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This article presents a translation-oriented analysis of contemporary feminist rewritings of the Circe myth, with
a particular emphasis on their reception and rendering in the Ukrainian cultural and linguistic space. Focusing on
Madeline Miller’s Circe as a key example of mythopoetic revision, the study investigates how the novel restores
voice, agency, and psychological complexity to a figure historically shaped by layers of patriarchal interpretation.
It argues that centuries of cultural reception from classical commentaries and Christian allegory to Renaissance
and Romantic constructions of the alluring, dangerous, or demonic woman have produced persistent linguistic and
symbolic frameworks that still inform translators’ choices. Special attention is devoted to the Ukrainian translation,
where shifts in gendered terminology, metaphors of embodiment, representations of the “demonic feminine,”
and nuances of emotional and affective agency reveal how language can either reinforce or challenge inherited
narrative patterns. The analysis demonstrates that culturally embedded associations related to beauty, monstrosity,
female autonomy, and moral evaluation may subtly modify the feminist impetus of Miller’s narrative, creating
new emphases or redistributing interpretive weight. By conceptualizing translation not as a neutral transfer but
as a dynamic site of mythic renegotiation, the article addresses the extent to which feminist reinterpretation can
be preserved across languages without inadvertently reinstating androcentric narrative constraints. Ultimately, the
study argues that the Ukrainian translation of Circe offers an illuminating case of how feminist discourse travels,
adapts, and acquires new meanings, revealing the crucial role of cultural context in the ongoing reclamation of
mythic female subjectivity.
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CratrTs IPOTNIOHYE MEPEeKIIa03HaBUNil aHaJli3 CydyacHUX (eMIHICTHYHUX MepeocMucieHs Midy npo Luprero 3
0COONMBOIO YBAaroo 10 IXHBOI PENerIlii Ta BIATBOPCHHS B YKPATHCHKOMY KyJIBTYPHOMY if MOBHOMY mpocTopi. 3oce-
pemkyrourck Ha pomani M. Mimep «Llupres», Ik KIIFOU0BOMY NMPUKJIIA/i Mi(ONOETHYHOT PeBi3ii, JOCTIIKEHHS PO3-
I a€, SKUM YMHOM aBTOPKa IMOBEPTAE I1iif MOCTATi T0JI0¢, Cy0’ €KTHICTD 1 ICUXONOTIYHY CKIAAHICTb, 10 iICTOPHYHO
(opMyBasHcs M BIUIMBOM 0araTopiBHEBHUX MaTpiapXaibHUX iHTeprpertariil. CTBEpIAKYyeThCs, MO OaratoBikoBa
KyJNbTypHA PEeNeNIlist (Bifl aHTHYHUX KOMEHTAPIB 1 XPUCTUSHCHKOI aJieropii 10 peHeCaHCHUX 1 POMaHTUYHUX 00pa-
31B CHOKYyCIHMBOI, HeOe3neyHoi abo AeMOHIUHOI KiHKN) chopMyBaa CTiiiKi JIHTBICTHYHI Ta CUMBOJIIYHI MOJENI,
K1 1 JOC1 BINTMBAKOTh Ha Mepekiaanbki crparerii. OcoOnuBa yBara npujijieHa YKpaiHCbKOMY TEepeKIay, B IKOMY
3MiHH B TeHAECPHO MapKOBaHiil TEpMiHOJIOT], MeTaOpHKa TIIECHOCTI, PEIPE3CHTAIII] «IEMOHIYHOI XKIHOYHOCTD» Ta
HIOAHCH eMOLINHOI i a)eKTHBHOI areHTHOCTI JEMOHCTPYIOTh, SIK MOBa MOXe a00 MiJCHIIOBaTH, a00 MiABaXXyBaTH
ycIlafKoBaHi HapaTuBHI Mozaeni. [IopiBHAIBHNUIT aHAMNI3 TOBOAUTS, IO KyJABTYPHO 3aKOpiHEHI KOHOTaNii, TOB’ I3aHi
3 KPacor, MOHCTPYO3HICTIO, )KIHOYOK aBTOHOMIEK YH MOPAJIbHOIO OIIHKOKO, 3/1aTHI HEITOMITHO 3MIHIOBATH (eMi-
HICTHYHUH TIOTEHIIIa] POMaHYy, TIOCHIIFOIOYN OKPEeMi CMUCIH a00 TIepeaKkIieHTOBYOUH 1HTepIpeTanito. Po3risiiatoun
HepeKIIaj He sIK HeHTpalbHy mepeaady 3MicTy, a SIK AMHAMIYHUN TIPOCTip NepeocMHUCICHHS Midy, CTaTTs mopyuIye
MUTAHH, HACKUTBKH MOKJINBO 30€perTH KPUTHIHY TOCTPOTY (peMiHiCTHUHOI iHTeprpeTartii B iHIIi MOBHIN KyJb-
Typi. ¥ MiACyMKy CTBEPKY€ThCS, IO yKpaiHChKuil nepexnan «Lluprei» M. Minsep € moka30BUM MPUKIAIOM TOTO,
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sIK (DeMIHICTHUHHI TUCKYPC aJIalTYEThCS Ta HAOyBa€ HOBUX 3HAYE€Hb, & KYJIBTYPHHUI KOHTEKCT CTA€ BU3HAYAIHHUM
YUHHHAKOM Y TIpOIIeCi MOBepHEHHS Mi(iuHil KiHOYIH mocTaTi cyd’ €KTHOCTI.

Karwuogi ciioBa: nepexiiafanbki TpancdopMariii, KylnbTypHA pelienilisi, peMiHICTHIHE TIepeOCMHUCIIeHHS, Mio-
JIOTIYHUHN apXeTHIl, KiHoda Cy0’ €KTHICTb.

Problem Statement. While Circe is best known for her power to transform others, her own
image has undergone continual transformation across centuries of reinterpretation, a process further
influenced by translation. In Transformations of Circe: The History of an Enchantress, J. Yarnall
explores how Christian allegory has reimagined the morally complex figure from Homer’s epic as “a
demonic figure personifying the linkage between the feminine, the natural, and the deadly” [1, p. 79].
This revisionism reflects not only an ideological but also a linguistic shift, raising important questions
about how gendered and culturally loaded terms like “demonic”, “deadly”, “natural”, and “feminine”
are translated in other languages, including Ukrainian.

During the Renaissance, the portrayal of Circe continued to evolve, casting her as an archetype of
the seductive and dangerous woman, a “dark muse” for male authors such as Milton and Calderén
[1, p. 99]. In Ukrainian translations, these characterizations are often reproduced quite faithfully;
however, their connotations may vary depending on the socio-historical context. For instance, the
English phrase dark muse is typically translated as «memna my3a», which retains the metaphor but
may not fully capture the historical associations of the femme fatale figure within the Ukrainian
literary canon. As J. Yarnall concludes, the image of Circe did not originate as misogynistic in
Homer’s text, but it gradually acquired this quality through centuries of “persistent, pervasive,
and unacknowledged biases against women” [1, p. 195]. This accumulation of interpretive bias, as
J. Yarnall notes, has resulted in a depiction of Circe influenced less by Homer’s narrative and more by
centuries of androcentric retelling. In translation, these biases are not only preserved but can also be
amplified or distorted through the linguistic frameworks of the target language.

Madeline Miller addresses this legacy of Circe from a contemporary feminist perspective, noting
that “in the Odyssey, Circe is very clearly the incarnation of male anxiety about female power. the
fear is that if women have power, men are getting turned to pigs” [2]. This interpretation, rich in
metaphor and gender politics, presents a particular challenge for translators, especially in Ukrainian,
where direct equivalents often fail to convey the same depth or tone. The difficulty in translating
Circe, thus, lies not only in language itself but in reconciling the historical layers that have shaped her
image. How can a figure be translated when her identity has been shaped and distorted by centuries of
male authorship and myth-making? This is the central challenge taken on by both M. Miller’s novel
and its Ukrainian translation. Each work, in its own way, reclaims and reimagines myth with critical
awareness and cultural specificity.

Analysis of recent research and publications. This feminist reinterpretation of the myth is
not unique. Earlier in the twentieth century, Eudora Welty’s short story Circe (1955) and Margaret
Atwood’s poetry cycle Circe/Mud Poems (1974) also present the myth from Circe’s perspective.
These texts challenge the traditional portrayal of Circe as merely a seductress, giving her a “voice”
and psychological depth. In E. Welty’s story, Circe reflects on her solitude and her past with Odysseus,
while M. Atwood’s fragmented monologues highlight the ongoing objectification of female figures.
Together, these works can be viewed as ‘‘feminist forms of retranslation” [3] that reimage Circe’s
story from her perspective, critiquing patriarchal frameworks and transforming a myth that has long
been told about women into one that is told by them.

Research aim. While the retellings by E. Welty, M. Atwood, and M. Miller have been analyzed
as feminist “interventions” in the myth, less attention has been given to how these narratives are
transformed through translation. This article addresses that gap by offering a comparative analysis of
Circe in English and Ukrainian, focusing on the semantic shifts and cultural filters involved in feminist
mythmaking. It begins with a brief overview of rewriting as a feminist strategy, acknowledging that
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although the idea of a unified female voice is debated, reimagining foundational myths from a woman-
centered perspective remains a significant discursive intrusion. The article then turns to M. Miller’s
novel, examining how her retelling challenges traditional portrayals of Circe. It questions whether this
resistance, rooted in gendered language and symbolism, retains its impact in Ukrainian translation. In
doing so, the study considers how the act of translating this feminine myth may preserve or redefine
its feminist potential across cultural and linguistic contexts.

Main body. M. Miller’s Circe (2018) brings attention to one of mythology’s most misrepresented
female figures by giving her a voice that has long been absent from classical narratives. While Homer
and Ovid depict Circe as a dangerous obstacle in the male hero’s journey, M. Miller reframes her as
a fully realized individual. The novel switches the narrative perspective from external portrayals to
the interior consciousness of Circe, transforming her from a marginal enchantress into the protagonist
of her own story. This reframing is central to M. Miller’s feminist approach and becomes especially
significant when examined through the lens of translation. As Circe’s voice crosses civilizational
frontiers, the question arises: how is her agency and symbolic power rendered in another language?

The importance of this question becomes more apparent when we examine the enduring mythological
tradition that M. Miller addresses, particularly how male authors have historically projected cultural
anxieties onto female archetypes in myths such as that of Circe. Rooted in patriarchal traditions,
these narratives have shaped the portrayal of women and the interpretive frameworks through which
these portrayals are understood. Across various historical periods and cultures, myth has served to
transmit shared values, reflecting and reinforcing social gender hierarchies. Classical mythology, in
particular, tends to privilege the male perspective, often depicting women as passive spectacles who
are looked at but rarely allowed to speak or act for themselves. As feminist theorists like M. Beard,
J. Butler, H. Morales, and A. Rich have pointed out, women are frequently positioned as objects of
the gaze rather than agents of their own narratives. In the words of J. Berger, “men act and women
appear. Men look at women. Women watch themselves being looked at” [4]. Such representations
have been transmitted through generations of storytelling, perpetuating deeply rooted archetypes that
continue to influence societal perceptions of femininity. Against this backdrop, Miller’s decision to
allow Circe to recount her experiences through memory and reflection challenges the traditional
gender norms of classical storytelling. By becoming, as M. Altin notes, “the bard of her own story”
[5, p. 149], Circe transitions from being an object of the male gaze to an active narrator who asserts
interpretive authority over her life. Her voice presents what F. Godrej describes as “a counter-
narrative to the authoritative voices” [6] that have shaped her myth over centuries, undermining
the singular, patriarchal perspective inherited from texts such as The Odyssey, the Telegony, Virgil’s
Aeneid, and Ovid’s Metamorphoses. By incorporating these sources into a broader mythological
framework and refocusing the narrative on Circe’s vulnerability, resilience, and self-determination,
M. Miller reconceives a familiar story as an act of feminist reclamation. This narrative change sets
the stage for understanding the stakes of translating Circe. If the novel’s power lies in how it reclaims
voice, perspective, and emotional nuance, then translation becomes a crucial space for examining
whether the gendered assumptions embedded in myth are upheld or challenged. In the case of Circe,
the task is not merely to convey meaning from one language to another but to carry across the novel’s
feminist reframing without reinstating the very silences it seeks to break.

The novel begins with a striking line that generalizes the importance of narration and translation:
“When I was born, the name for what I was did not exist” [7, p. 1]. The absence of a name signals
more than just personal alienation; it reveals a broader issue within a mythological system where
women are often unnamed, voiceless, and defined only in relation to male power. Circe, the daughter
of Helios and Perse, inherits her mother’s role as a nymph rather than her father’s divine authority.
Her identity is predetermined by social and gendered hierarchies, which is evident when Oceanus
tells Helios, “She is yours if you want her” [7, p. 2]. In this context, women are treated as possessions
or gifts, denied recognition as individuals with their own agency. This reduction of female identity to
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a socially assigned role is further underscored when Circe reflects on the very word “nymph”: “That
word, nymph, paced out the length and breadth of our futures. In our language, it means not just
goddess, but bride” [7,p. 1]. The line reveals how mythological language encodes social expectations,
reducing female divinity to the prospects of future marriage. The Ukrainian translation captures this
layered meaning: «Ome cnoso Himga 6y10 Hacnpasdi Mipoio i 3HAMEHHIM HAUWLO20 MALOYMHbO2O.
YV Hawiti mosi 6ono o3nauae ne minoku Himghy, a ti Hapeyeryy [8, p. 1]. In both English and Ukrainian,
the term nymph evokes notions of beauty and passivity, while also suggesting containment, thus
linking female identity with the role of a future bride.

The reduction of a woman's worth to her marital value is further emphasized a few pages later
during a discussion about Circe’s future, which takes on a transactional tone: “She will make a fair
match,” he said. “How fair?” my mother wanted to know. This might be consolation if I could be
traded for something better [7, p. 9]. In the Ukrainian version, it reads: « Bona 3natioe co6i 2iony napy. —
Hacxkinoku 2iony? — donumyeanacs mamip. Ii pospaouno 6 me, wo mene moanu oO6MinAMU HA WOCH
kpacusiwey [8, p. 9]. Here, the adjective “better” is translated to «xpacusiwey, swerving the focus
from a general sense of value to a specific emphasis on aesthetic criteria. This lexical choice highlights
a normative association where «xkpawuti» (“better”) in the context of marriage often implies «xpa-
cusiwuily (“more beautiful”), revealing a subtle “marriage market” mentality. The English version
retains the open-ended ambiguity of “better,” allowing readers to consider various dimensions of
value, while the Ukrainian version narrows the focus to physical appearance, reinforcing a more
traditional, beauty-centered view of female worth. This same logic underlies how Circe is marked as
different — not through her supernatural powers, but through her voice and appearance, which set her
apart from the idealized image of divine femininity. Unlike her radiant relatives, Circe is described
as plain and animalistic, unfit for admiration or marriage: “Her eyes are yellow as piss. Her voice is
screechy as an owl. She is called Hawk, but she should be called Goat for her ugliness” [7, p. 6]. In
the Ukrainian translation, the passage reads: «/i oui scoemi, naue ceua. ['onoc kpuxaueuii, sx y cosu. Ii
38yms Coxonuyero, ane maau 6 nazusamu Kozorw.: maxa éona nomeopuay [8, p. 13]. This translation
is both vivid and faithful, as it retains the same animalistic imagery and crude tone. However, the use
of the word «Ko3a» introduces culturally specific connotations; in Ukrainian, it can imply foolishness
or ridicule, which amplifies Circe’s sense of social otherness. Such linguistic and symbolic nuances
matter, as they reflect Circe’s non-conforming body and voice, which foreshadow her later alienation.

Paradoxically, the very traits that set her apart as deviant become central to her self-definition.
Circe’s “human voice” and “braided hair,” which in Homer’s Odyssey serve as superficial
characteristics, are altered by M. Miller as means through which she ultimately reshapes her world
[9]. This new perspective challenges classical symbolism by transforming what was once a mocked
voice into a medium of narrative authority, and the body, previously a site of shame, into a source of
knowledge and transformation. This reposition also requires conveying the novel’s modification of
symbolic elements like voice and body while preserving their feminist significance across symbolic
and linguistic spheres.

Yet reclaiming one’s voice and body does not always involve using them openly. The interplay
between power and silence emerges clearly in one of the novel’s key scenes, when Circe transforms
Glaucos into a sea god but chooses not to reveal her role in the transformation: “...J saw how it pleased
him to believe his godhead wholly his own and I did not want to take it from him” 7, p. 44]. The scene
highlights a central feminist concern in the novel — the erasure of female contribution to maintain
male-centered narratives of autonomy and achievement. Circe’s silence here sharply contrasts with
the earlier mockery of her “screechy” tone, indicating that even when a woman has the power to speak,
societal norms may still compel her silence. As J. Russ argues in How fo Suppress Women's Writing,
this kind of erasure is not accidental but systemic; it’s a denial of women’s agency that leads to their
work being forgotten, misattributed, or dismissed [10]. The Ukrainian translation retains the overall
message: «1 6auuna, AK 6iH XOMIig GIpumu, wjo 1020 6odceCmeeHHa npupooa HALeHCUmy MilbKu
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tomy, i He xomina 8iobupamu 6 Hvozo yiei oymkuy [8, p. 53], maintaining Circe’s deliberate choice
to withhold her role. This choice aligns with B. Fernandez’s observations regarding narratives where
power is exercised “through silence, omission, or denial,” underscoring the important distinction
between intentional restraint and passive compliance [11].

The implications of Circe’s chosen silence become evident in the following episode, when she
discovers that Glaucos has fallen in love with another nymph, Scylla. Her devastation, intensified by
the feeling of displacement, not only in affection but in visibility, as she swerves from an active creator
to an overlooked bystander. This emotional betrayal is sharpened by the language used to describe
Scylla as “one of the jewels of our halls” [7, p. 44]. In the Ukrainian version, she is referred to as
«Cnpasoicuin camoysim y Hawux naramaxy [8, p. 56]. While the metaphor is faithfully translated, it
continues to frame femininity through the lens of ornamentation. Both versions express admiration.
They also subtly reinforce objectifying language. The English term “jewel” suggests a woman’s value
lies in external display and social status, whereas the Ukrainian «camvoysim» (gemstone) emphasizes
intrinsic beauty devoid of individuality. In both cases, women are valued for their appearance rather
than for who they are.

This objectifying gaze catalyzes Circe’s transformation of Scylla into a monster. What begins as
an act of jealousy evolves into a broader symbolic meaning when Aeétes remarks: “Even the most
beautiful nymph is largely useless, and an ugly one would be nothing, less than nothing ... but a
monster always has a place. She may have all the glory her teeth can snatch. She may not be loved for
it, but she will not be constrained either” 7, p. 61]. The English version offers a sharp critique of the
beauty-based evaluation of women, ultimately emphasizing autonomy — understanding monstrosity
as freedom from constraints. In contrast, the Ukrainian phrase «Hagimo i3 nHatigpooausiuioi Himgpu
Kopucmi Mano, a nomeopua 6yna 6 Henompioom, NOPOACHIM MICYeM ... OYOYUU JHc NOMBOPOIO, BOHA
3a621cou 3Hatioe cobi micye. Bona 3000y0e 6cto casy, wjo 3modice exonumu. 3a ye ii Hixmo He nouo-
bums, ane 6iou 6ona ne 3namumey [8, p. 74] introduces a softer tone, implying emotional relief rather
than active defiance. Similarly, while “useless” and “less than nothing” harshly negate a woman’s
social value without beauty, the Ukrainian metaphors «rwenompio» and «nopooicne micye» evoke the
deeper trauma of erasure. Here, monstrosity not only rejects the aesthetic norms imposed on women
but also highlights how decisions made during translation influence the clarity of that resistance across
cultures. When viewed through this lens, monstrosity becomes not just a result of pain or rejection,
but a deliberate choice to resist conformity. In M. Miller’s Circe, becoming monstrous empowers
women by providing an alternative form of agency that transcends stereotypical beauty and passive
obedience. This interpretation resonates with feminist analyses of the “monstrous-feminine” [12], a
term coined by B. Creed to describe female figures like Medusa or Scylla, whose disruptive power
arises from their defiance of patriarchal containment. Creed argues that they are not demonized for
being inherently evil, but for embodying the unruly, autonomous aspects of femininity that society
attempts to suppress. In Circe, this framework is reimagined: being feared becomes preferable to
being silenced. The transformation into a monster is no longer viewed as a curse, but as a deliberate
act of resistance that challenges the traditional narrative of victimhood.

Circe’s departure from traditional roles begins not with outright defiance, but with quiet recognition
of her uniqueness. One of the earliest moments that disrupts the established divine order occurs during
her encounter with Prometheus, the Titan punished for giving fire to mortals. His subtle defiance stands
in stark contrast to the cruelty of the gods, and when he states, “Not every god need be the same”
[7, p. 18], he plants a seed of resistance in Circe’s mind. For a young Circe, who has already sensed
her difference but lacks the language or permission to define it, this encounter marks the first crack in
the mythological framework. It introduces the idea that deviating from divine norms is not a flaw, but
a form of strength — an essential concept that later fuels her departure from the roles assigned to her.

The emerging sense of agency in Circe becomes more pronounced when she makes a deliberate
choice to own her transgression. Instead of denying her use of witchcraft, she openly confesses, “I did
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it selfishly, in a bitter heart, and I would bear the consequence” [7, p. 53]. The question “What would
they not do?” contrasts the deceitful tactics of the gods with her own decision to take responsibility.
The Ukrainian «3pobuna ye cebentodno, 3apadu nomcmu it xouy npuiinsamu xapy» [7, p. 65] adeptly
switches the focus from emotional pain to purposeful retaliation. In both versions, the scene reaffirms
a central feminist theme: true power lies not in perfection or purity, but in the ability to recognize
one’s actions and accept the consequences. Circe’s desire for recognition is one of her earliest acts of
resistance. She wants her identity and her voice to be taken seriously. However, this is precisely what
enrages her father. When she confesses to practicing pharmaka, it is not the magic itself that incites
Helios’s fury, but the fact that she dares to speak out. “You dare to contradict me? Worst of my children,
faded and broken, whom I cannot pay a husband to take ... I pitied you ... yet you grew disobedient
and proud” [7, p. 54]. In the Ukrainian translation, the phrase becomes: «Tu cmiew nepeuumu memni?
Haiizcipwa 3 moix dimetl, HikuemHa Ul 3incoéana, Kl HAGIMb 3a naamy 2001 3HAUMU YON08IKA ... 5
wKooysas mebe ... aie menep mu cmaia 2opoa i Hecayxuauay [8, p. 66]. And such divergence is
revealing. In English, Helios’s insult emphasizes Circe’s lack of visibility within the divine hierarchy,
describing her as “faded and broken”. In contrast, the Ukrainian version suggests shame and moral
failure. The words «nixuemna i 3incosana» do more than just depict unattractiveness; they reflect
specific judgments directed at women who defy societal norms. As the Insight Report notes, women
who stray from traditional roles are often portrayed as “spoiled, unnatural, or disrupted” [13],
reinforcing the social penalties for female agency.

The complexity of this topic becomes even more apparent when we consider how M. Miller
reinterprets one of mythology’s most symbolically loaded archetypes, the witch. In Miller’s retelling,
the witch is not merely a folkloric concept that varies across societies; she is transformed into a
literary archetype — a recurring figure that embodies centuries of symbolic associations. The author
draws on the classical image of Circe as a sorceress and redirects the focus away from male characters,
challenging the patriarchal values embedded in mythic traditions. Additionally, she reimagines the
“wicked witch,” traditionally associated with fear and exclusion, into a symbol of knowledge and
creative power. Although the setting remains rooted in mythology, Circe’s inner world feels strikingly
contemporary, making the task of translating her identity not only linguistic but contextual, especially
since the archetype of the “witch” carries distinct connotations in different traditions, adding another
layer of complexity to this exploration.

In Ukrainian folk tradition, the figure of the witch («Bigpmay) is complex and deeply embedded
in society. As O. Kis explains, the Ukrainian witch is not merely a folkloric character but “a distinct
social category ... governed by culturally normative modes of social interaction” [14, p. 223].
Ethnographic research conducted by scholars such as O. Afanasiev, V. Antonovych, M. Sumtsov, and
K. Hrushevska shows that the term «Bigepmay, rooted in the verb «Bimatm» (“to know”), traditionally
referred to a woman possessing esoteric or hidden knowledge who might practice healing, divination,
or magic. Ukrainian folklore does not strictly differentiate between the terms «Bigbma», «3HaXapKa»
(healer), «uapiBauUI» (sorceress), and «Bopoxkka» (fortuneteller), often blending these identities
in complex, symbolically meaningful ways. This archetype resists clear moral categorization. As
noted by K. Hrushevska, Ukrainian witchcraft was “not a highly specialized profession,” and witches
were viewed as direct opposites to liminal figures within ordinary society [15, p. 12]. Within this
framework, the concept of “demonic feminine” is not viewed as inherently evil; instead, it represents
an embodiment of ancient traditional knowledge. This form of femininity, rooted in intuition,
nonconformity, and marginality, acts as a catalyst for change. It encourages self-awareness and
challenges conventional boundaries. Together, these archetypes contribute to the mythic narrative of
“Ukrainian demonic womanhood,” where female autonomy and spiritual resistance are recognized as
essential components of a deeper, societally specific worldview.

In English cultural tradition, the figure of the witch is complex, with deep historical and literary
roots. As D. Purkiss observes, she is “a composite of village gossip, Protestant demonology, and
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popular storytelling,” embodying both supernatural threat and social scapegoat [16, p. 8]. Historical
studies by K. Thomas and J. Sharpe reveal that in early modern England, the term “witch” could refer
to a range of individuals, from cunning-folk and healers to those accused of practicing malevolent
magic, influenced by local customs, church doctrines, and laws. The term derives from Old English
wicce (fem.) and wicca (masc.), linked to divination and magic rather than solely to Satanic pacts.
In practice, such figures diagnosed illness, found lost property, or offered charms, blurring the line
between benevolent and harmful magic. Similar to Ukrainian rural culture, there was no strict
distinction between “witch,” “wise woman,” or “cunning man.” However, Protestant theology
increasingly merged these roles into a singular, diabolical stereotype. In literature, from Shakespeare’s
Weird Sisters to Jacobean drama, the witch is depicted as a liminal, transgressive outsider whose
power derives from hidden knowledge [17]. While demonological texts portrayed her as an agent of
the Devil, popular ballads and tales often depict her as a feared yet sought-after manipulator of social
norms. Within this tradition, the “demonic feminine” symbolizes not inherent evil, but rather female
autonomy, intuition, and resistance to patriarchal authority, capable of unsettling hierarchies and
provoking change. These layered images have contributed to a distinctly English myth of witchcraft,
where the witch represents both repressed female agency and the projection of collective fears. Her
significance is continually reimagined across religious, legal, and literary contexts.

As a result, Circe’s symbolic role within the narrative is reconfigured. In the Ukrainian version,
her connections to disruption, transformation, and autonomy may be overshadowed by interpretations
focused on her attractiveness and magical allure. Instead of representing the complex ambiguity of
the “demonic feminine,” she risks being viewed through a more familiar and ethically acceptable lens
that emphasizes her emotional vulnerability and romantic relationships, rather than her existential
independence. Thus, the translation subtly alters the reader's perspective from a narrative of feminist
defiance to one influenced by cultural familiarity. This illustrates how semantic changes and ingrained
perspectives can alter the symbolic power of feminine myths across different languages.

Her subsequent exile to the remote island of Aiaia, in both the English and Ukrainian versions,
marks a crucial turning point in this narrative. While the act of banishment punishes her magic and
defiance, it also severs her ties to the patriarchal roles of daughter, nymph, and bride. This creates
a liminal space where she can reconstruct her identity on her terms. In this sense, exile becomes
a foundation for self-construction, offering what G. Ozcan describes as “resistant and decolonial
strategies via reflection on their lived and embodied realities” [18]. In the context of enforced
isolation, the metaphor of the caged bird takes on profound significance: “I will not be like a bird
bred in a cage, too dull to fly even when the door stands open” 7, p. 71]. The image encapsulates
the novel’s central theme that true freedom is not simply a change in circumstance but a conscious
rejection of identities imposed by others. In Ukrainian, « ne 6y0dy six ma nmaxa, wo eupocia 6 Kiimyi
Ul He HaBAadCYEMbCsL NOJIemimu, Hagimo AKwo eiouuHeno osepysmay [8, p. 84], this image retains its
poetic power, framing freedom not as the absence of physical constraint but as a refusal to accept
identities imposed by society. This redefinition of selfhood during exile directly influences the way
Circe interacts with others who enter her isolated world. Her encounter with Hermes, the Olympian
messenger god, shows how exile transforms solitude into a crucible for refining her relationship with
power, voice, and emotional agency. When Hermes casually informs her about the sailors killed by
the monster Scylla, he delivers the news in a detached and almost playful tone, seemingly measuring
her response. Circe’s internal reaction exposes a tension between vulnerability and control: “Hermes
was ... waiting for my reaction. Would I be skimmed milk for crying, or a harpy with a heart of stone?
There was nothing between” [7, p. 86]. In the Ukrainian translation, the semantic charge undergoes
a nuanced change: «/epuec ... uekas, ax s 036yca. Lo 6in nobauums: Moi KPOKOOUNAYI CIbO3U YU
kam saue cepye eapnii?» [8, p. 100]. The English metaphor “skimmed milk for crying” is rare and
culturally specific, conjuring an image of diluted feelings, with a hint of quiet ridicule. In contrast,
«xpokoounaui cavozuy takes its place in the Ukrainian version, offering a more direct accusation
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of insincerity. This change alters the psychological stakes: instead of questioning the intensity of
her feelings, the translation questions their authenticity, thereby subtly reframing Circe’s emotional
agency within the scene. Circe’s grief is no longer seen as potentially excessive but is instead viewed
as possibly feigned.

The next episode continues the theme in which exile becomes a stage for negotiating how Circe’s
emotions are perceived and narrated. She imagines the version of her story Hermes will spread: “a
bitch with a cliff for a heart” [7, p. 86]. This phrase, aggressive and self-aware, reveals the double
bind that defines her emotional reality. She is either too soft or too cold, with no space between. In
Ukrainian, this is translated as «/lomeoporo i3 cepyem, meepoum six kpeminvy [8, p. 100]. While
expressive, the line loses the same animalistic vulgarity and gendered sharpness of the word “bitch”,
which carries an explicit weight in English, tied to themes of both misogyny and female defiance [19].
The term «moTBOpa» softens the gendered insult, portraying Circe as more tragic than confrontational.
Similarly, the word «kpeminb» conveys hardness but omits the unyielding, vast imagery of “cliff,”
which evokes feelings of isolation and immovability. The translation maintains the general ideas of
coldness, losing the defiance and raw anger of the original. In English, the image suggests a woman
forced into cruelty as a form of self-defense, while in Ukrainian, it presents her hardened figure rather
than a resisting one. These shifts illustrate how language reshapes feminist nuance. In M. Miller’s
text, Circe is caught between two extremes of how women are permitted to feel: too soft or too
heartless. In the Ukrainian version, this dilemma is preserved, but the imagery becomes more binary
and less gender-specific.

Conclusions. This tension between emotional perception and self-definition directly leads to one
of the novel’s central revelations about Circe’s identity. Despite all her powers, the most striking
quality of Miller’s Circe is her force of will, the source from which her witchcraft originates and
grows. “What makes a witch, then?” Penelope asks after Circe confirms that it has “nothing to
do with being a goddess” [7, p. 292-293]. She follows this with a simple answer: “I have come to
believe it is mostly will ” 7, p. 293]. The struggle between goddess and woman is at the core of Circe’s
search for identity, a theme examined by both J. Yarnall in Transformations of Circe: The History of
an Enchantress and A. Goudie in Eudora Welty's Circe: A Goddess Who Strove with Men. J. Yarnall
suggests that Circe, despite her divine nature, longs for human experience. As a goddess, she possesses
power and immortality, but as a mortal woman, she could fully know love, loss, and vulnerability —
experiences that remain out of reach for the divine [1, p. 183—184]. A. Goudie echoes this sentiment,
noting that Circe’s godhood alienates her from human emotion: she cannot fully feel what mortals
endure, nor can she understand their pain. “Circe s power,” Goudie writes, “neither permits her to be
weak and frail nor to understand weakness or frailty” [20, p. 486]. Thus, her strength becomes not
only her defense but also her constraint. The will that empowers Circe also limits her, acting as both
shield and boundary. This paradox — exhibiting immense agency while being bound by the terms of
her existence — propels the transformation from being an object of others’ stories to becoming the
author of her own. It anchors one of M. Miller’s most powerful narrative choices, replacing the distant
authority of epic tradition with a voice that speaks from within the lived experience. Unlike the
ancient epic tradition, which typically features a third-person omniscient narrator, the writer chooses
Circe to narrate her own life from a first-person perspective. This decision creates a distinctly female
discourse that directly engages with themes such as family, beauty, sexism, love, jealousy, rage,
sexual violence, and motherhood. By placing Circe at the center of her own narrative, the author
disrupts the gendered hierarchy of classical myth, where women are observed but rarely allowed to
voice their stories.

In this retelling, Circe steps out of the shadows of a male hero’s journey to take control of her
narrative. Reflecting on her life, she confesses, “My whole life, I had waited for tragedy to find me.
I never doubted that it would, for I had desires and defiance and powers more than others thought 1
deserved, all the things that draw the thunder-stroke” [7, p. 214]. Through these moments, the author
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illustrates how the familiar can become unfamiliar when expressed by a woman, reclaiming both
perspective and language.
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