that?"
"Not me, | promise you," said Cersei. "Most likevas something he heard Robert
say..."
"And what were you telling him, pray? | did nailit a war to seat Robert the
Second on the Iron Throne. You gave me to unaledsthe boy cared nothing for his
father."
"Why would he? Robert ignored him. He would hbeat him if I'd allowed it. That
brute you made me marry once hit the boy so harkhocked out two of his baby
teeth, over some mischief with a cat. . SO 716)
Meanwhile, according to Stannis,
"Joffrey... | remember once, this kitchen calhe. cooks were wont to feed her scraps
and fish heads. One told the boy that she haghlsitin her belly, thinking he might
want one. Joffrey opened up the poor thing wittagger to see if it were true. When
he found the kittens, he brought them to shohigdather. Robert hit the boy so
hard | thought he'd killed him.SQOS 864)

The above examples illustrate two important poaftdhe circumstances of Joffrey's development:
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firstly, Cersei's attitude towards the idea of &n dissecting live animals is rather telling. In
reality, such actions would imply at least the sy of an emerging conduct disorder, the
symptoms of which include aggressive, harmful beratowards animals (Veeraraghavan, 58);
yet Cersei shrugs this incident off as 'some mefttwhich can be understood to bear influence on
Joffrey's own set of values, as per Campbell'ssassent of children learning through imitation.
Secondly, it also summarizes Joffrey's interaciuith his supposed father, who has remained
disengaged from Joffrey's life in part due to Cissesistence. As Joffrey's tendencies are thus
largely left unattended, the narrative implies thiatunstable nature combined with his mother's
lack of parental intervention is what eventuallyaeles his gradual mental deterioration.

While Campbell also points out that fathers whartail or ignore their childrearing
responsibilities” are just as likely to cause rarations for both the child and the mother, she
acknowledges that the role of the mother-childradBon and maternal behavior is usually stressed
in research (113). Therefore, an increasing amouatidence has been conducted on the link
between early mother-infant relationships as welater competence in social and cognitive
situations: she notes parental responsivenesdabiigy, warmth and sensitivity among key factors
underscored in such studies (114). This also poisis the direction of the mothers in the novels
who, for one reason or another, fail to providehsaitention to their children completely. Although
Catelyn Stark'’s children are generally consideradray the healthiest of the noble families, her
wavering on the boundaries of the obscene (asshgedun 4.1.) comes at a price: some of her
children are subjected to elements of neglect &adadion.

The most notable of these is her youngest, Rickarlier, | discussed the scene where
Robb attempts to stir their mother from Bran's Imklf0 recognize her detrimental influence on the
family; in doing so, he describes Rickon's behavasifollows:

"He's only three, he doesn't understand whappdrang. He thinks everyone has
deserted him, so he follows me around all daytcbing my left leg and crying. |
don't know what to do with him.GOT, 124)

At only three years old at the beginning of thest&ickon is still undeniably dependent on his
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mother, who first neglects him during Bran's injutyen travels South in pursuit of vengeance. In
the absence of his parents, Rickon copes by dewmgl@pviolent temper and mostly isolates himself
in the company of his pet direwolf. He is repeatesiown to ask for his mother; it is even
remarked that he "had refused to let anyone cattfair] since their mother had gone. The last girl
to try had been bitten for her effort€CQK, 294). While Catelyn does lament on Bran — anteigh
year-old — and Rickon from time to time, she sawists her place is at the bedside of her dying
father, then with RobB® As pointed out in 4.1., the reality of her circuarees renders the

situation unfair to judge as good or bad parenpiegse, yet the consequences of Catelyn's choices
are nonetheless displayed in a negative light.

Catelyn's more vengeful side has an equal impabteo step-son Jon Snow, who at fourteen
years of age deals with his experience of alienaliferently. In circumstances where a child
repeatedly encounters cold and rejecting attitdices a parental figure, it is possible for them to
contend the feelings of frustration and grief watiger that remains unexpressed, lest the parent
reject them further (Veeraraghavan, 69); Jon behavthis manner by channeling his feelings of
inadequacy towards defensive arrogance and thetwigtove his worth in the eyes of everyone.
This subsequently and repeatedly lands him in $igimongst the other members of the Night's
Watch before he is able to construct a stable seinself-worth.

An additional, yet less literal example of howrdeental mothering comes in the form of
Daenerys Targaryen's dragons. For all purposdseddtory, they are treated similarly to any
biological child she might have, and their gradaak of regard at her commands mirrors the
situation with Cersei and Joffrey in many ways. @ha&gons, while ferocious beasts, are
nonetheless highly intelligent animals capableoofing emotional bonds with their caregivers;

Daenerys is able to communicate with them in sinopteers, which by the end of the third novel

* "Fate drives me south and south agadatelyn thought as she sipped the astringenteax; it is north | should be
going, north to homeShe had written to Bran and Rickon, that lashhal Riverrunl do not forget you, my sweet
ones, you must believe that. It is only that yaother needs me mdr¢COK, 305, italics original).
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would loosely render them slightly above the leMfdhuman infants. Named after her late husband
and brothers, she is first protective of the dragamd enjoys engaging them in her affairs. Their
initial small size and relative calmness beliesrttrae monstrous nature, which even Daenerys
overlooks for a long time. As the dragons begigrmw in size, they not only spread concern and
suspicion among outsiders, but also begin to ektebdencies which forebode conflict in the
future: one of the dragons learns to obliteratevgranen with fire. While the three novels do not
explicitly provide examples of outright misbehawviotiney preface the setting for the eventual
conflict that takes place in later novels, suggesthat Daenerys's inability to foresee the
repercussions of her pride extends to her childden.neglect to pay heed to their needs early on
renders later intervention impossible, which inséregly parallels her relationship with her
subjects, as discussed in 3.2.

The nature of mostly gender-divided parenting iestéros thus shoulders much of the
pressure of children's well-being on the motheisThirrors studied conducted in real life, which
primarily focus on mother-child dyads; images afgpgéing and mothering thus appear largely
conventional, perhaps reflecting the medieval coos the story is modeled after. While some
instances of engaged fatherhood do exist withimthesls, and another study altogether could be
completed on the possible influences of paternséate, the actual examples in the narrative force
us to focus on the ‘repercussions’ of motherhosté#u: the negative elements of the 'fairy tale
syndrome' and the monstrous mother are shown kb gikigher likelihood of mental issues among
the children exposed to such child-rearing techesqlihave attempted to highlight only the most
glaring instances of children’'s mental health ningpthe portrayal of the mother; what | have
therefore concluded is that the novels exhibit behaal issues as the most common result of
obscene or neglectful mother-child combinationsréMaften than not, these issues are also largely
unacknowledged by the mothers themselves; thisneles Creed's ideas of the mother obstructing
the child's development of the self through abgectAnother important distinction to make is that

it is only seldom that these mothers are portragdhonstrous through the eyes of actual children
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(such as their own); even with a diverse cast oflgrotagonists in the novels, the behavior of
mothers such as Lysa and Cersei is deemed abaraamiy by other adults.

At the beginning of the chapter | quoted Lysa Arcalling a woman's only dishonour the
failure to protect her children; the failure to imet 'properly’ could thus be read as another defect
another negative consequence of motherhood. Hsgtie concept back to "commonplace maternal
failure,” (see 2.2.2.) the idea of which has pégsgisince the 18th century, and thus directly links

Martin's narrative with a wider literary and sodialckground.
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5. Conclusion

In the first three novels of his Song of Ice and Firg&Seorge R. R. Martin broadens the concept of
mothers in high fantasy literature: as opposedaticsor completely absent characters, he includes
a number of active mothers with agency in his stbhese portrayals have more in common with
mothers generally found in children's and youndtddatasy, where motherhood has long since
been presented as a more multi-faceted concepeiaytes of child narrators. fiGame of

Thrones, A Clash of KingsndA Storm of Swordsve perceive motherhood not only through
children but also the society and the mothers tleéras. This provides us with mother characters
who can be both loving and cruel, well-intendingl amsinformed, self-sacrificing and selfish. The
character of Catelyn Stark in particular servesuiovert expectations of "good" motherhood, by
being introduced not only as a loving caregivet,diso as a vengeful and bitter stepmother.
Diverse portrayals of this sort are uncommon irhlantasy, where motherhood is often either
valorized or simply not present at all.

In depicting mothers, Martin borrows from two atlwaditions in literature: fairy tale tropes
and the history of the monstrous mother. The negatspects of motherhood take after absence,
evil stepmothers, and mothers of literal monsi@ssyell as more general concepts of ‘bad’
mothering such as obscenity and smothering. Bylaigihg high fantasy tropes, Martin's
characters inevitably feed into stereotypes offf@mint kind; this is reminiscent of Swift and
Defoe's attempts to transgress images of matamitgvels likeMoll Flanders wherein the
transgressive qualities nonetheless enforce otieeexisting attitudes of detrimental consequences.
These consequences are presented in Martin's rawetberently tied to power, both in terms of
political authority and influence over childrenr this reason, theories on the effects of feminine
power also apply.

The world of Westeros is undeniably harsh on emeey with most personal and political

endeavours resulting in failure. However, the mamme&vhich the characters of my study face
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resistance, rejection, and even punishment for thsiitutional failures is shown inherently tiea t
their motherhood: their actions are viewed throogtternal motivations, which in turn is supported
by the characters' internal monologue. In comparigaw fathers either regard or are regarded by
the society as acting in a manner that is profouhdked to their fatherhood; the Westerosi society
supports disengaged fatherhood, with the occasttigplay of fatherhood as justification for
action. Although it is suggested that implicit fdeafluence may yield changes in political
liaisons waged by men, direct female rule is méhwpposition: both Cersei Lannister as Queen
Regent and Daenerys Targaryen as the Mother ofddsafail to have a lasting impact on their
realms. As smaller-scale attempts to wield politozaver result in either the removal of this
authority or it becoming disputed. These attituagisere to feminist theory regarding power, where
female authority is often considered illegitimateldarmful by societies rooted in patriarchy.
Likewise, the narrative supports similar concemsrdahe corruptive nature of power, which
manifests itself as the loss of compassion in #ses of characters like Catelyn and Daenerys.

The first three novels also show more evidenaaathers being held responsible for the
"failure to mother" as opposed to fathers condenfaetheir lack of parenting. Due to the strict
gender division in Westeros, children are generalysidered the mother's responsibility; in the
case of Joffrey Baratheon and Robert Arryn, th&dodm's disturbed nature is widely regarded as an
extension of their mothers' instability and smoitingralthough real life studies have shown the
absence of fathers to equally contribute to a thdtlnted development. Likewise, we are shown
glimpses to issues of neglect, where the resuttimigl behaviour suggests a lack of primary
caregiver figures. As these instances are linkeld taditionally 'selfish' motivations (bitterness,
jealousy, pride) on behalf of mothers, they furtteexd into the trope of such flaws implying 'bad’
mothering, and the dangers of active motherhood.

The question is not so much whether Martin's mrstBbould or should not exhibit negative
traits; one of his trademark qualities is, aftérthle subversion of high fantasy genre tropes,@and

making his characters flawed regardless of age, &ud gender, he certainly deconstructs the saint
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stereotype so often attached to mothers in higtaggn This succeeds in portraying feasible, human
characters instead of two-dimensional archetypasamidst the negative consequences of both
individual and institutional displays of motheririgere are rarely instances to counter the
detrimental element of motherhood with somethingp@wering, something positive. All around
Westeros, people pray to the Mother of the Severls@od valorize the idea of motherhood as
something inherently good and merciful; yet themmarrative rarely touches upon instances where
those qualities yield genuinely positive reperomssi This, in turn, is in direct opposition witreth
general views of feminist mothering, such as Nabbgdorow's insistence of motherhood not only
being a source of gratification but an undeniablecsess regardless of adversity.

The issue my thesis will hopefully have succedadambinting out is thus the complexity of
portraying mothers in not only high fantasy, batin across genre boundaries. Fantasy, as
discussed, theoretically provides means to sulbratitional complications of life, such as
parenthood as an obstacle for narrative. As Matrtictional world parallels our own, it is
understandable that his characters are similarigdd, but also inevitably make a commentary on
reality; instead of disguising his mothers as stpkaceholders, like the numerous high fantasy
gueens succeeding Tolkien, he has therefore prdvidem with individual agency. Characters like
Catelyn Stark, Cersei Lannister, Daenerys Targayed even Lysa Ar ryn do challenge our
perception of motherhood and mothers as wieldensstitutional power, yet this perception
ultimately remains more or less one-sided. Giver tatherhood is only occasionally touched upon
in the novels, it would be unfair to directly cadt the two with one another and claim that fathers
are less '‘condemned' for their actions and inflagtiee examples | have provided nonetheless
provide enough basis to question whether Martir@ghers nonetheless only paint a very limited
image of motherhood in spite of their otherwisas$gressive traits. This image, based on the first
three novels of his saga, may adhere to the geognadal atmosphere of the series, but as an
example of motherhood it carries other historitignsa already discussed by Marilyn Francus in

2.2.2.: that agency, desire and will ultimatelywimlate the very definition of motherhood.
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