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Dear Readers,

Gone are the days that I have to defend my chosen field of study to well-meaning relatives and
not so well-meaning strangers. Inmy eyes, and lhope in yours too, thisissue reaffirms the
Importance and relevance of English Literature at every level of its creation and critique.

|have collaborated on three issues of Criterion, and thisis my favorite. Although itis likely
that some of thissentimentality stems frommyimpending graduation, itis mostly due to the
iIntersection of culturalandhumanissuesthat are centralizedinthe topics of this year’s essays.

During my freshman orientation, [rememberhearing a quote that epitomized my love of language
and story telling. It ultimately became my guiding principle during the past four years. In an
unfamiliarclassroomfromthe lips of anunknown professor, it came: “The study of Englishisthe
study of what it means to be human.” Suddenly, my hidden desire to understand others wholly
and be understood in the same manner became a shared experience.

The essays selected forthe 2018 issue not only answer the question of what it means to be
human, but add another layer to be explored. What does it mean to be human in a world that
foo often denies the humanity of its iInhabitantse

Before you confinue reading these essays that | hope spark genuine contemplation of this
question, Iwould like to express my gratitude for the people that made thisissue areality.
Thank you to my dedicated staff of editors as well as our graphic design dream team, Chloe
Cunningham and Allie Crawford. To our faculty adviser, Dr. Aimee Kilroy-Ross, | am deeply
appreciative for your commitment and guidance. | would also like to recognize all of those
who submitted theirwork forconsideration. Asalways, thislittle victoryis dedicated to my
parents, family, and friendswho have become tamily.

Overand out,

Rachel Mullens
Editor-in-Chief
Classof 2018
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Bitches Don’t Submit to Me:
Virile Violence and Heterosexuality
in Male Authorships

By Rachel Maggio

Rachel Maggio is a sophomore transfer
student. Sheisinterestedintheway literature
enforces power dynamicsinsociety. This
essay was written for Daniel Krause’s
Language of Fiction course.
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Authorship carries with it many implications
and expectations of identity and responsibility.
Without proper examination of bias, societa
pressures and rifts can cause an author to allow
identities different from their own to fall to the
wayside. Thisissueis especially pressinginregard to
female charactersunder male authorship. Frequently,
through themes of submission and egotism, male
authors further marginalize already disenfranchised
groups. This allows the fragile male identity to
growincreasingly thinand dependent onthese
fropes, further nurturing a culture in literature of
foxic hypermasculinity which glorifies and fetishises
violence. This is chiefly apparent in postmodernist
texts, such asltalo Calvino’slfonawinter’'snighta
fraveler, which maintains heavy themes of binarism
and heterosexuality. Male authorship often depicts
disempowered, one-dimensional women, only
Infroducing multidimensional womeninrelation
fo male characters, in an attempt justify their
masculinity through violence and heterosexuality.
nunderstanding thelack of adequate,
competentfemalerepresentationinmuch of
male authorship, it is important to understand
common barriers to minority representation in
popularliterature.Theissue of identityis crucial
to male authorship, as concepts of masculinity are

constantly shifting and changing through generations.

Reevaluations of the masculine lead to problematic
subjectificationamongmale authors, whereinthe
subject must maintain a static and often archaic
form of masculinity in order to be cemented as o
fruly masculine character. Dorthe Staunces explains
the conflation betweensubjectification andidentity
in her article, “Where Have All the Subjects Gone?
Bringing Together the Concepts of Intersectionality
andSubjectification.” Staunces explores these
conceptinrelationto modern andpostmodern
literature, coming to the conclusion that subjectivity
IS easier utilized in writing:
“"Comparedwiththe concept ofidentity,
which is used in both post-modern and mod
ern literature, the concept of subjectivity
can grasp stability as well as change and
rupture. Furthermore, the concept is built
upon a certain understanding of the relation
betweenthissense of selfandthesocia
contextinwhich subjectivityis
In an ongoing process of becoming”
(Staunces103).
Staunces’ postulation on the role social context

playsinsubjectification offersinsightinto the ways
INn which subservience is enforced in literature. The
polarization between subject and objectin literature
creates a clear hierarchical division mirroring that
enforced by gendernormsinsociety.Thisbringsinto
question the impact of feminism on subjectification,
specifically, the waysinwhichfeminist critiques of
iterature could decrease the hypermasculinity of the
subject in male authorships.

Susan Hekman explores the masculine
subjectification of postmodern literature in her article
"Reconstituting the Subject: Feminism, Modernism,
and Postmodernism.” Hekman asserts:

“The principal thrust of the feminist cri
fique is that the subject has been concep
fualized as inherently masculine and thus
Nas been asignificant factorin maintain

iIngtheinferiorstatus ofwomen”

(Hekman45)).

This asserts that the latent masculinity of the subject
canoppressandlimitthe expression of femininity
and womanhood throughout a novel. With this in
mind, it's important to note the intentional versus

the unintentional stifling hypermasculinity that

often characterizes male authorships. That is, it

must be observed whether machismo is a factor of
environment and neglect orintentional carelessness
and bias on behalf of an author.

Hypermasculinity in literature, which
commonly comes about throughidentity othering,
enforces dangerous stigmas and tropes. The idea
of hypermasculinityis,inand ofitself, anothering
conceptwhetherintentional orunintentional.
Hypermasculinity at its core is about the debasement
of less masculine ideals, reducing them 1o a lesser
status in comparison to the overbearing and
characteristic bravado.Staunces explicates thisidea
further, saying,

“ItIs a structural system that favours

wealthy, heterosexual, white, male,

Christian, young and slim people.

Inrelation to them, everyone else

becomes the Other, the illegit

imate, the abnormal and the inappropriate”

(Staunces 102).

As Staunces suggests, focusing on dominant groups In
excess, asisthe tendency in hypermasculinity, others
allotheridentities. Makingnote ofthis, itbecomes
aquestionwhetherhypermasculine charactersand
developed, competent female characters can exist in
the samerealm; thatis, whetherauthorswho write
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hypermasculine characters to prove their own virility
and in away that enforces societal standards can
also introduce temale characters who then exist
outside of this male identity. Staunces expands on
thisideq, bringingintothe conversationtheissue
of social status (eliminated “at all”) inregard to
characterssurrounding the hypermasculine.She
postulates that:

“Social categories do not count only for the

Others, the non-powerful and the

non-privileged: they also count as

conditions for the more privileged and

powerful people” (Staunces 1095).
In the hypermasculine novel, the question is one of
whether or not minority characters can stand when
separated from the masculine focus. Women bear the
brunt of this dependent representation wherein they
can only truly exist when paired with the masculine.
These barrersanddisparitiesmatterasthey
create a patriarchal petri dish in which marginalized
voices, especially those of women, are stamped out
and violence is readily accepted and celebrated
as ahallmark of maleness. While, with all of this
considered, itiseasy to excuse thisinreference
to postmodernism (arealm of literature that often
uses rifts and tropes for the purpose of scrutinizing
them), this cannot be done completely. To write
off the iInadequacies inrepresentationin any genre
of literature simply because it is ‘revolutionary’
creates an allowance for hypermasculine behavior
to confinue. In her article “Flexible Sexism,” Doreen
Massey explores domains where enforcing
power dynamics for examination can be helpful.
She examines this with particular regard to
postmodernism, concluding

"Postmodernism holds out the potential

democracy of aplurality of voices and

points of view, the end to anotion of

science andsocietywhichhas

in fact (to be distinguished from ‘by

necessity') been unremit tingly

and tediously male, a patriarchal hier
archy with a claim to truth” (Massey 212).
Important to note with this is the plurality of voices
Massey suggests. Without a plurality of voices there
IS NO “potential democracy” as Massey pufts it. In
hypermasculine literature, there iIs one dominant
voice and one dominant viewpoint, that of the
hypermasculine, and more often than not, main
character. Another important note is the distinction
Massey makes between fact and necessity. Fact is
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an observation, such as much of prevailing literature
containsoverbearing male characters, while necessity
IS an opinion, such as the validity of those characters.
Postmodernist fiction often seeksto blur
those lines, but the lines between necessity and fact
cannot be blurred if the lines between master and
servant are not. Massey goes on:
“Insuch acontextone of the emancipatory
rolesofthe writerandintellectual
could be precisely to help give voice to the
previously excluded”(214).
But thisis often not the case. Especially in
postmodernism, therole of theintellectualisto
further himself and prove his superiority. Herein lies
a problem of identity: through the male character
the male author attempts to uphold the fragile ideal
of superiority by any means necessary. This
necessity begets violence, particularly against
feminine characters. Mark Bracher studies this issue
In his article *Healing Trauma, Preventing Violence: A
Radical Agenda for Literary Study,” where he posits
that vulnerabilityis theroot cause of this violence:
“Since identity vulnerability istheroot
cause ofviolence, andsincelackof
recognition is the most powerful and
common cause of identity vulnerabillity,
this lack is particularly in its most severe
forms such as insult, shame, humiliation--
the single most important cause of violent
behavior” (Bracher 520).
Vulnerabillity is a threat to identity, which must be
maintained to maintain the ego. Male authorships
systematically attack the femininity that threatens
their constructs of masculinity, bothin their
characters and in society. Furthermore, these
authorships create a dichotomy between those that
serve the masculine identity, and those that do not.
This is especially apparent in ltalo Calvino's
If onawinter’snight atraveler,inwhichthe author
iInfroduces himself as aforce behind the text. This
piece of postmodernist fiction provides an excellent
case study as it contains many vignettes of other
novels surrounded by a frame tale, all of which uphold
the masculinity of the main characters. The frame
tfale explores the budding relationship between the
Reader and Ludmilla, the Other Reader. Ludmilla is
onlyinfroducedtothe plotinrelationtothe male
main character, and is only ever seriously considered
asaloveinterestandnothingmore.inthescenein
which she is infroduced, it Is especially apparent that
Ludmilla only serves to titillate the main character:
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*He has pointed out a young lady to you...
Huge, swift eyes, complexion of good tone
and good pigment, arichlywavedhaze of
hair...She smiles.She hasdimples.Sheis
even more attractive toyou” (Calvino 29).
Her first characterizationis that she is attractive to
the Reader, and this defines herjourney throughout
the frame tale. Throughout the frame tale, Calvino is
quick to paint Ludmilla as an ethereal being, a flighty
but smart girl:
“The trouble is that she's read many more
novels than you have, especially foreign
ones, and she has an orderly memory”
(Calvino 30).
Sheisquirky.Thisserveshernarrative, assheisa
puzzle to be figured out by everyone who encounters
her or they are destroyed by her feminine prowess.
The main character finds himself enthralled by her;
yet, inthisnarrative where she isan essential cog,
sheisonly an object.The mission of the novelbegins
with figuring out Ludmilla:;
"*Here we go again. The minute you think
you're on the right tfrack, you promptly find
yourself blocked by aswitch:inyour
reading,inthe searchforthelostbook,
in the identification of Ludmilla’s tastes”
(Calvino 92).
Ludmilla must be decoded and won as a prize for
ulfimate masculinity. Throughout the novel, Ludmilla
Isonly a prize, not aperson. It comes to light that
before the Reader’s storyline begins, Ludmilla’s
mysterious femininity has destroyed other men. Here,
the police chiefin an unknown country explains to
the main characterthe downfall of anotherman due
to [deleted:a] Ludmilla:
“‘It seems he did everything forawoman, to
win her back, if perhaps only 1o get even, to
win a betwith her. It wasthatwomanwe
had to understand if we wanted to succeed
in following the moves of out Cagliostro™
(Calvino 238).
This asserts thatwomen are not to be understood, as
they are absurd. If, however, they are not decoded,
they willruin a man. This becomes the conundrum
of the main character, seething with jealousy of the
other men Ludmilla has destroyed. The Reader must
come to know the frue Ludmilla through any means
necessary. This begins with a violation of her privacy:
wheninvitedinherhome, the main characterinvades
her spaces in an attempt to learn about her. This,
however, extends beyond the main character, as the

narrative briefly switches to Ludmilla’s perspective:
"Observingyourkitchen, therefore, can
create a picture of you as an extroverted,
clearsighted woman, sensual and
methodical;...Could amanfallinlove with
you, just seeing your kitchen¢” (Calvino 143).
The narrative describes Ludmilla through her kitchen
andmdomestic life. Here, she is not mysterious.
Ludmillais areader; thisisreadily established
throughout the narrative and (eliminated “this”) is
what makesherso mysterious, butthat mystery
almost dissipated withthe intfroductionofthe
domestic. Furthermore, though the narrative briefly
switchesto address Ludmilla, the domesticis
still observed and interpreted by men: the main
character and the narrator, who establishes that
heis (atleastinpart) amanifestation of Calvino,
vet another man. Above all, the observation of the
domestic has characterized Ludmilla as sensual.
Ludmilla is attainable when her intelligence (is) pales
in comparison to her domiciliary life. Soon after this,
the main characterclaims conquest of Ludmilla’sbody
and the two have sex. The way in which this sexis
describedistelling (as) fortherest of the frame tale:
“You are in bed together, you two Readers...
afairly unrecognizable tangle under the
rumpledsheet...Inbothsituationsyou
certainly do not exist exceptinrelationto
each other” (Calvino 154).
Though in this passage Calvino is referencing only
the act of sex between the two, it sets the scene for
the narrative to follow. Ludmilla has been effectively
claimed by the main character, and just as before she
willonly existinrelationtohim. Underthissheetof
heterosexual relafions, Ludmilla is indistinguishable
fromany othergeneric female character,oreven
anyotherobjectinthe novel. Fromthe point of sex
forward, Ludmilla is simply another thing to be had
oy the male character. She is effectively erased from
the narrative beyond this point, as the narrator leaves
nerandshe cannot exist withouthim. However,inthe
very end of the novel, she reappears, (however) with
evenless agency than before. In this arc, the narrator
seeks to prove hisown virile ending by truly owning
Ludmilla. After a conversation about literature with
other men and without Ludmilla, the main character
realizes his own masculine ending can only be
achieved through marriage, fruly owning Ludmilla for
himself, or through death:
*You stop for a moment to reflect on these
words. Then, in a flash, you decide you want

Criterion



to marry Ludmilla” (Calvino 259).

With no discussion, thisistheideal and the conquest
that must occur. Butitis not anissue to the main
character, nor to Calvino who narrates him. It seems
as if Ludmillais given no choice or chance for
discussion on the matter, and the book ends thusly:

“Nowyou are manandwife, Readerand
Reader... And yousay, ‘Justamoment,

've almost finishedIlfonawinter'snighta
tfraveler by Italo Calvino’ (Calvino 260).
The main character has affirmed his masculinity
through the successtul implementation of male,
neterosexual prowess over awoman.

While the frame tale offers masculine
redemptionthroughaheterosexualandmale
dominant love story, the vignettes throughout the
novelachieve suchredemptionthroughsexua
aggression and the diminishment of authoritative
women. The latter of these Is apparent in the chapter
"Without Fear of Wind or Vertigo” wherein the power
dynamic between submissive and dominant genders
is switched and examined. The chapter begins by
belittling the impact of the frauma of war on women:

“The truth is that we were all very

young, f0o young for everything we were

experiencing; Imeanusmen, because lrina

hadthe precocity of womenofhersort..."

(Calvino 78).

By categorizing raumas as authentic andinauthentic,

Calvino opens a binarism discussion which is
continued through the stark roles men and women
fillin his writing. By discussinglrina’s “precocity,”
the chapterfallsinto a common trope that women
are more mature than men simply by nature and not
by socialization. This gives leeway to men and male
charactersto dependonwomenforbasic human
needs, while sfill denying them their own.

Though by this logic, women are more
mature, male characters oftenstillinsist that they
cannot survive and thrive on their own; women,
accordingtomale characters, arestillfundamentally
weak.Thischapterisnotexemptfromthatnotion.
Quickly, the precocious Irina makes it apparent to
the male protagonist that she cannot handle the
tumult of war:

“[sawheropenhereyeswide, raise her
gloved hand to her mouth which was
gapinginacry of terror,andthensink
backward. She surely would have fallen and
beentrampled by thatcrowdadvancinglike
a herd of elephants if | had not been quick
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to grab her by the arm” (Calvino 81-82).
This again echoes the common trope that women
are easily overwhelmed or cannot handle difficult
emotions with grace. The hero protagonist is quick to
saveadamselindistressbecausethatiswhatmen
aresupposedto do.The gender dynamicis upheld
In this scene. However, this dynamic begins to take
aturnsoonafter.Thoughsheis effectively saved by

Awoman previously characterized as aninnocent is from this point transformed

after she does not performher feminine duties toamale.

the protagonist, according to the narrative, Irina fails
to reward him with politeness:
"She collects herself; she raises up before
her a haughty gaze; she resumes walking
and does not stop...l am a bit
disappointed that she hasn't said a word
of thanks™ (Calvino 82).
Thispassage serves as the turning pointinthe
chapter. Awoman previously characterizedasan
Innocentisfromthis point fransformed aftershe
does not perform her feminine duties to a male. The
next time Irina is seen, the dynamic has dramatically
shifted.Irinaisnext seen withagun, holdingaman
effectively hostage. She belittles men as a whole and
asserts female dominance, going as far as to call for
a revolution:
“*"Why note'shesays.
‘Womencan'tbutyoumencang Thereal
revolution willbe whenwomen carry arms.”
‘Andmen are disarmed<¢ Does thatseem
fairtoyou,comrade2 Womenarmed
to dowhate’ ‘Totake yourplace. We
ontop, andyouunderneath.Soyoumencan
feelabit of whatit'slike to be @
woman'" (Calvino 87).
The suggestion that men should be underneath
wOomenis an egregious crime to the narrative, one
rna must pay for with her characterization. No
onger an eternal innocent or a mysterious pixie,
rinahas fransformedinto a bitch (this brings up)
raising the dynamic of submission in characterization.
rina begins her characterization as a bitch when
she doesnotsubmittothenarrator'sact of
chivalry, it continues when she demands the same
submission from men that they demand from her.
rina’s franstormation into antagonist occurs when
she begins behaving like a literary man. This is again
apparent in the ways in which the men behave
around her. It is clear that Irina has cuckolded o
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strong general to do her whim:
“Valerian'seyesareonlring, buthisgazeis
lost, asifheisinatrance, asifin
absolute surrender, as if he expects
pleasure only from submission to her whim...
INnais at once priestess and divinity,
profaner and victim” (Calvino 87).
But still, Iinais a victim to the narrator. Though she
Isabitch, thoughsheis aprofaner,agendertraitor
even,Irinaisstillseen asawoman, atallible identity.
But Irina, even in her state of assertion, is not written
orseenasredeemable:
“Because this was the first article of faith
of the cult Irina had established: that
we abandon the standard idea of verticality
... the surviving ill-concealed
male pride that had remained with us even
whenwe accepted ourcondition asslaves
ofawomanwhoallowed nojealousies
between us, no supremacies of any kind”
(Calvino 89).
The only way Irina’s identity is solidified is through
herrelationsto men, first sheis aweak and
stereotypicalwoman, one who could not know the
fraumas of war and is overcome by them, then she is
a cold hearted bitch with no mercy, trying to upset
the genderdynamic. Thisis sexualized still, Irina’srise
fo domination came to being because of Valerian's
ust. Even in domination, women are still valued only
Qs sex objects by male characters.
Inanotherchapter, “Aroundanempty
grave,” therole of hypermasculinity in violence
againstwomenbecomes apparent. Inthis chapter, @
youngman goestofindhismotherafterhistather’s
death. He first meets an indigenous, servant family

knowse Why couldn’tl askherto

be my wifeg""

(Calvino228).

Thispassage providesinsightinto the fetishisation
of violence.Nacho forcefully attempts torape a

girl (who is implied to be a young teenager) anad
receives gratification in her struggle. The narrator
goesinto detail of her attempt to escape him andin
nis assertion of dominance over her. This dominance
eads to a feeling of entitlement, that he should
nave any womanhe wants because heisaman.
Nacho attemptstoprove hisvirlity by raping a child
because he believesitis what men and women do
together, and women have no right to protest it.
WhenNacho believesheisthe child of the masters
of the house, he again tries to take the girl, this time
asserting his social dominance over the family:

“The first thought that comes to my mind is
the one | proclaim to Anacleta, grabbing her
daughterbyabraid.

‘Thenlam yourmaster, the masterofyour
daughter, and | will take herwhen | please!’”

(Calvino 229).

This, again, illustrates male entitlement to female
bodies, but also highlights an important literary
tfrope of native, subservient women being abused by
dominant ruling men. The more power Nacho is given,
firstasman, andthenwrongly asamaster, the more
he abuses it for his own sexual gain. This desire for
Increased sexual prowess tolllustrate hismasculinity
s finally showninthe prelude to afight scene.
Though the women are not able to fight Nacho's
advances justifiably in his mind, when the man he
believes has entitlement to them returns home, he
andNacho duelforthewomen:

“"What gaveyoutheright, NachoZamora,

Rape narratives, whichonlyseek to further the the masculinityof aman, either .
P y f yaf tolay yourhandsonmysistere’ he says,

and a blade gleams in hisright hand... ‘lam
Faustino Higueras. Defend yourself.’

through proving his virility in sexual aggressionor his chivalryinhelping avictim,

reveal deeper issues of women only being tools for men to use.

18

and beginsto molest the women. He asserts his
dominance asamanoverthemindoing so:
“*You're hurting me,” Amaranta says as
|pressherwhole body againstthe
sackandfeelthe tips of her
budding breasts and the wriggle of her
belly. ‘.. What could prevent use’
|protest. ‘I'mamanandshe’'sawoman....
f destiny decided we were to like each
other, not today, someday, who

Istandbeyondthe grave...lgrasp myknife”

(Calvino 233).
Here, masculinity is tied both to violence and
ownership of women. The manliest of the two men
willonly be foundthrough aviolentknife fight,and
the winner will be rewarded with the women Nacho
attemptedto assault. Again, the women are afforded
no agency in this decision and are only to watch the
men fight to the death. In this passage, women only
exist to be brutalized and show Nacho's potency,
thento be witnessesto hisvaliant andviolentduel to
prove his machismo.
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Calvino's novel offers alook into many
different literary perspectives and genres of male
authorship, allrelating back to the fact that male
prowess is established through dominance and
disempowerment, One of the ways in which men
prove theirmanhood in literature is through violence,
a frope which leads to an increased fefishization of
violence as a whole. Male authorships often transfer
the attacks on their manhood in reality into attacks
on literal men in fiction. Sally Robinson examines the
ways in which male authorships transfer perceived
threatsto masculinity into literary traumaherwork
TRAUMAS OF EMBODIMENT: White Male Authorship
In Crisis. She explains:

‘Wounded bodies replace abstracted

minds, as theimage of adisembodied

genius getsreplaced by awhite male

body and psyche in imminent danger”
(88).Hereinliesthe foundation of maleliterary
violence. Emotions are often seen as illegitimate
and feminine to men and male authors and thusly
are fransformed into physical elements that can
be overcome and physically beaten down to prove
masculine dominance. This furthers the male aversion
fo emotion, othering it and classifying it as “un-male,”
eading to anincrease of literary violence perpetrated
oy male authors. Robinson goes on:

“The displacement of culturaltrauma onto

the body, and the representation of

socialdisempowerment by physical
wounding functions torecenterdominant
masculinity even as it appears to evidence

Its decentering” (88-89).

In other words, though violence is a physical

threatto aman’swell-being, itisnot athreatto
masculinity, aconceptonwhichthe vulnerable
iIdentityis placed. The male character’'sbody and
actions become physicalmanifestations of the

ife and attacks on manhood that the author has
experienced, allowing for them to be transformed

Into an acceptable medium. This brings the discussion
back to the role of women in proving masculinity,
offenbecomingobjectsin the way of male violence
and power. Women are disesmpowered in male writing
throughmany mediums, butnone more prevalentthan
through the narrative of sexual aggression. In
Iterature, male characters are so often programmed
to pursue sexual gratificationinthe samewaysin
which they are programmed to deal with vulnerability:
through violence andforce. Sabine Sielke explores

the dynamics of rape and sexual aggression in her
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text Reading Rape, arguing,

"At best, readings of rape therefore reveal

not merely the latent text in what s

manifest, explicit, and thus produce o

fext’s self-knowledge; they will also evolve

anew knowledge pertaining to

the iIdeological necessities of a text'’s

silences and deletions™ (5).
Rapeinliteraturereveals biasesnot just explicitly
presentinthe act, butthoselyingunderthesurtace,
those that are necessary to the novel’s fabric and
storytelling. Rape narratives, which only seek to
further the the masculinity of a man, either through
proving his virility in sexual aggression or his chivalry
Inhelping a victim, reveal deeper issues of women
only being tools for men to use. Women, evenin
their pain and degradation at the hands of men, sfill
seek to serve men in these narratives. Oftentimes,
these female characters exist only to be brutalized
andtossedtotheside oncethe manhasprovedhis
masculinity. Rape narratives are often bastardizations
ofrealsexual assaults, furthering mythsand fropes
surroundingthem. Sielke explainsit thusly:
AS aconsequence, rape narrativesrelate torealrape
iIncidents in highly mediated ways only. They are
first and foremost interpretations, readings of rape
that, as they seem to make sense of socially deviant
behavior, oftentimes limit our understanding of sexual
violence while producing norms of sexuality in the
process. As they have evolved in historically specific
contexts, these narratives moreover interrelate with,
produce, and subsequently reproduce a cultural
symbology that employs sexual deviance for the
formation of cultural identities. (3)

Sielke's examination of the “*norms of
sexuality” enforced in rape narratives brings the
role of heterosexuality in proving masculinity into
question.Rape enforcesthe dominance ofthe
male character, his sexual prowess and his virility,
but also it enforces the gender dynamic of women
underneath men: in social senses and in sexual
senses. Men make the decisions, women live with
the decisions, and rape narrative enforce this literary
trope. Examinations of these tfropesoften point to
submission fantasies in women.

Womenare frequently disenfranchised and limited in narratives written by male
authors, only given agency and development when tied to a male character, and

subservient toprove the masculine vigor of male characters.
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Sielke furtherexplains that,

“Instead, they present rape fantasies as

products of a historically developed dis

course on sexuality, a discourse that gen
eratedfantasiesofrape asone ofitscrucial

tfropes” (Sielke 144).

However, thisidea of submission fantasiesin
literature serves only to justity the unjustifiable
act of rape. Through all of this, power dynamics
are enforced that structure women as permanent
submissive victims for male virility.

Women are frequently disenfranchised and
imitedinnarrativeswritten by male authors, only
given agency and development when tied to a male
character, andsubservient to prove the masculine
vigor of male characters. Through anexamination
of Calvino’slfonawinter'snight atraveler,the
biases against women in many forms of literature
areillustrated asarethe themes of submission and
violence. Thisultimately bringsinto question why so
many narratives by male authors contain the same
predilection for violence, especially sexual violence,
and what purpose these narrative serve. Literature
servesasaplatformto discuss and explore social
issues, butifrepresentationis not fully expounded
upon, this conversation cannot take place. This
representation must start with the widening of the
range of emotion which male authors write.

Though masculinity should not be anideal
upheld and glorified throughmeans of degradation
and violence, it should not be one of emotionless
shame either. Toincrease the proportiondl
representation of minorities in literature outside
of theirrelationshipsto men, there mustbe a
fundamentalchangein the way inwhichemotions
and tfraumas are handled by male authors. Perhaps
this strengthening of emotional intelligence can
lead to an overall change in the hostility toward
vulnerability addressed and written by so many male
authorships, allowing female characters to exist
outside of hysteria and submission.
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Restraint and Vulnerability: Monica
Youn’s Meditation on
the Female Body

By Gillian Ebersole
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Throughout alifetime, the female body
undergoes many changes, in some cases vacillating
between childhood and childrearing in an arcing
fimeline. Monica Youn's Blackacre assembles poetry
about the stagnation of awoman on this arc, unable
fo conceive and grappling with the implications of
Infertility., Robin Coste Lewis, Judge of the William
Carlos Williams Award (which Blackacre won in
2017) remarks: “Youn explores deftly those interior
landscapeswe arereluctant to excavate, notto
mention name” (“Announcing”). Buttressed by her
legal background, Younimplements and twists her
diction to map the painful erasure and the persistent
existence of the female body. The Los Angeles Review
calls Blackacre an “examination of what happens
when the body politic has beeneviscerated and
our survival depends on the structures of precedent
thatremain” (Shaw).Indeed, Youn's ability to explore
the vulnerabillities of afemale embodied existence
renders Blackacre a powerful testament to a persondl,
andyetvery communal, struggle with one's body.
Looking af three of her poems - "Portrait of a Hanged
Woman," “Blueacre,” “Blackacre,” - we can see how
Youn manipulates the contrast between restraint and
vulnerability in her exploration of the female body
throughimages of clothing, body movement, andthe
absence oflight.

CLOTHING
By playing with the connotations of clothing and
femininity, Youn looks at the oxymoronic relationship
betweenrestraint and vulnerability.
In“Portrait of aHanged Woman," Youn
explicitly describes:
“Iitisawoman /wearingasteel /collar”
(47-49). This image of a “steel collar”
wrapsitself aroundthe neckofthe
woman, twisting the imagery of hanging
asiftosuggestthe womanis enslaved
and shackled. The specificity of steel as a
material speaks to a certain coldness and
rigidity not usually associated with hanging.
This image bleeds into that of the woman
“wearing/ astiffly pleated/dress,” (49-51),
which speaks to the suffocation experienced while
wearing uncomfortable andrestrictive clothing. Youn
abruptly upends these images of restraint when she
says the dress “lifts / fo reveal nothing / but drapery
where /herbodyusedtobe” (52-54).
Suddenly, the constraining nature of the clothing
morphs into imagery suggesting the vulnerabllity of

being female. These final lines of the poem allude
tolostagency-asense that amysterious outside
agent “lifts” the dress to see the body underneath,
only to find that the woman is already gone (52).
Youn's description of clothing juxtaposes restraint
with vulnerabillity, perhaps touching on the ways in
which women are restricted and then objectified
whenever external agents deem necessary.
Restraint and vulnerability resurface in “Blueacre,”
where Youn begins with an epigraph alluding to
Lamentation, a dance choreographed by Martha
Grahamin 1930. Youn mourns the female body as
she alludes to the clothing worn by Graham in the
original staging of the piece. As both choreographer
and dancer, Graham memorialized grief with
“astatuesque composition, whichreliedformuch
of its eloquence upon aningenious and simple
costume arrangement” (“Lamentation”). During a
reading of “Blueacre,” Younherself describes the
Inspiration she found in Graham and her costume
choice, when she says: “Inthe dance, the danceris
encased from head to toe in a stretchy, seamless
blue knit tube of fabric with only the dancer’s
hands, feet, and head exposed” (“Blackacre by
Monica Youn"). Revolutionary in her choreography
andcostuming, Graham often played with clothing
to both liberate and restrain the female dancer; her
work overturned the dance world's insistence on
corsets and ankle-length skirts, replacing them with
flowing fabrics in bright colors (“Lamentation™).

%4'

Figure 1 “Lamentation Costume”

Younrepeatsthe colorofthiscostumeinseveral
Ines: “this blue refrain,” “bluer than blushing,” "“into
the blue pool” (“Blueacre” 3, 19, 49). This repetition
endsto adeepening and enveloping sense of

the color blue, further building on the imagery of
the costume.The danceris “sewn/backinits
cocoon,” both frapped and artistically challenged
by the opportunities of the clothing (27-28). This
allusion allows Youn to explore the comfort and
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constraintofthe cocoonthatisthe body.Likethe
clothing in “Portrait of a Hanged Woman," the blue
tube offabricisbothrestrictive and vulnerable; it
eqasily restrains movement while also maintaining a
slim shape to reveal the female body. Beyond the
iIndividual intricacies of the imagery of clothing in
the poem:s, cloth and fabric serve alarger purpose
Inthe collection thatis Blackacre. Regarding Youn's
infegration of clothing, The Los Angeles Review
commented: “Theimage of fabric, inthe sense

of atangled web, describes not only the book’s
metaphorical system but also its method and
structure” (Shaw). Younweaves together epigraphs
richwithhistoricalallusionsto cultivateinternal
associations, building literary bridges between the
poems as the book develops (Shaw). And yet, Youn
varies the way her “[s]hort, enjombed tercets aptly
capture the sense of dangling and tethering, while
long, leggy prose lines invoke the idea of exposition,
of textual precedent, ofinferconnection” (Shaw).
The oscillations between restriction and vulnerability
In language and structure of poetry intertwine with
the descriptions of clothing. These contrasts and
connections appear throughout Blackacre, as Youn
works through how this conflict entwineslike

fabric on paper.

BODY MOVEMENT

Building on herintricate language surrounding
clothing, Younusesfabric asaninitiationforthe
description of body movement. The Los Angeles
Review notes how Younimplements “recurming,
even obsessive, images not only of hanging but
also of looping, grasping, binding, entwining,
dragging, snarling, stricturing, andrending”
(Shaw). This particularly manifests in “Blueacre”
when Youndescribes:

“Its vague, vain / efforts at escape, / and

now struggling / merely to sustain / a show

ofresistance /to extend alimb toward /

extremity” (39-45).
Here,she againhearkensto Graham'sLamentation,
now extricating individual movements from the
dance, making her poetry move the way Graham
does. There, in Youn's poetry, Is present an external
struggle with restraint and a parallel internal struggle
with vulnerability, ascintillating show of tenacity.
Like Youn, Martha Graham'’s depiction of grief in
Lamentation does not feature flower-like drooping
or faint movements of beseeching; instead, “she is
grieffromthe first stricken bewildered gropings of
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her head and torso to the last moment when she
avertsher covered headwith afinality thatis pitiful
and terrible” (“Lamentation”). Youn mimics the way

In which the limbs fight with the restriction of the
clothing, unsuccessful “effortsatescape,” frapping
the body inside ("Blueacre” 39). In the claustrophobia
of this phrasing, there remains a “show of resistance,”
Inthe extension of asinglelimb (43).The ebb and
flow of extending limbs recalls various choreographic
positions from Lamentation:
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Figure 2 “Lamentation Illustration” by Ciera Shaver

The New YorkTimesnoteshow Youn'simagery of
movement cultivates artful variations of poeftry
whose underlying “subjects are the landscape of
thebodyandthe poet’sstruggle withinfertility”
(Lamy). Instilled in bodily movement itself, Youn's
expression of grief takes on alamenting flavorofits
own, honoring Graham's physical demonstration of
strengthinthe face of grief.

Movement-oriented diction is not restricted
to “Blueacre” alone; Youndevelopsan arcingrise
and fallin "Portrait of a Hanged Woman.” When she
juxtaposes the words “downturn and “fall” with the
“elevation of / asingle point—/ one dot/ onthe
topography/ofalife,” she pointsto therise and
fallofhopeinalifetime (4, 5, 10-14).Infurn, the
word “topography” suggests the hills and valleys
aspartoftheterrainof abody and alife. However,
Youn describes a “terrible / elevation,” contrasting
anegative wordwith one that indicates movement
upward (3-4). Here, The New York Times connects
the way Youn questions “what we are allofted and
whatweimagine we can grow—ornot grow—on
that allotment” to her language of terrain (Orr). Her
struggle with what is and is not manifests in the
violent language of hanging, the liffing before the
faling to one’s death. Youn's inclusion of forceful
diction - “jerked sharply / upward,” “thrown,”
“tforqued” - magnifies the power of herimagery
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ofrestraint (26-27,32, 33).Thus, "uplifting” and
“twisting free” do not appear as diction of freedom,
but of an uncomfortable vulnerability that arises
after suddenly being freed (19, 34). The confrast of
movements works 1o demonstrate the uncomfortable
vacillations between restraint and vulnerabillity that
aresovisceralinthebody.

Movement-rich language continues
to cultivate contrastinthe briefsevenlines of
“Blackacre,” one of two poems that carries the same
name as the collection. Younbegins the poem by
describing how the moonis “ringed” while referencing
a “swirling gray screen” (1, 2). Herimagery of circling
carries an ominous undertone, recalling the static-y,
grayscalenature of anultrasound. Thelanguage
of circumduction carries through the second half;
after “it had already / launched itself” into space,
“sentspiraling” intothe void (4-5, 6). Though Youn
employsvividverbs, heruse of “it" renders herbodily
language ambiguous, and if continuing the image
of anultrasound, suggests the loss of life from one
ultrasoundtothe next.Inreferencetothe bodily
language of the collection, The Chicago Tribune
highlightsaline from Youn'sanalysis of John Milton
In the second “Blackacre,” in which she states: |
came to consider my body — its tug-of-war of
tautnesses andslacknesses—to be entirely my
own, an appliance for generating various textures
and temperatures of friction” (Rooney). The contrasts
between resiriction and vulnerability directly play info
herlanguage of taut and slack, developing first in her
weaving of fabric which then lends to her discussion
of bodily movement.

ABSENCEOFLIGHT
The precedent of juxtapositions returns in Youn's
use of light and darkness. Just asrestraint and
vulnerability became convoluted, sotoo dolightand
darkness, touching on the frustrating gray area of
human existence. The Los Angeles Review points out
that " [w]hile Youn's work focuses mainly on the forces
thatbothstrangle andsustain, itdoesnot ultimately
shy away from the emptiness within” (Shaw).
Particularly, this emptiness manifests in “Blackacre,”
when Youn describes her “trackless gray body” (7).
Previously in the poem, Youn contrasted the “dark
moon” with “a bright nimbus” to create a distinction
between light and dark (1, 2). Then, she smears the
contrastto grayscalewithherrepetitionofthe color
Inthe phrases: “grayscreen,” “graysky,” and “gray
body" (2,5,7).Like the wayrestraintand vulnerability

exist on a continuum, Youn's existence is not one of
purely light and dark, but of varying degrees of gray.
To emphasize the gradience in this poem, The New
York Times paired “Blackacre” with an art piece by
Shirazeh Houshiary, an Iranian artist who depicts
"“Monica Youn's wistfulimagining of a celestial
body—one that promisesimmortality just before
slippingout ofreach” (Magazine). Pigmentandpencill
blend on white aguacryl on aluminum as Houshiary
demonstrates the very gradient of light and darkness
that Youn speaks of in her poetry, fading from deep to
ight blue in this abstractimage (Magazine).
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Figure 3 “Tune” by Shirazeh Houshiary

Youn'simagery of a gradient emerges againin her
reference to the “topography / of alife” (“Portrait of
aHanged Woman" 13-14). Like Houshiary's artwork,
theimage of atopographic map subtly connotes
gradience through the change in elevation, Youn's
method of mapping alife and abody.
Thestrictcontrast betweenlightand darkness

still appears in poems prior to “Blackacre,” as Youn
exploresthe verytriumphsandtragediesofthe
topography of life. In “Portrait of a Hanged Woman,"
Youn describes “cifies / thrown into shadow,” cutting
off an implicit image of light by extinguishing the
lights of the city with shadows (31-32). This “shadow
zone" occurs again in “Blueacre,” again juxtaposed
with light as it exists “at the core of the flame” (21,
22).Younassociateslight with darkness, anintrinsic
connection she plays with at every poetic turn. Again
In “Blueacre,” Younreferences “a moth luredto the
light,” but she writesthat the mothis “trapped”
beforeitcanevenbegintoreachitsgoal (26,27).In
areviewforNational Public Radio, TessTaylorcalls
Youn's poems “luminous fictions, [that] also capture
thesheerforce ofimaginingitself, the slippery elusive
loops of desire.” Indeed, just as Younreterences the
desire “to glean / one glimpse of light,” she activates
asense ofhuman desire forsomething existingin
the gray area of life, perhaps just beyondreach
(“Blueacre” 45-46).Herelieshertruest vulnerabillity, in
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the sense that the restraint of herbody prevents her
fromthatwhich she wantsmost.

CONCLUSION
Monica Youn's Blackacre constructs a tapestry of
meaning imbued bothinepigraphs and historical
allusions and in her vivid imagery of clothing,
body movement, andthe absence oflight. Youn's
iInfegration of these elements ponders the contrast
between bodily restraint and vulnerability,
“essentially writing astudy oflongingforsomething
at once internal and out of confrol, something
highly envisioned that may never come to pass”
(Taylor). Fabric and movement alike become key
parts of her meditation on the capabilities and
Incapacities of the female body, and her frustrations
with the perpetual stagnation of her seemingly
gray existence. Youn neatly weaves the threads
of hermessy bodily experience, leaving behind an
authentically human expression of loss and longing.
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That Anne Carson should fitle her opening
essayin Glass, lrony,and God “The Glass Essay”
without ever directly addressing the reason for
her title implies the very essence of glass itself—
something that may be there but not always seen.
Glassisbothreflective andtransparent; born of fire
and easily shattered. When Alice walked through the
ooking glass, she found herself a wonderland. Debbie
Harry capitalized on the futility of love, equating her
neart to one of glass and peaking on music charts
all over the world. Conversely, Bob Dylan comments
on the fragility of the female in his song " Just Like @
Woman" when he says, “She aches just like a woman
/ but she breaks just like a little girl” (Dylan 1966).
The hourglass figure is a mark of female beauty.
Hillary Rodham Clinton used the metaphor of a
glass ceiling during her 2016 campaign as a signifier
of enfrapment. There is an obvious connection
betweenwomen and glass present in our culture,
whetherornotwe alwaysseeit, andwhetherornot
that glassisevershattered by thewomenwho are
trappedbehindit.Thereismuchtolearnfromthe
way Anne Carson and her female contemporaries
address entrapment through glass, the way women
materialize interiors that often go unseen, and the
social repercussions that come with this tradition.

Forcenturies, women have beenkepton
the inside: Rapunzel in her tower, Charlotte Perkins
and herroom full of yellow wallpaper. From the
earliest days of hunter-gatherer culture, women were
left to create a home from interior spaces. Female
domesticity was fetishized by advertising moguls
IN 1950s America, and housewives became astaple
of nuclear families. Sophokles said, “Silence is the
kosmos of women," so this became the cultural
standardin Ancient Greece andthemindbecamethe
Interior where women stored all their feelings (Carson
127).Thisissomething Anne Carsonknows too well.
One of the most striking quotes onfemale interiorsin
“The GlassEssay”reflectsonherchildhood:“...itisthe
ight of the stalled time afterlunchwhen clocks tick
and heart shuts and fathers leave to go back to work
and mothers stand at the kitchen sink pondering
something they never tell” (7). Emily Bronte, famous
for her reclusiveness, also becomes a character in this
essay.Carsonguotesone of Bronte’scrificswho asks,
“Whatwasthiscage, invisible to us, which she felt
herself to be confined ing” (7). Thisidea that women
nave something keptinside, something they never
tell, hasbeenthesubjectofseveralfemalewriters
throughout the centuries. When women dare to fread

outside-to pass through the glass, so to speak-
through literature, art, or political movement,
there is an Imminent threat to the patriarchal
structures that have kept them locked up since
the earliest days of domesticity.

In 2011, Russian feminist punk band
PussyRiotformedinordertospeakoutagainst
Viadimir Putin’s overtly corrupt politics. What
followed was a movement that ended in severdl
arrests, beatings, public shaming, and internationdl
sensation. In an interview with Vice, band founder
Nadya Tolokonnikova spoke on her time spent in
a Russian prison, “Can you go through the most
terrible experience but have the sense of being sfill
meaningful [sic]. Soif you can be meaningful then
it's not completely lost time for you" (Tolokonnikova,
2017). Meaningful undoubtedly: the arrests following
their protest inspired a new generation of punk
feminists around the world. PussyRiot was certainly
successfulintheirattemptsto break outside the
wallsoftheirhome country, astheynowtravel
around the world speaking on social justice issues
throughlectures, performance art, andinteractive
experiences.They areamodernexample ofwomen
breaking through the glassto expose the interiors of
corrupt politics, bearing the full brunt of male threat
facedwithfemale opposition.

The threat of female projection has long
been the subject of male authors, as we see in
“The Gender of Sound”: "The censorship of such
projectionsis atask of patriarchal culturesthat (as
we have seen) divides humanity into two species:
those who can censor themselves and those who
cannot” (Carson 130). Carson discusses the Greek
virtue of sophrosyne as being one associated
exclusively with men, specifically with men who had
good self-control. Women became associated with
ololygawhen they spoke out, and so “the so-called
‘natural’ tendency of the female to shrieking, wailing,
weeping, emotionaldisplay and oraldisordercannot
help but become aself-fulfilling prophecy” (128).
Imagine Sophokles reacting to the feral, haunting
voices of Bjork or Alanis Morissette—certainly he
would think them monstrous, but we wouldn't have
It any other way, because they are cultural symbols
of female fringe and strength. Carson acknowledges
how “Greek myth, literature, and cult show traces of
culturalanxiety aboutsuchfemale ejaculation” and
thisanxiety still permeates our culture today,
bothinfictive works andreal-life social engagement
(132). Womenwere assigned an “otherness”
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forputting“theinside onthe outside” andyet,
thisisouressence (129).

Sigmund Freudcommentedonthe
phenomena of male anxiety towardwomenin 1927
when hesaid, “Probably no male humanbeingis
spared the terrifying shock of threatened castration
atthe sight of the female genitals” (Freud 354).The
actofsexitselfisakind of dismembermentand
ambiguity. The male member “disappears” intothe
vaginaandthelinesbetweendistinct bodiesbecome
blurred. Carson touches on bodily indistinctness

when she describes her night of lovemaking with Law:

"I was floating high up near the ceiling
ooking down on the two souls clasped
there onthe bed with theirmortal
poundaries visible around them like lines on
amap” (Carson 12).

That which follows sex— ejaculation (hopefully¢) and
childbirth (sometimes)— are all acts of abjection: the
bodyrejectsthatwhichnolongerbelongsinside ofit.

Abjectionseemstobetherootoffear
attachedtowomen,andyetitisourliteralnature:
we bleed forfive days a month, we make tiny
humans in our bellies and squeeze them out of
2.1 centimeterhole, we cry, we sneeze, we poop.
This idea of blurring boundaries between outside
and inside isinherent in biological female function,
and it has become the very thing that men feel
women need to keep inside. Examples of this can
be found in numerous works. Greek myths have
longregarded females as abject, from Medusa with
her serpentine hair to Lamia who ate children. A
significant example ofthisinmodern cultureisThe
Exorcist (Warner Brothers, 1973) inwhich ayoung girl
becomes possessed by the devil and several experts
are calledinto try and expel the evil spirit within
her. Meanwhile, her body becomes more and more
grotesque throughout the devil's occupation of her
body.Barbara Creedwritesonthisfiiminanessay
concerning female genderinhorror films, saying,
“The foulness of womanis signified by herputrid,
filthy body coveredin urine, blood, excrement,
and bile. Significantly, a pubescent girl about to
menstruate played the woman who is possessed”
(Creed 46).The tagline of this filmwas “The Devil
Inside,” aligning the biological function of the
protagonist directly with the deuvil.

The concept of tfemale devilry is the main
subject of contemporary artist Polly Nor, a London-
basedillustratorwhose workfeaturesan array of
women interacting with their demons in honorable

Criterion

acknowledgment. Her work specifically deals with
women's identity in the internet age, often featuring
electronic devices such as smartphones, tablets,

and laptops in the background. Her 2017 illustration
“Thinking of You" features a young woman looking
info a mirror (there's that glass again) and seeing @
devilin the reflection. Her hands are placed on the
mirror longingly, desperate for the connection that is
permeatedbythatthinsheetofglass.Severalofher
pieces include women looking either at themselves in

a mirror, through a phone, or directly at their demons.

The way Nor directs the gaze of hersubjectsimplies
that they are not ashamed but rather inviting and
confrontational with their deuvils.

f all of these associations between
femalesand glass are all arbitrary, there is atleast
one firmconnection we cantake away: the glass
Isatoolthroughwhichwe candirectourgazeto
understand women'swriting, art, and poetry. Today,
there are women who stand behind panes of glass
in Amsterdam’sred light district, putting their
sexuality on a pedestal to aftract clients. Whether
thisisempoweringordegradingisup tothe women
who workin these brothels, and thatisirelevant
here—what is significant about thisis that they are
viewed through this pane of glass and transtormed,
displaying the sexual prowess that is the very root
of men’s culturalanxiety foward women, and proving
thatsexis power. Abjection, therefore, isboth
woman's power and her plight. To take that which'is
ontheinside and putit outinto the worldwhen the
fimeisrightis both the basic biologicalfunction of
awoman’'sbody,and the deep-rootedliteraryand
artistic fradition of women. Thisis a dichotomy that
we have lived with for centuries, and until we smash
throughallthe panesofglassthat are there though
Invisible, they will continue to permeate our lives.
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Re-Assimilation in Crisis: Greek
Masculinity Depicted Through Film

By André Enriquez

AndréEnriquezisafirst-year EnglishM.A. Candi-
date with a Creative Writing Emphasis and Teaching
Fellowship. He recently graduated from LMU in the
Spring of 2017 withaB. A. in Englishand aminor in
Classics & Archaeology. “Re-Assimilation in Crisis:
Greek Masculinity Depicted Through Film” wasa
paper written for Dr. Katerina Zacharia’s Spring 2017
course “Representationsof Greece: Ancientand
Modern,” and explores the circumstance of Greek
masculine identity having to “re-learn” its exempli-
fication through culturalnorms made nullby the
country’s ongoing economic crisis. This examination
not only employs the lens of film, but, uniquely, film
told from the perspective of Greece’s youth/children
perceiving their culture’s masculine character, known
the world over since antiquity, inlimbo. Such amedi-
um was made possible through the course’s five-year
long active internship component with the Los Ange-
les Greek Film Festival, for which Andre worked as a
Summer Fellowof theBellarmine College of Liberal
Artstheseason following.

33



34

It is often thought that culture isrooted in
similarity, that o claim a people share a “common
culture” implies that their differences stem from
the same origin of understanding of core values: a
branchingout. Thisviewisincorrect, however, asit
s, infact, abranchingin.lItisthe thread thatweaves
fogether the varying individualisms, the particular
things similar amongst all our differences, that we calll
culture; similarity rooted in diversity, not the other
way around. These similarities are what Stuart Hall in
hisbookRepresentationcalls *[broad]...conceptual
maps,” (4), or the like-methods of interpreting
theworldwhichoverlap.The crossoveristhen
navigated in our everyday lives by varying systems
ofrepresentation, such aslanguage, semiofics, etc.,
which allow us to communicate with one another,
and fromwhich meaning is extracted on the
personal level. But what happens to a culture when
iIndividualism, or the ability o make one's own choices
to pave one’'s own path, is taken from those within it
Theresult: are-assimilation.

Assimilationitself, orthe process of being
“[absorbed] into the cultural fradition of a population
or group” (Mermam-Webster), is arguably most
referenced in regards to iImmigration in times of
crisis. Butwhenthose unable toleave arestuckina
culture whose socialnorms are made nullbecause
of that crisis, their identities, which are formedin
relatfion to those social norms, are no longer able
to develop.Thus, re-assimilation occurs, wherein
order for identity to mature, people must discard
previously held conventions of their old culture, and
re-craft themselves in this Imbo-of-a new-one within
itsplace, onewhere conceptualmapsare nolonger
relevant. Apeople undergoingsuchaprocesstoday
are the native Greeks, where one map affected has
been Greek definitions of masculinity. This paper
briefly examines how perceptions of the cultfure
of masculine identity have changed in modern
day Greece as aresult of the ongoing economic
crisis, which through complete upheavals of such
basic necessities as job and food availability, has
decomposed thesocietalnorms of the everyday
aroundwhichmasculineidentitieswere once shaped.
Thelensthroughwhichlobserve thischangeis film,
a medium which naturally has historically reflected
the fluxing societal/political/culturalcontexts ofits
flmmakers on the grounds of passion and realistic
necessity.lconduct closereadingsof two films of
2017, Loukianos Moshonas' Manodopera and Sofio
Exarchou's Park, which bothreflect a modern take on

masculinity in crisis.

Beforethe crisis struck, it canbe argued
that the generalunderstanding of contemporary
masculinity in Greece was a contfinued beliefrooted
iIna combination of twoexceptionally influential
periods of male representation within then-Greek/
American entertainment. The first was what Achilleas
Hadjikyriacou, in his book Masculinity and Genderin
Greek Cinema: 1949-1967, calls the “Star System.” A
spike in Greek film heavily influenced by Hollywood
INnthe 1950s/60s, the System describes how global
culturalicons such as Marlon Brando, James Dean,
and Elvis Presley widely appealed to a Greek youth
questioning social reality post-Civil War. Gender
relations, sexuality, patriarchy, and femininity were
defined by the characters these stars portrayed in
their films and music, with Greek male youths “keen
toimitate therebelliousbehavioroftheir [idols],
rnghtdowntothe details such as [theirhaircuts]”
(Hadjikyriacou 84) and dancing the Twist. It was
aroundthis same time that Michael Cacoyannis’
iInfamous film Zorba the Greek was released; a picture
notorious for its influential depiction and exoticization
of the Greek “machismo,” ora performative
masculinity of acting out the man's ability to be both
"handsome and fearless [while] at the same time
sensitive, emotional and good hearted”
(Hadjikyriacou 89).

Thesecond period, emerging near two
decades later and after the end of the Greek military
juntaof 1967-1974, waswhat Sean Nixon, in his
chapter of Hall's Representation entitled “Exhibiting
Masculinity,” calls the "New Man.” Utilizing a visual
coding of manhood borrowed predominantly from
printand menswearmediums of the American
West, it was thoroughly centered around a close,
fefishized observation of the man's physique, framing
his form as spectacle. This New Man, combined
with the Star System, produced the pre-economic
crisismale personaknown asthe “Street Style”
(NixoninHall 302).The Style was a combination of
youthful "boyishness” and weathered *hardness,” or
an “assertive masculinity” (Nixonin Hall302), often
cast in a model called “light-black” (referencing
the subject’s skin tone, and backed by a history of
pathologizing the black man’s sexuality/sensuality as
hyper-masculine, connoting the outcast).

Street Style'smaterialiconography can
berecognizedin the classic white T-shirt worn
beneath arough outerwear of ajacket or boots,
awardrobe further emphasizing the labeled/
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embedded dichotomies of the boy underneath. This
Style was by no means the only popular depiction
of masculinity atthe time, butisexaminedhere as
it is the portrayal referenced most frequently among
the 2017 Los Angeles Greek Film Festival submission
pool; apool fromwhich my two films are pulled, and
whichserved asthe basisof myresearchinfilm. The
Festival exhibited a wide range of contemporary
cinema fromhundreds of active Greek filmmakers,
and thus serves as an appropriate stage upon which
toviewthe etfectsofthe crisis. Whenthe economic
crisis hitin 2008, itsupheaval of Greece’'snormative
societalstructureremovedthe StreetStyle from
function, as the stereotypes, influences and cultural
representationsitencompassed were no longer
sustainable in a world of devastation.

Parkisaunique filimtoanalyze asitisfirst
and foremost told through the eyes of Greece's
children/teenage youth. This is a lens which arguably
providesthe mostintel on masculinity inits current
state, assuchanagerangeinherently existsasa
stage of fransition, encompassing the well-known
motif of post-puberty “becomingaman,” orthe
trendy comingofagetale. Also, by thispointina
boy'slife,muchlike ayounggirl’'sintermsofwhat
Is expected of her in stereotypical conventions of
womanhood, he hassoakedinand observedtheidea
of “man” through both the father-figure and popular
media over the course of his developmental years, all
with the understanding that those depictions from
whichheislearningfromarewhatheismeantto
becomeinhisfuture.ltisthe mostreceptive stage of
ife, where conceptssuch as gender perceptionare
personally defined by the boy's ability to navigate
socletal stereotypes of masculinity. When combined
with the fact that his body is also simultaneously
(and quite literally) undergoing a physicalchange into
that of what he sees as "“man,” such a phase makes
him the rawest and most honest subject of masculine
study. Thisis most significant because this natural
transition parallels the transition of re-assimilation
mentioned above of the crisis, for if we understand
that identity is formed around one’s relationship to
the stereotypesofsociety, andthe stereotypes of
that boy's society are rendered useless, what would
nave been his ascension to the culture of manhood
pecomes an assimilation intfo that of a masculinity
never before frod.

The filmtakes placeinthe abandoned
Olympic parkin Athensfromthe 2004 Games. This
settingis substantial as it represents what even
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those most traditional and pride-carrying aspects
of Greek culture (and arguably of the entire world,
these roots having stretched back to those values
of community, sportsmanship and diversity of
antiquity) have had to endure, those which have
been “neglected” due to immediate necessity of
survival on limited resources, and which make
history “disposable.” The audience follows a young
Dimitri, 18-22 years of age, and his discovery of self
INn the miniature community he and his friends have
established within the uninhibited park grounds.
Thefilmwonderfully portraystwo particularly telling
aspectsofhisgrapplingwith masculinity intheir
world: the boys' recreations of competition,

and Dimitri's sexual experience with the

female character, Anna.

Atthe beginningofthe film, the boys, who
make up almost eighty percent of the social group,
fake two of their youngest members and have them
race barefoot on the old frack of the stadium, causing
their exposed feet to tear and bleed on the gravel
and twig-strewn dirt. The older boys encircle them,
hollering and shouting, and crown the victor with
“the winner’s wreath” of strung leaves, and denote
the looser a “poordog” (Park 2016). Immediately
after, however, the victor is shown digging through @
dumpster and foraging for food scraps, a masterful
dichotomy with the notion of the young, fit, and
state-fed Olympian victor of antiquity. Another
competition: within the locker room, Dimifri is forced
fo fight a friend in a pseudo-wrestling match, the
two mopping the ground with their blood. The circle
forms here once again, where the boysrise beyond
yeling and seem to go berserk, throwing themselves
against the metallockers and even getting downon
all fours and barking like dogs, holding each other
by their shirts like collars. Even though Dimitri wins,
his friumph is made blunt, the scene immediately
cutting to him alone and hanging over the balcony of
a highway overpass, alluding to suicide, with alook
lacking purpose and drive behind his hollowed eyes.

While it is tfrue self-harm and food
scavengingcanbeseenasimmediate effectsof the
crisis, depleting these children of nourishment and
material necessity, they can also be interpreted as a
lossof self, grasping forstability.Interms of
masculine identity, the circle and alimost-mad
behavior of the boys composing it is reminiscent of
the most aggressive stereotypes associated with
a once-known-to-them Street Style; the “edgy”,
rebellious half of the coin turned extreme when there
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are nolongersocietally defined boundaries to contain
It. The lockerroom, a private space of commonly
assertive athletic culture, oreventheisolationofthe
abandoned park, becomes a space of release for the
children, a "purge-esque” environment, where they
can experiment with definitions of masculine identity
from arecent tradition that are no longer relevant;
aninverted catharsis releasing something no longer
contained. This notion is exemplified when taken
outon Anna, who, caught in the lockerroom after

a euphoric group-shower of the boys, is defined by
themintermsofafemininity peggedfarbelowtheir
extreme masculine high, as they threaten to pull

her hair, physically handle her, and force her to
“pirovette forus” (Park2016), mocking a (once)-
stereotypical femininity.

But Anna’'s characteris also used to exhibit
the otherside of the Street Style, in herleveling of
fraditional gender norms while having intercourse
with Dimitri. The scene beginswith Annalyingon
the floor and Dimitri lingering over her, connoting the
stereotype of the dominant/hyper-sexual male as
instigator. From that point on, however, “traditional”
models are greyed. For instance, when Dimitri is
about to climax, he pulls out and turns away from
both the camera and Anna, putting his back to
them.He seems confused and conflicted; areaction
notably divergent from the sexual apex of the Greek
machismo. Anna then becomes the instigator herself,
when,inan efforttobringhimback, she switches
places with and stands above him, flashing her body
and confrolling his desires. The camera positioning
during this tfransition is noteworthy, forwhen she
stands, she takesup the entire frame, with Dimitri
lost below her waist and out of view. She holds the
audience’sattention, andis farmore confident than
Dimitri’s instigation, not only because she refused
the beer he offered her before sex (which he had
already been drinking, allowing her to retain more
intellectual/physical control), butbecause she had
to, for his sake and lacking. When he reaches up from
the ground to grab her jeans, the camera sinks to
nim on the floor, him reaching his hands above him
ke achildto adesire, herthenkneelingtohislevel.
The camerarapidly switches back and forth between
these two depictions, so when compared to the way
both of their bodies were fully depicted when Dimifri
was in control, breaks down the gender roles both
play, and serves as a kind of equadlizer.

These norms are also inverted when the
Intercourse turns into anal sex. This in no way

implies that straight couples experimenting, or

those engagingregularly in such sexual behavior, are
anything but normal. In the context of conventional
machismo, however, where such actions commonly
mark homosexual males as degraded effeminates
forthe exact same practice, ifisinterestingtonote
this dichotomy now deconstructed, as both Dimitri
and Anna acceptthe position change, knowingits
association, without question, discussion, or even

a word. This seems another equalizer, as where the
machismo most usually maintains the most control,
whatisexhibited betweenthe twoteensisan
engagement similar to what members of the same
gender, (once again) in terms of the older notions of
instigation, would partake in. However, while such
asamenesswouldseemalightinthe tunnel of
economic catastrophe, their being able to sustain a
fair relationship ideal, the possibility is undermined by
the reality of their connection having been seemingly
entirely stripped of emotion. The fact that the scene
(andthe entirefilm) is absent of asingle kiss between
the two, forinstance, indicates theirinability fo
recognize the selves in the other necessary 1o create
what they are missing, with lack of identity by crisis
once again the cause.

Each of these examples in Park, the
competitionandthe sexualexperience, suggestan
interpretation of masculine identity wherein there
IS no longer a sense of defined understanding, and
that an experimentation, an assimilation within @
once-known culture (re-assimilation), is taking place.
Without a society to define what roles of manhood
they are to adopt, the extremes of the Street Style
manifest themselves for the children as the everyday.
Park, while impressively thorough inits illustration
of the contemplative struggles Dimitri and the boys
suffer, largely communicates these battles through
physical representation (mock Olympic games
and sex), as can be expected with young boys.
Manodopera, on the otherhand, succeedsinshifting
focus to the same masculine displacementind
slightly older group of friends, bringing about a more
intellectually stimulated reception of change in crisis.

One method by which the short approaches
masculinity’s shift is by cleverly examining the
discrepancies of modern-day notions of success and
failure. The film describes today's Greek mindset
as an examination of the real, rather than of the
everydayreal, anotion that takes observation beyond
what is typecast as authentic in the idealized visual
culture, andfocusesonthe unspokentruth oflivingin
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need. Forinstance, towards the beginning of the film,
one ofthe charactersnotesthat “aguy whoworksin
Austria, who presses his keyboard's buttons, which
In furn [creates] money, is considered productive in
our society. A guy who lives on arooftop in Greece,
and draws, thinks, talks, [and] tlirtsis considered
unproductive.That'snotreality. But thatisreality!™
‘Manodopera 2016). This character, his friends, and
their struggles with identity, are appropriately shown
through Moshonas' own unigque version of the Street
Style man, one reminiscent of the rural to urban
transition in Greece of the 50s-60s, which similarly
respondedtoshiftsineconomic/occupational
upheaval (post-Civil War), arguing that “[masculinity],
iInstead of being measured mainly inrelation to the
tfraditional sex-linked virtues, [depended] on the
display of alifestyle similartourban prototypes (e.g.
innovated material culture...)” (Hadjikyriacou 30).

Theinterpretation of afading Street Style at
the hands of a non-existent yet masculine- defining
material culture today is brilliant, and is symbolized
INn the characters’ occupational situations, the fitle of
the filmliterally translating fromltalianto “labor” or
"manpower.” The entirety of the piece is composed of
a cutting back and forth between their day jobs as
construction workers and a deep, ongoing discussion
of the meaning oflife they share at dusk atop ahill
on the outskirts of town. The fact that they work
construction alludes to the remnant “toughness”
and appropriate wardrobe of the Street Style, their
faces pouty andssilent, while their evening dialogue
embodies their being forced to redefine as aresult of
the crisis: what one does when everything material,
societal, and personably identifiable is stripped of
you, oraretreatto yourcoretorecreate yourself
through philosophizing. The film opens on a man
silently breaking down a wall with a hammer and
peeringintothe darkness of the hole. He staresinto
the emptiness, almost asiflooking through amirror.
Thefactthatthe menthenreconstructthe walls they
knock down, while simultaneously reconstructing
their notions of masculine identity through success
and failure just hours later, is a perfect statement of
the stagnant, re-familiarizing state the lack of
identity has placed on Greek masculinity since its
arrival, the fimending on ashot of theirnewly
constructed apartment complex erected from a sed
of outdated homes.

The camerawork complements and furthers
this contrast as well, aswas the case with Park, and
playsamajorroleinprovidingthe viewerwithan
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almost poetic visual aid. Forexample, during the day,

the cracked, worn, and expressionless faces of the

characters

are made visible in harsh lighting with

minimal dialogue, almost like the purposelessness
of the abandoned Olympic grounds. At night,

their faces
unidentifia
reconstrucs

nowever, or within the confines of the secluded
ockerroom/Olympic field, as the characters debate
the significance of accomplishment versus passion,

are shrouded in darkness, physically
oletothe audience, indicatinghow the
lon requires a dialogue from within the

privacy of t

ne selt tocombat stagnancy.

Together, both Park and Manodopero
demonstrate the necessaryrelationship between
iIdentity and culture essential when observing the
change economic crisisin Greece has brought to
modern masculinity. Through exemplifications of
the loss of society’'s once-traditional prescriptions

ofmanhoo
directionin

d, boththe physicaland mentallack of
Greece'schildren/youthshowcase @

Greece learning once again to become herself;
are-assimilation.

37



Evans, Jessica, and Stuart Hall. Representations. 2nded., Sage & The Open University, 2013. Hadjikyriacou, Achilleas. Mas-
culinity and Gender in Greek Cinema: 1949-1967. Bloomsbury Publishing, 2013.

Manodopera. Directed by Loukianos Moshonas, performances by Loukianos Moshonas, Anastasis Roubakos, and Altino
Katro, Real Eyes Productions and Zamizdat Productions, 2016.

Merriam-Webster, s.v. “assimilation,” accessed April 22, 2017, https:/ / www.merriam- webster.com/dictionary/assimilate.

Papadimitriou, Lydia. “Locating Contemporary Greek Film Cultures: Past, Present, Future and the Crisis.” FILMCON: Journal
of Greek Film Studies. Issue 2 (2014): 19. Scienzine. Web. 15 April 2017.

Park. Directed by Sofia Exarchou, performances by Dimitris Kitsos, Dimitra Vlagopoulou, and Thomos Bo Larson, Stray Dogs
Productions, 2016.

38

Criterion



Soldiersin Love:
Polarity of Ideals in “The Things
They Carried” and “Distant Stars”

By RachelMullens

Rachel Mullens is a member of the Class of
2018, studying English and Dance. Her proudest
achievementstodateinclude her forthcoming
co-authored historical narrative with the
workingtitle StolenPrince andoverseeing

this Criterion issue as Editor-in-Chief. Her
works have been published in Criterion, L.A.
Miscellany, and on the blog of the L.A. Review
of Books. Although she considers herself an
amateur artist, her relief print “In Absence”
was selected for the William H. Hannon
Library’s Spring Archives and Special
Collections Exhibition, “Meeting Christ in Faith
& Art” and can be viewed until May 4, 2018.
She excitedly anticipates her departure for
the Prague Summer PrograminJune and is
stillworking towardsbeing comfortablewith

the unknown- essentially everything that will
\ happen after her return from Prague in July.

This essay was written for Dr. Robin Miskolcze’s
/ Short Story class.
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The American narrative of the Vietnam
War, duringwhichthe UnitedStates aidedthe effort
of South Vietnam from 1965-1975, remains vexed
by opposing arguments. The fact of the matter s,
whether young men of this country were in support
ornoft, theywere drafted vialotterytofight.Some
followed theirsense of nationalistic duty to their
grave, and others fled in resistance. Meanwhile, in
the then divided country of Vietham, womenwere
volunteering to fightin the spirit of social equity that
wassweepingthe North.Despite the outside aid that
bothsideswerereceivingfromWorld Powers, fighters
were neededregardless of their gender. The American
women that volunteered their service, whose sacrifice
wasinnoway lessnoble orlife altering, were
relegated to the role of nurses. Misogyny shaped
the way in which wars were fought, and it confinues
toshapethewayinwhichwetalkaboutthem. For
Instance, thereislittle published materialinthe
Englishlanguage about the experiences of female
soldiers, particularly those of female Viethamese
soldiers. Patriarchal values influence the way in which
male American soldiers, asseenin O'Brien’s “The
Things They Carried,” and female Vietnamese soldiers,
asseeninKhue's“DistantStars,”"reacttothesame
feelings of fear, creating a gendered dichotomy in
their understanding of love.

The very structure of militarism, in any
modern nation, is informed by a Social Darwinism
that privilegessoldierswho possess characteristics
aligned with a constructed definition of masculinity.
Fighters who are brave without exception, in
control of their physiological responses to danger,
anddisplay no outwardsigns offearserve asthe
archetype for the ideal soldier, and by extension the
ideal man. Those that fail to meet these standards
are categorized asweak, cowardly, andinherently
feminine. Strong fighters will survive, be awarded
medals, andrise throughtherankswhile thosewho
die doso because of theirowninadequacies, merely
becoming a statistic. This preference for behavior
that is categorized as masculine in turn has equal
effect on its counterpart of feminine behavior. As
much as masculinity is valued, femininity is devalued.
The military is not solely to blame for this paradigm,
andneitheriswar; both are extensions of oursocietal
structures. Jacqueline E. Lawson, Assistant Professor
of English at University of Michigan-Dearborn who
specializes in veterans’ narratives, suggests that “the
need ofsomementoadoptsuper-masculine persona
may thus be compensatory, a means of blunfing the

fear of emasculation” (56-57). Extreme bravery,
even falsely manitested as rash violence, is better
than the admittance of human vulnerabllity. Tim
O'Brien’s “The Things They Carried” examines

the irony of fearing cowardice through outward
displays of hyper masculinity.

“The Things They Carried” istold fromthe
pointof view of athird personnarrator, focusingon
the death of Ted Lavender and the distantromance
rooted in fantasy that engages First Lieutenant
Jimmy Cross’ attention. The men in the platoon are
characterized first and foremost by the objects
iIntheir packs. The narrator providessparse yet
adequate information, just enough for the reader to
form a personal attachment to these soldiers. We
are meetingrealmen, but theirqualities are vague
enough to be shared by the thousands of other foot
soldiersinthe dense junglesof Vietham. Along with
the physical objects that these men carry, they are
also burdened by emotional fraumas and regrets from
their life before the war. Perhaps the heaviest burden,
the one that continues to grow heavier with every
roundoffireandfallencomrade,isfear:notjustfear
fortheirlives, but fearthat they will be discoveredin
theirvulnerabillitiesandfailurestomeettheideal of
courage in its masculine extreme. O’'Brien writes,

“They carried the soldier’'s greatest fear,

whichwasthe fearofblushing...They

died so as not to die of embarrassment”

(1248).

Courage is elevated to an unrealistic caliber which
practically guarantees failure. The struggle to align
withtheseideals of hyper masculinityisaided by the
use oflanguage thatdegradesimages associated
with femininity and elevates those that convey virile
strength. When the narrator contemplates those who
iInfentionally shoot theirextremitiesto be takento a
hospital, away from the front lines, he acknowledges
theirreputation as “pussies” and “candy-asses”
(O'Brien 1249). This contrasts with the language

used to describe tasks and actions, which denote a
masculinity. “Hump" meant bothtowalk and carry
depending onits usage, “grunts” meantlegs, “R & R"
stoodfor“Rape andRuin.” The participationincombat
shared the nature of “a protracted and brutal act of
sexual intercourse” (Lawson 59). Lieutenant Cross'’
relationship with Martha, albeit distant and mostly
fictional, exemplifies violent elements of this foxic
misogyny. Misogyny encompasses a broader meaning
thanwoman-hating, asits consequences affectboth
sexes. Men are compelled to reject their feminine
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qualities, which all humans possess, and attempt to
fulfill the unrealistic expectations of an ideal soldier.

When recounting the night that he and
Martha went to the movies before his deployment,
hethinksto himself, “Rightthen, he thought, he
should've done something brave. He should've carried
herup the stairs to herroom and tied herto the
bed and touched that left knee all night long. He
should've risked it” (O'Brien 1240). Cross' perceptions
of love and bravery are permeated by the restrictions
placedonhisgendertobe domineeringand
aggressive. The soldier is accustomed to taking what
ne is ordered, by extension what he wanfs, by force.
tisinexcusable, butit makessense that heisunable
to separate thismentality from hisromantic pursuits.
Cross acknowledges that his fantasies involving
Martha are just that, imaginary, but he keeps
returning to the same thought patterns because love,
atleastpriortoTedLavender'sdeath,servesasan
escapefromhishellish surroundings. Only afterTed
Lavenderis shot does Cross realize the futility of his
desire for Martha, and the irreversible consequences
for his lack of focus. Love then becomes a distraction,
aliabllity, something thatresultsin death. Cross,
after sobbing in the bottom of the rude grave he
digs for Lavender, resolves to *be aman” and “show
strength” by “distancing himself” (O'Brien 1250).

The three girls in Khue's “Distant Stars,” the
narrator Dinh, Thao, and Nho, respond difterently
totheirfearthan the soldiersin Cross’ platoon,
ultimately subverting the noftion of strength offered
by traditional militarism. Unlike the maijority of
American forces in the war who were drafted, the
airlsin “Distant Stars” voluntarily enlisted. The work
that they performed for the North Vietnamese
causeisdistinctly separate fromthe actsoffoot
soldiers in Cross’ platoon. Rather than directly
participating in killing their enemies, Dinh, Thao, and
Nho struggle around the clock and through multiple
Injuriesto prevent more deathsontheirownside.
Their protective efforts, coupled with the cavernous
iImagesof theirliving quarters, imbue the workwith
a maternal tone. This maternal quality extends to
thewayinwhichthe girlsinteractwith one another,
informing the manner in which they respond o the
fear one encounters constantly in war. Dinh, Thao,
and Nho allow their vulnerabilities to be exposed
while in the confines of their cave, which they
callhome. Catharsis of emotion when confiding in
one another empowers them to be fearless in the
presence of dangerwhile detonating bombs outside
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oftheirnome.The girls are not exempt fromthe
expectations of anideal soldier, however. The way

In which they release their emotions is influenced

by the enforced standards of masculinity. Crying, in
particular, was considered shameful; as Dinh states:
“*Anyone who shed a tear while we needed strength
fromeachotherwould be seenasguilty of self-
debasement. Nobody said it but wereaditin each
other's eyes” (Khue 1114). Not one of the girls openly
cries, buttheystillexpresscare andconcernforone
another through their actions. When Nho gets badly
injuredin an explosion, “Thao sobbed, but she had no
tears” (1113).The aversionto cryingisaresult ofthe
patriarchal values in the military that the girls cannot
escape, despite theirradical maternal strength.

This radical interpretation of strength can be
seen most clearly in the character of Nho. She would
“force her eyes shut and her face would turn white”
whenevershesawbloodoraleech, butthisdidnoft
Impact her reputation nor her abllity to perform her
job (Khue 1111). According to Dinh, Nho “showed
determination and daring” (1111). After being injured
by shrapnel, Nhorefusesto be takentothe hospital.
She comments on the possibility of being a “spoiled
bratlyinginabed” and asserts thatitis “naive” of the
construction workers to think that they can persuade
hertoleaveherstation (1118).Nhofailstohideher
iInability to tolerate gore, but that does not impact
nerprowessanddoesnotreduceherinthe eyesof
her comrades. Herrefusal to leave and be treated ina
nospital contrasts with the mentality of Jimmy Cross,
who dreams of being airlifted to freedom, away from
the torments of marching through enemy territory.
While the expression of emotionis still checked by
the masculineidealin *Distant Stars,” the girls are
more fully their genuine selves. Warreduces men to
animalsinits widespread violence and bloodshed,
and it permanently alters the emotional health of
soldiers. Due 1o the relative emotional freedom of
Nho, Thao, and Dinh in comparison to the soldiers
InJimmy Cross' platoon, they have a more complex
understandingoflove.

The girlsin “Distant Stars” differentiate
romanticlove fromlove of everyone. The firstis less
fulfilling and is fleeting. Dinh details the unanimous
decision they made to avoid marriage andratherlive
a life that prioritizes independence, fun, and leisure
time toread books. She makesit clearthat thiswould
notinclude avow of celibacy; romantic love is their
goal, without the commitment or emotional labor of
marriage. This pessimism does not negatively
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impact the girls’ other relationships. In fact, Dinh
experiencesamuchdeepersense of appreciationfor
and attachment to her comrades on their dirt hill full
of bomb craters. She reflects,
| loved everyone, with a passionate love, alove
beyond words, that only someone who had
stood onthat hillin those moments, as | did,
couldunderstandfully... Thatwasthelove of
people in smoke and fire, the people of war. I1
was a selfless, passionate, carefree love, only
found in the hearts of soldiers. (1119)
The girls’ resistance to the pressures of the masculine
ideal allows them to form their own gendered notion
of love. In the selected works, the female soldier’s
conceptoflove, bothin aromantic and broadsense,
centers around the idea of sharing. The male soldier’s
concept ofloveis dependent upon hisneed 1o
compensate for underlying insecurities, and centers
aroundtheidea of faking.

The preferred mode of behavior in militarism
Isonethat conformsto the ideals of masculinity
upheld by a world of patriarchal structures. The
soldiersin “The ThingsThey Carried” and “Distant
Stars” make achoice as aresult of thismisogyny.
They must eitherattemptto meetthe standards of
the ideal soldier and lose the full capacity to love,
orresistand face criticism, butfindsolaceinthe
factthat they acted according to their humanity.

The varying limitations placed on both genders
weave a complicated web of oppression, and the
same soldiersthatface the horrors of warare too
often dehumanized by unrealistic expectations for
their performance and emotional regulation. Much
ike the issue of world peace, gender equity and the
emotional health of servicemen and servicewomen
lack simple solutions. Perhaps creating aline of
opendiscourse aboutthese topicswillbe the first
step towards creating a better world, one in which
constructed ideals do not define identity and war is
arealityonly knowninretrospect.|lfanythingcanbe
gleanedfromKhue, loveforeveryoneis apossibility
when we allow it.
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Theterm gender performativity was first
coined by gender theorist Judith Butler in her book,
Gender Trouble, asserting that mainstream society
createsand perpetuates genderroles, which are
then prescribed asthe idealforthose falling within
a specific gender category (6). To conform to this
ideal, individuals are forced to act out or adopt
characteristics that are assigned to their specific
gender— constricting men to attributes seen as
iInherently “male,” and women to attributes seen as
“temale.” This performance is compulsive, intrinsic,
and dangerous—as Butler argues that gender
performativity fuels the damaging sentiments of our
patriarchal society, and limits individuality. While
thistheory wasrevolutionary to the field of gender
studies, many academics criticized Butler for her lack
of intersectional inclusion— claiming that her theory

dealt exclusively with the white experience of gender.

Instead, many gender theorists argue that racial
stereotypes inform gender performativity— especially
In post-slavery America. Similarly, in both “Battle
Royal” and “The Lottery,” Ralph Ellison and Shirley
Jackson juxtapose forced gender performativity with
Instances of intense violence, arguing that socially
enforced conformity is symptomatic of a society that
Isproneto devolveinto brutality.

“...individuals are forced to act out or adopt characteristics that are
assigned to their specific gender— constricting men to attributes seen as

inherently “male,” and women to attributes seen as “female.”

In “The Lofttery,” overt examples of sexism,
manifesting themselves in gender performativity,
crescendo into an instance of ritualized brutality
that conftrols this dystopian society—ultimately
arguing that forced conformity is a symptom of
socialdysfunctiononalargerscale. Asthestory
opens, Shirley Jackson asserts that in this fictional
society, closely mirroring anideal American small
fown existence, men are the bread-winners while
women are cloistered to the home. Jackson describes
allof the womenin herstory as wearing asimilar
uniform, of, “faded house dresses and sweaters”
(166). The modifier *house” reinforces that these
women are limited to the cult of domesticity— seen
as the feminine idealin 1960's American. While
this narrativeis not farfromthe typicaldomestic

existence, Jacksonimplies that allwomen are
imitedtothe home—performingtherole ofthe
care-giver and home-maker. The women within this
society desperately cling 1o this performatism— as
itisthe totality of theiridentities. Jacksonsatirizes
thisconcept, as Mrs. Hutchinson arriveslate tothe
event that is essentially life-or-death to complete
housework, as she excuses her absence by remarking,
“"Wouldn'thave meleave m'dishesin the sink, now,
wouldyou, Joee'" (169). While we cannot be certain
thatthisisthe fruereasonbehindherabsence—
she could have easily beenunable toleave herhome
duetofearoranxiety of the event—thetactthat
this excuse was accepted, and even honored,
reveals the parallels between performatism and
respectin this society.

Whenwomeninthissociety flip the narrative
aroundtheiridentities, seeking to adopt “male”
characteristics of authority, they are persuaded
otherwise. Due to the strict rules of the lottery, the
men of each household must draw ballots for their
family— thus casting the man as the authoritarian of
the family unit. However, if the household consists of
asingle mother and a boy under the age of sixteen,
the mothermust drawthe ballot.Instead ofthe
mother similarly being recognized and adhered to as
the head of household, she is instead pitied by the
iIntact, nucleartamilies around her.This phenomenon
can be observed when Mrs. Dunbar drew her own
ballot, as her husband was home with a broken leg.
Jacksonwrites, “Mr.Summersturnedtolookather.
‘Don’tyouhave agrownboytodrawforyou, Janeye'”
(169). By referring to Mrs. Dunbar as "Janey,” Mr.
Summersis diminishing herauthority asanadult
with autonomy— as he infantilizes her by removing
her married name, the source of her social power
as a woman in this patriarchal society. Furthermore,
this question reveals the socially enforced narratives
that have been built around the female gender—
that they are too fragile, weak, and ill-equipped to
participate in the drawing of the loftery. However,
thislogic isinitself asatirical jab, as women are not
seenastoofragiletoparticipateintheritualistic
killing at the end of the lottery ceremony. In this
sense, the facade of “compassion” behind sparing
women from the act of drawing ballots is completely
destroyed— as evidenced in the equal inclusion of

Criterion



men and womenin the lottery's outcome. Instead,

this exclusionis anothertoolin forcingmenintothe

role of the authoritarian provider, and women
iINnfoasubmissiverole.

Furthermore, the very traditional mechanisms
of the annual lottery seek to subjugate women as
the subject,andmenasthe authority figures—in
accordance with “traditional” genderroles. The enfire
ritual is controlled by men, and the women— who are
justasinvolvedinthe outcome of the lottery—are
forcedinto passivity.In “The Lottery: A Misogynistic
Parable,” Gayle Whittier comments on this patriarchal
stfructuring, writing, “Men— Mr. Summers and Mr.
Graves— conduct the lottery, a head of house-hold,
typically male, selects the first ballot. Men have
choice; women choose only when they are already
atriskinthe loftery pattern™ (354). Furthermore,
based off of the theory that the lottery isawarning
against submitting to the patriarchy, the ceremony
ofmarriageitselfis pervertedintoamethod of
female objectification. Whittier writes, “Marriage,
the patriarchal purchase and renaming of women,
preempts blood, so that any married daughter draws
her lot within her husband's clan” (354). In “The
Lottery,” marriageis portrayedinits most primal
roots—anexchange ofawomanbetweentwomen,
fromfather to husband, forexchange of money,
alliance, orin this society— to adhere to a gendered
expectation. In this society, young men and women
don't enter marriages as a symbol of love, but instead
to perpetuate the cyclical fulfilment of gender
expectations—as the women have childrenand
enterthe cultof domesticity, andthe menfulfillthe
masculine role as their family’s provider.

Within the confines of these marriages, women
are dehumanized and de-individualized, seen more
as partficipants in fradition than human beings. For
example, when the Hutchinson family was chosen in
the lottery, Mrs. Hutchinson called for her married
daughterto be torced to participate in the second
drawing. Jacksonwrites, “'There’'s Don and Eva,’ Mrs.
Hutchinson yelled. ‘Make them take their chance!’
‘Daughters drew with their husbands’ families, Tessie,’
Mr.Summerssaid gently. ‘Youknow that aswell as
anyoneelse” (172).Since marriage hasbeensimplified
fo an exchange of goods from one party to another,
Mrs. Hutchinsonhasnoqualms aboutrisking her
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daughter’slife in favor of her own, as the gendered
dialogue surrounding her daughterhasreducedher
fo an object. This attitude completely contradicts the
frope of the mother-daughter bond, that insists that
a mother would sacrifice anything for her children.
Through this inconsistency, Jackson portrays the
deadly consequences of asociety thatrelies on
gender performativity to maintain social order. This
mandated performativity eventually leads 1o the [oss
of individuality, which allows for the abandonment of
empathy as theline between human and object blurs
iInaworld of mandated conformity.

In “Battle Royal,” genderroles are similarly
reinforced; however, the intersections of forced
machismo and racial dynamics are much more
prevalent. Thisimposed combination of racial
stereotyping and gender expectations limit African
American males to a constrictive and hostile
archetype—oftenstemmingfromthe damaging
narratives of slavery. According to the article "Racial
Stereotypes from the Days of American Slavery:

A Continuing Legacy,” researcher Tyrone Williams
conducted atelephone surveyto determineif the
racist dialogues spread throughout the period of
slavery—that, “blacks were inferior, unevolved, and
ape-like,"— still persist in contemporary society
(Williams 796). After the survey was completed,
Williams discovered that the maijority of respondents
responded "“frue” to the statement, “Whites tend
tobemoresensitive thanblackswhenitcomesto
pain” (8092). Williams theorizes that thisidea that
African Americans do not feel pain—both physical

“Marriage, the patriarchal purchase and renaming of women,

preempts blood, so that any married daughter draws her lot within

her husband’s clan”

and emotional—asintensely as Caucasians canbe
connectedtothe stereotype of African Americans
as aphysically aggressive and ape-likerace, when
according to Williams, this line of thought has “no
scientific basis” (807). While this sentiment was
iInfroducedduringthe 1600’s, the aftershocks of this
prejudice are still prevalent in contemporary
American society.

Similarly, in the beginning of the “Battle Royal,”
fraditional sexual dynamics casting the man as the
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aggressor are violently demanded of the young
black boys at the conference, and this expectation
IS compounded by racial stereotypes. The white
men leading the conference, “bankers, lawyers,
judges, doctors, fire chiefs, teachers, and merchants”
(Ellison 1585), signifying that they are symbols of
power and authority in society, start the conference
by instructing a naked blonde womanto dance
INthe centerofthe circle ofboys, while the men,
“threatened [them] if they looked, while others
threatenedifthey did not” (Ellison 155). While the
woman danced, the narrator himself struggled with
whether he would conform to the performativity of
the sexual aggressor, or treat her with compassion, as
Ellisonwrites, “Ilwanted atone andthesametime...
to feelhersoft thighs, fo caress her and destroy her,
tfo love her and murder her” (155). While the narrator’s
firstinstinctwasto, “goto herand coverherfrom
[his] eyes and the eyes of others with [his] body,” the
narrator felt forced to abandon his innate compassion
In favor of brutish machismo— instead valuing the
women as a purely sexual object, rather than a person
(Ellison 155). Similarly, the young boys accompanying
the narratorreacted outside of racialized and
gendered expectations, as, “one boy fainted...
anotherboybegan to plead to gohome” (Ellison 156).
Seeing this adversity to the masculine performativity,
the drunk, older white men descend into sexual
violence to reinforce a machismo image. They began
exhibiting their aggression on the female dancer, as,
“they caught her just as she reached the door, raised
herfromthefloor,andtossedherascollegeboysare
fossed at a hazing” (156). In this abrupt and savage
shift in behavior, Ellison contradicts the expectation
of the blackboysasthe sexual aggressors—as
they appear passive and helpless while the white
men attempt fo incite sexual violence fromthem,
seeking to force them into a gendered andracialized
performance. When this expected performativity was
not fulfilled, however, the white men's paradigm of
stereotypical black male behavior was shattered—
reducing theirsociety to a barbarous state of chaos.
Furthermore, while the racialized and gendered
expectation of the black boys was to act as the
sexual aggressor, the nameless woman featured
INn the chapter was forced into the gendered
performance of the thoughtless, sexual object. In

“Battle Royal,” Ellison makes the choice to not give
the woman dancing “stark-naked,” for the male gaze
aname or any description beyond her sexualized,
perceivable appearance (154). Like the black boys
forced into fighting, the only reason for her presence
Inthe conference, otherwise dominated by white
men, was as a source of entertainment. In the article,
“Female Iconography in Invisible Man,” Shelly Eversley
comments onthisphenomenon, writing, “The novel’s
description frames her visually, and her subjectivity
firstappearsthroughthe male eyesthatlook at

her body. Her humanity seems to disappear as her
body submitstothe voyeuristic gaze thatrenders
her a pornographic sex object. She isinvisible™ (176).
The woman was expected to perform and fulfill the
Ideal of the feminine sexual object, which Eversley
theorizes, originated from the culturalemergence

and adoption of mainstream pornography. In fact,
Eversley even links this historical development to

the formation of Ellison’snovel, writing, “In 1953,
Hugh Hetner launched his men’s magazine, Playboy.
The magazine's centerfold featured anude Marilyn
Monroe. The photograph was taken in 1949 as Ellison
was working diligently on the novel, and it became

a quintessentialexample of American femininity, an
icon of American cultural history” (172). Essentially,
this sexualized image, immortalized as American
iconography, became the ultimate ideal for the female
existence. Simultaneously, it made the essence

of femininity synonymous to sexuality. Ultimately,
thisgavesociety the permissionto viewwomenas
objects instead of people— similar to the stereotype-
driven objectification African Americans sufferedin
post-slavery America.

Expanding off of the theory that Ellison was
producing commentary on the objectification of
womenfueled by “Playboy,” the namelesswomanin
“Battle Royal” and Marilyn Monroe share many striking
commondalities in their appearance. Like Monroe,
thewomanwasdescribed asbeinga“*magnificent
blonde,” (155) with, “a face heavily powdered and
rouged, the eyes hollow and smeared a cold blue”
(155). As aresult of her striking similarifies to the
female sexsymbol of the time period—aswellas
the fulfillment of the femaleidentity asasexualized
object—the dancing woman in Battle Royal was
violently pursued by the white men controlling the
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conference.However, assoon asthe womandeviated
from this expectation— not enjoying the “pawing”
(156) and degrading comments fromthe white
men— her true identity below her performativity
wasrevealed to the narrator, as “above herred
fixed-smiling lips | saw terror and disgust in her eyes”
(156). This deviation from her prescribed “role” as the
female sexual objectinspired anger and brutality
fromher “admirers,” as they chased and assaulted
the woman until she escaped the room. Through
this scene, Ellison argues that the stereotype-fueled
soclety white men have created for themselves is so
fragile, that any deviation from conformity completely
shatters their reality— reducing these “established”
members ofsocietyinto astate of brutality.
Inboth “The Lottery” and “Battle Royal,” gender
performativity is dramatized and magnified to serve
as anindication of asociety prone to inhuman
atrocities. In both texts, the concepts of masculinity
and femininity are strictly defined as opposites—
creating the binary of women as the subject, the
passive, and the homemaker,and men asthe
authoritarian, the aggressor, and the provider. The
charactersin “The Lottery” and "Bafttle Royal” were
forced to sacrifice their individuality— and eventuadlly,
theirempathy—to conformtothesestrict binaries,
whichultimatelyledtothe disintegration of their
civilizations into thoughtless savagery. However, while
both texts argue that conforming to an unrealistic
iIdeal leads to the sacrifice of empathy, Ellison and
Jackson execute their arguments in different ways.
For example, in “The Lottery,” Jackson focuses on
how gender performativity affects a society that
closelyresemblesourown—focusingonthe cult of
domesticity and the "fradition™ of belitting women
In favor of elevating men to create what critic Gayle
Whittier calls a “misogynistic parable” (1). Ultimately,
the mandate forwomento embody the frope of
the “perfect housewife” and the men to enact their
providersleadsto alossofindividuality which makes
Itimpossible formembers of thissociety torecognize
humanity in their neighbors— even within the family
unit.Itisthislack of human compassionthat makes
It so simple for little Davy Hutchinson, the son of
Mrs. Hutchinson, to aid the townin stoning his own
mother to death. Conversely, in “Battle Royal,” Ellison
frames his criticism around a nightmarish, worst-case
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scenario—portraying a society that readers would
have frouble relating to. This society dramatizes
the injustices of sexist and racist stereotypingin
contemporary society, focusing on issues of female
objectification, the idea of the man as the sexual
aggressor, and unlike Jackson—zeroing in onrace
polifics in post-slavery America. Ellison argues that
white men—the group that arguably holds the most
power iIn America— force women and minorities info
predetermined roles based off of their identfities, and
when they refuse to conform, resort to violence to
re-enforce these stereotypes.

Regardless of stylistic differences, inboth
“Battle Royal” and “The Lofttery,” authors Ralph
Ellison and Shirley Jackson juxtapose societies that
enforce gender performativity with acts of savage
violence— indicating that societies that adhere to
these constrictive gender roles are, in themselves,
barbarous. Through the magnification of gender
performatism, Ellison and Jackson warn against the
sacrifice of human empathy for conformityrequired
by patriarchal powers. In essence, both “Battle Royal”
and “The Lofttery,” act as fables against a compulsive
obedience to the status-quo—indicating social
disobedience as anecessary evilto avoid the
loss of humanity.
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The Merchant of Venice is a notoriously
problematic play notonly foritsrefusalto adhereto
a fraditional Shakespearean genre by toeing the line
between comedy and tragedy, but also forthe way in
which it depicts the globalized and often intolerant
worldof Venice. The cultural biasesin this play are
dependentonthesetting: acommercialized port
city that sees all sorts of people and relationships
on a day-to-day basis. Rather than showing the
diverse groups of people inan accepting and worldly
manner, Shakespeare makes them visible through
polarization. He establishes social structures in
this mercantile world and places them in direct
opposition to one another, creating dichotomies. By
defining groups as the opposite sides of the same
spectrum, Shakespeare presents a bold critique of
Venetian society—an ethnically varied population
ronically wrought with prejudice based on difference,
specifically in the case of Christians and Jews.
Shakespeare's criticism of the hypocrisy of Venetian
soclety starts with an assessment of their valuesand
whatis mostimportant to them, which s business
relationships and commerce. Through the use of
social dichotomies and relationships, The Merchant of
Venice attempts to expose Venetian society in order
fo show that the Christian morality which justifies
the discrimination against Jews is privileged based on
cultural superiority and convenience.

Throughout The Merchant of Venice,
Shakespeare makes an effort to show the different
types of relationships that the people in Venice
share. Specifically, he presents his audience with
a confrasting view of business relationships and
personal orromantic relationships. Shakespeare
makessure to define theserelationshipsin an effort
to expose the first layer of hypocrisy that lies in
Venice. From the start of the play, the audience
s clued into the characters’ desires for various
relationships: Bassanio wants a romantic relationship
with Portia, whichleadshimto abusiness
relationship with Antonio, which in turn makes
Antonio seek a business relationship with Shylock,
allwhilst Lorenzo yearnsforaromanticrelationship
with Jessica, and so on. Shakespeare makes the
audience aware of the types of relationships that
the characters are pursuing and their expectations
fortheserelationships.In doing so, he establishes
Venetian society as a place in which these
relationships are exclusive.

However, Shakespeare draws these
exclusivelinesnot to followthem, but to cross them.

He complicates the idea of relationships being strictly
one type or another by intentionally crossing his
pre-establishedline betweenbusiness andromance.
Business relafionships between men verge on
romantic, while romantic relationships between men
andwomensound akin to a corporate conversation.
For example, Portia explains her desire to wed
Bassanio by stating: “I might in virtues, beauties,
livings, friends, / Exceed account. Butthe fullsum of
me / Is sum of something, which, to termin gross, /
Isanunlessoned girl, unschooled, unpracticed”

(3.2 156-159). She uses words like "account,” sum,”
and "gross,” which are distinctly business and
economically oriented, acknowledging the fact that
sheisseen as abusiness opportunity and that she
Isnodifferentfromthe capitalthatrunsVenice.
Similarly, Lorenzo views hismarriage to Jessica, a
Jew, as an opportunity to gain wealth. When Jessica
explains her planto escape herfather’'shome and
run away with Lorenzo, Lorenzo states, “She hath
directed /Howlshalltake herfromherfather’s
house, / What gold and jewels she is furnished with”
(2.4 29-31). He decides to marry Jessica because it
Is beneficial to him; he has something to gain from
thisrelationship thatismaterial, which outweighs
theshame that Lorenzo suffers dueto the factthat
Jessicalis Jewish.

ronically, while romantic relationships are
often dealt with in a business-like manner, many
businessrelationships are dealtwithinaromantic
or personal manner. This is showcased most ardently
through Bassanio and Antonio’s relationship. Bassanio
approaches and asks Antonio to vouch him in order 1o
get enough money to marry Portia. This exchange is
a fraditional business interaction that takes more of
aromantic turn than any of the conversations about
actual romance. For example, when Antonio agrees
to help Bassanio, he says, “My purse, my person, my
extremest means / Lie all unlocked to your occasions”
(1.1 137-138). This statement has a noticeably more
romantic air than Bassanio's intferaction with Portiq,
with Antonio pledging his entire personhood to
Bassanio’scause. Bassanio and Antonio’srelationship
should be strictly business, but, as shown by their
exchange, thatis not the case.

Later, when Antonio is asked for his last
words beforelosingapoundoffleshtoShylock, he
Instructs Bassanio what to tell Portia. He states: “Say
now | loved you, speak me fairin death;/ And, when
thetaleistold, bid herbejudge / Whether Bassanio
nad not once alove” (4.1 2/70-272). After professing
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hislove in front of the entire courtroom, Bassanio
replies, “Antonio, |l am married to awife / Whichis
asdeartome aslifeitself; / Butlifeitself, my wife,
and all the world / Are not with me esteemed above
thylife” (4.1277-280).In Antonio’sfinalplea, he
makes his affections towards Bassanio painfully clear;
he confesses his love and only cares that Bassanio
knows that his love is true. Bassanio, in turn, returns
these affections by directly comparing his love for
Antonio to hislove for Portia. He blatantly says that
heholdsnooneinashighesteemas Antonio—not
evenhiswife, withwhomhesharesanestablished
romantic relationship. In fact, he even uses the word
“which" instead of "who" inreference to Portia. This
choice in phrasing disregards Portia’s status as a
personwhoisworthlovinganddemoteshertoan
objectthatissimply “dear” andnotheldinashigh
esteem as Antonio. Portia is merchandise disguised
asaromanticrelationship while Antonioisalover
disguised as a business opportunity.

Shakespeare presents this dichotomy as
an efforttomake sense of the globalized world of
Venice—a world in which business is the first priority.
Other aspects of life such as love and faith come
In second behind business. This concept is shown
again by Shylock, who speaks of his own daughter’s
disappearance in business terms. When Jessica runs
away with Lorenzo, Shylock exclaims, “My daughter!
O, myducats! O, mydaughter! /Fledwitha
Christian! O, my Christianducats! / Justice!l The law!
My ducats, and my daughter!” (2.8 15-17).Ratherthan
simply lamenting for his daughter, Shylock is unable
toseparate herfromthe ducatsthatshetook as
well.Sheisregarded as alost business opportunity.
Nothing—not even a father's love—can come above
the value of business. Eventhefactthat Jessicaran
offwitha Christiancomes afterthe mentionofthe
stolen ducats in Shylock's rationale.

The contrasting view ofrelationships
llustrates difference in an extreme manner, proving
that the values of a Venetian are not found within
aperson, but within theirrelationships with one
another. Relationships are representative of various
opportunitiesin Venice.First, they presentthe
opportunity to gainwealth.Second, and perhaps
more noticeably, they present an opportunity to
exert power. This other kind of relationship is shown
most clearly through the polarizing disparities and
prejudice shared between Christians and Jews.
Thisdichotomyis one filled with blatant bigotry
and hatred-itisabout more than simply differing
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religions. Over the course of the play, it becomes
evident that Christians are deemed civil and moral
while Jews are depicted as barbaric orimmoral.
Theoretically, Christians are defined by their kind
and compassionate nature.In Venice, Christians are
nothing more than an ethnic maijority. They are not
known for the moral guidelines that they practice.
Infact, most of the Christians do not adhere fo any
sort of morality otherthanself-preservation.The
hypocrisy of the Christian in The Merchant of Venice
Isdue to the fact that, in spite of the obvious flaws
of each Christian character, being a Christian is
stillsynonymous with civility. Christian characters
oftenactinaselfishmannerin aneffortto promote
theirown agendas, but they aresstillreferredto as
the pinnacle of morality. Certain traits are seen as
exclusive to the Christian, even when they are shown
through the Jewish characters.

The Christian dominance of certain traits
iIs shown through the ways that the Christian
merchants speak to Shylock and Jessica. They speak
In a haughty manner, thus verbally asserfing their
culturaldominance. Forexample, afterShylock agrees
to accept Antonio’s bond, Antonio declares, “Hie
thee, gentle Jew./ The Hebrew will turn Christian;
he grows kind"” (1.3 169-170). Rather than thanking
Shylock, Antonio assertsthatthereasonbehindhis
kindness is that he has turned Christian. The virtue
of kindness is distinctly Christian in Venice -the
barbaric Jews are seen as lacking any virtue or civility,
anditisassumed thatbeing kind must be foreignto
them.Thisis also shown through Jessica, Shylock’s
daughter who is a Jew. Lorenzo, a Christian merchant
in Venice, justifies his want for Jessica as a wife by
denying her Jewish faith. He declares, “Most beautiful
pagan, most sweet Jew! If a Christian did not play
theknave and getthee,lammuchdeceived” (2.3
10-12). In this statement, Lorenzo insists that Jessica
must have Christian blood in her, that it isimpossible
forhertobe alJewbecausesheistoo beautiful
and sweet. Beautiful and sweet are virtues applied
exclusively to Christians—not Jews. Jessicafeeds
Infothis, replying, “Butthoughlamadaughterto
hisblood, /lamnottohismanners” (2.317-18),and
adding thatshe willconvert to Christianity inorderto
be with Lorenzo. Jessica asserts that, while herblood
may be inherently Jewish, sheisnot the stereotype
that follows. She is Shylock's daughter by chance. She
was borninto the Jewish faith, but she is allowing
Lorenzoto convertherinto a Christian.She yearnsto
lead acivilizedlife over a barbaric, hedonistic one.
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The hypocritical prejudice towards Jews is
made painfully clearby many characters throughout
the play, but it is made clearest through Shylock's
low class servant Launcelot. Launcelot speaks lowly
ofhismaster, stating, “My master'savery Jew.Give
himapresente Give himahalter!” (2.279-80).He
hassuch astrong distaste toward Shylock for his
Jewish faith that he would rather him dead. Even
though Launcelotis low on the Venetian socio-
economicladder, he stillhas anadvantage over
Shylock because heis not a Jew. Launcelot goes
ontoexplainto Gobbohowheisnotcaredforby
Shylock, explaining that his master is oo cheap to

buy himnew clothes. Launcelot concludeshisappeal,

begging, “IfIserve not him, [ willrun as faras God
has any ground. O rare fortune! Here comes the man.
Tohim, Father, forlam a Jewiflserve the Jew any
longer” (2.2 83-85). If Launcelot can be freed from
his Jewish master, he will do whatever it takes to
improvehislifein God’s eyes. However, his mission
ismorally problematic. Hismainissue with Shylock
isthat he does not buy him new clothes. This kind
of greedisatoddswith the Christianfaith, yet, itis
what pushes Launcelot to find a Christian master.

He believes that a Christian master, namely Bassanio,

will be more giving towards him. He expects a
Christianto behaveinthe way that a Christianis
expectedto behave, buthe doesnotdothe same.
He shows Christian hypocrisy in the most basic
form by demanding compassion and generosity
while showing none.

Additionally, Launcelot shows a strong
distasteinbeinglabeled aJew,ashefeelsthathe
Isseenasalewaslongasheisservingone.Heils
notembarrassed oreven bothered by hiscommon
standing asaservant, butonly by the faith to which
hisjob attacheshimashe showsno desiretomove
up any economic ladder. This hypocrisy displayed by
Launcelot is intrinsic to the Venetian social structure.
No matterhow much moneysomeone has, being a
Jew irrevocably places him or her in the lowest social
class.Shylockis a well-off man towhom Christians
cometoformoney, butduetohisfaithasa Jew, he
Isseenasbarbaricbyevenhislowlyservant.

Thistricky conceptof Christian morality
leads to the final dichotomy of the play between
justice and mercy. The Merchant of Venice gives
itsaudiencetwodistinctideasof what constitutes
justice and what constitutes mercy. Justice is given
to the minority by the majority, while mercy s given
to the majority by the minority. Essentially, Jews are

given justice and Christians are given mercy based on
convenience. It is always the Christian’s decision of
whether 1o enact justice or mercy, and this decision
s iInformed by prejudice and superiority; Jews are
expected to be merciful because they are inferior. In
Venice,aJewshouldrealize thatheiswronginany
circumstance because of his faith, while Christians
are expected to be merciful because of their moral
doctrines.However, Christians are atthetop ofthe
socialladderandtherebyhave achoicetomake:
whether to be good Christians and be merciful, or
to exercisetheirpowerasamajority andbe
drivenby self-interest.

This dichotomy between justice and mercy
IS shown most clearly in the courtroom scene. Portiq,
dressed asamale doctor, hasthefinalsayinhowthe
case will end: either with Shylock taking one pound of
flesh from Antonio, or with Antonio walking free after
Bassanio repays his debt with Portia’s money. The
bond originally states that Shylock will be awarded
one pound of Antonio’s flesh if Antonio does not
repay the bond. Justice, then, is the pound of flesh
for Shylock. Shylock demands justice throughout the
scene, refusing to take Bassanio’s offer of ducats in
replacement for Antonio’s flesh. Shylock states, “If
every ducatinsix thousand ducats / Were In six
parts, and every part a ducat, / | would not draw
them. lwould have my bond” (4.1 85-87). Shylock
Is out forjustice and only that. Money is clearly no
object, for, as he makes clear, evenif the amount was
mulfiplied by six he would not accept the ducats.
His refusal to accept a money payment shows his
commitmenttojustice.

Shylockcontinuestofightforwhathe
deems to be alawful, objective justice. Inreference
to the pound of flesh he was promised, Shylock
argues, “If you deny me, fie upon your law! / There
Isnoforceinthe decreesof Venice. /| standfor
judgment. Answer:shalll have ite” (4.1 101-103).
Shylock addresses the entire society of Venice and
demands respect. He refuses the Christian notion of
convenientmercy because heisnot givenmercy
atanyotherpointduringthe play.Heistreated
ruthlessly anditisdeemedjust. The prejudice
thrust upon him is seen as completely warranted.
The Christians expect Shylock to fall victim to their
demandsbecause thatwouldbe convenientfor
them. Once theyreceive the slightest push-back,
mercy becomes inconvenient and all niceties are
disregarded. Justice is the clear choice now, but it
Isnot ajust choice. Itis the choice that exhibits the
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most power and control. It proves once again that the
Christians are pulling the strings.

Inthe end, Shylockdoesnotgetthe frue
justice that he desires. Portia gifts him with ahard
justice—a justice brought about by prejudice and
ulterior motives.Shakespeare uses thisharshjustice
fo showcase the greatest hypocrisy of Venice. Portia
encourages Shylock to be merciful and take the
money, but when he refuses, she says that he can
only have flesh and no blood. Later, when Shylock
realizesthat exactinghisbondisimpossible, he offers
to accept the money. At this point, Portia chooses to
actjustly,saying “He shallhave merelyjustice andhis
bond” (4.1 334). Portia defines mercy and justice as
gifts given by the majority race whenever convenient.
This sentiment still stands in the modern world in
which countries are seen as a polarized mix of the
majority and countless minorities. The majority has
the powertouse virtueslike justice and mercy as
theyseefit,regardlessofreligiousdoctrine.Shylock
ends up with nothing and he is even punished. They
force him to convert to Christianity and to gift his
daughter Jessica and her new Christian husband
Lorenzo with money. They take away the only things
he has: hismoney and his faith. There isno Christian
mercy, only mercy for the Christian.

The Merchant of Venice is a play which
presents culturalsuperiority inanhonestlight.
Shakespeare paints the culturally superior Christian
majority as purely self-serving. These Christians seek
out relationships that will be advantageous in terms
of business and wealth, place minority characters
as morally and socially beneath them, and use their
power to exact mercy or justice on these minority
groups. They act out of self-interest and convenience
exclusively.Thereisno Christian kindness or mercy—
only kindness and mercy given to the Christians by
the groups that they oppress in order to assert their
power. This play is problematic - Not only does it
show bold prejudice, butit also shows that morality
Isjustifiable. Ratherthan coming fromfaith, itis often
used and abusedinthe name of expediency and
racial dominance, which is what makes Venetian
soclety so hypocritical.
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Cultural Fearin “Where Are You
Going, Where Have YouBeen?”

By Rena Gallagher

Rena Gallagher isasenior English major. This
essaywas written for Robin Miskolcze’s Genres:
Fiction course.
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On*“lt'sAllOverNow, BabyBlue,” the
closing songof his 1965 aloum Bringing It AllBack
Home, Bob Dylan croons afolklamentto anunnamed
subject: "Forget the dead you've left, they will not
follow you/ The vagabond who'srapping at your
door/lIsstandinginthe clothesthatyou once wore/
Strike another match, go start anew...” The song
evokes afeeling of instability and uncertain direction.
Itisthe song thatinspired Joyce Carol Oates to
write her frequently anthologized short-story, “Where
Are You Going, Where Have You Been¢”, publishedin
1966, which she dedicated to the songwriter.,

Connie, afifteen-year-old girlin a nameless
fown, argues with her mother and disdains her older
sister. She delightsin her prettiness and dreams of
boys. Itisnotsuch anuncommon coming-of-age tale,
at its opening, untila man appears in her driveway
andbeckonsherto come withhim. Hisarrivalturns
ominous quickly. By the story’s close, Connie answers
his call and readers are left guessing what specific
doom she's met. Music and pop culture is a pervasive
feature of the story, and the dedicationmarriesit to
aspecific context. Bob Dylanwas a figurehead of
the Counterculture, emblematic ofamomentin
Americanhistory thatwasin culturalturmoil (The
TimesThey Are A-Changin was the title of his 1964
album).The evilof Arnold Friendislinked to the
uncertainty of 1960s America. While much has been
written about the ambiguities of the story, the
identity of Arnold Friend and the feminist
implications of the invasion on Connie, the story
is fruly about fearin a time of cultural tumult,
particularly concerning the direction of the youth of
the country. Connie is grounded neither in her family,
her community, nor concrete dreams for the future,
andasaresulthasbeentransformedinto preyforao
predator like Arnold Friend.

The 1960s iIn America is a decade that
maintains amythical grandeur. The culturaland
polifical events of the times created an intersection of
fearand promise.Race conflicts were threatening
the status quo and barreling towards the violent
necessity of the Civil Rights Movement. America was
Inanincreasingly unpopularwarin South Vietham and
had instituted a draft. The first birth control pill was
approved by the FDA andreleasedin 1960, coinciding
with second-wave feminism and the subsequent
sexualliberation. The generation gap seemed wider
than ever before, as the values that held the nuclear
family together after the second world war seemed
tobeeroding. While theseissuesare notspecifically

mentioned in “Where Are You Going, Where Have
YouBeen¢”,traces of the American cultural climate
are threaded throughout—in Connie's inability to
connect to her family, in the suburban stretch that
has replaced genuine community, in her budding
sexuality, andultimatelyinhervulnerabllitytobe
takenin by the demonic Arnold Friend. In 1970, Joyce
Carol Oates was awarded the National Book Award
for her 1969 novel Them, and she addressed her own
trepidationwith the values of the era: "The style of
the new decade is accelerated and deathly. Those of
us who are also university feachers can see clearly, in
some of our beststudents, the dangersofthe new
religion, of the ethic of the unconsciousness: a certain
aimlessness, a distrust, afear of the future that
seems to them either forbidding or unimaginable.”
Writers, she says, areresponsible for “an assessment
of where we are goingandwherewe have come
from.” The qualities thatshe describesinher
students are reminiscent of those in Connie, and
Ifisimportant to consider herasarepresentation
of her generation aswe turnto the text.
Connie'sdisconnection fromherfamily
offersreadersinsightinto heraimlessnessand, by
extension, the aimlessness of her generation. Her
appearance takesthe place of heridentity, and
though she is constantly checking her reflection, the
bestshe candoiscatchsightof*ashadowy vision
ofherself”, which she glimpses asshe “look[s] right
throughhermother” (Oates258). Asaresult, both
women are less than corporeal—there is a sense that
there is nothing solid neitherindividually norin the
mother-daughterrelationship. The father'’s presence
INnthe narrative is even less secure, he is given just a
fewlines of description throughout the story: “Their
fatherwasaway atworkmostofthe time andwhen
he came home he wantedsupperandhereadthe
newspaper at supper and after supper he went to
bed. He didn't bother talking much to them™ (259).
Oates describes the father once more as “quiet,”
and this emphasis on his silence pointsto afailure in
whathehasbeenabletoinstillinConnie (261).The
mother’s chief method of communicationistoscold,
though even this is without authenfic intention: “The
two of them kept up a pretense of exasperation, a
sense that they were tugging and struggling over
something of little value to either of them™ (261).
Critic James Cruise writesin his essay “*"Where Are
You Going, Where Have YouBeen<¢' and Cold War
Hermeneutics,” “Whatsome mayread as ageless
generational strife in this relationship, however,
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doesnotescapethe culturethatshroudsitandthe
hermeneutics that defines it. Fear and a final yielding
to It embalm the relationship between mother and
daughter” (100). Cruiseisreferringto the culture of
the Cold War, which has certainly earned its place
by the fime of its composition. While he is correctin
classifying Connie’s mother as a “Cold Warmother
andtutelary genius of domestic containment,”
Cruise neglects to examine, however, that these
efforts of “containment” have already failed by

the story’s beginning (101).

Beyondthefailure of the family tomoor
Connietoaparticularsetofvalues, the setting also
serves to further demonstrate the breakdown of the
spaces that fraditionally provided moral grounding.
The majority of the story occurs af the family’shouse,
but Oates’ firstdetailed descriptionsofsetting are
of the adolescent-centric outings Connie takes with
her friends. She describes the dine-in restaurant
with arotating figure of a boy holding a hamburger.
Oneimaginesthe boyjuttinginto the sky the way
a crucifix does from the steeple of a church, and
iIndeed, the spaces take on a certain amount of
holinesstorthe girls: “They wentup through the
maze of parked and cruising cars to the bright-lit,
fly-infested restaurant, their faces pleased and
expectant as if they were entering a sacred building
thatloomedoutofthenightto give themwhat
haven and what blessing they yearned for” (Oates
260). Atewlineslater,the narratorcomparesthe
pop music that plays with *music at a church service,
It wassomething fo dependon’ (260). Itis not
unusualforafifteen-year-oldgirltoregardhertriends
and the spaces they inhabit with something akin to
reverence, butthisisnotan efforttoindividuate by
cultivating a life outside the family and community
structure: as we are told on page 261, “none of
them bothered with church.” Her family as a whole
does not attend church, leaving boys, pop culture
and spinning- hamburger drive-ins as her
primary andinsufficient anchors.

Thisis demonstrated, more explicitly, in
the way Oates undermines both the physical and
metaphoricalconceptofhome.Thoughthestory
openswiththe family, thereaderisnot givena
description ofthe house untilwellinto the narrative,
andwhen she doessoitis within the framework of
Connie'slack of associationand connectiontoif.
She wakes from a nap in her backyard and the
structureisftoreign:
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“The asbestos ‘ranch house' that was now

three years old startled her—itlooked

small” (Oates 262).

No indication is given of where the family lived before
its three years, so Connie’s lack of familiarity with it
s produced in the reader as Connie experiences it
herself. Indeed, the word “home” in the story never
aligns with our typical association of safety, warmth,
and stabllity. Itsfirst use describes June, who Connie
disdains, precisely because, at twenty-four, she
“stilllived athome” (258). ltsnext occurrenceison
page 259, to describe Connie: “Everything about
herhadtwosidestoit,oneforhome andonefor
anywhere that was not home."” These two distinct
spaces, “home” and “not home”, highlight Connie’s
lack ofintegration, aswellasreiterate the fact
thatthe conceptof“home” asagroundingspace
doesnotexistforher.The nextusage comesas

a contemptuous utterance from Connie’s mother,
whotells herto " ‘Stay home alone then,”” which
does nothing to bolster the “home” as a space of
warmth and connection (261). The final use of the
word *home” comes by way of Arnold Friend, and

Its conceptual perversion is complete: “'you'd come
runnin’ out iInto my arms, right info my arms an’
safeathome' (270).

As the situation with Arnold Friend grows
more desperate, Connie does begin to turn to the
house forcomfort, to false threats that hertather
willreturn. Cruise writes, “Inherunraveling, neither
house norhome norhearth canprotectConnie,”
but | propose that Oates hassetthisup (home as
protection) as an utter impossibility in the landscape
of 1960s America (Cruise 106). Cruise states, “Connie
couldperhapshave avoidedthe fate Arnoldleads
her fowards, if she had only waited him out” because
“barbeques onlylast solong, and parents eventually
doreturnhome” (105).Inthe context of the story,
andinthe widerculture thatitoperateswithin,home
aswe knowit, has ceased to exist.

Joan Didion's famous Life Magazine piece,
“Slouching Towards Bethlehem”, offers a collection
of scenes from her time spent with young “hippies”
inSan Francisco’s Haight- Ashbury districtinthe
spring of 1967, because it was “where the social
hemorraghing was showing up” (Didion). She writes:
At some point between 1945 and 1967 we had
somehow neglected to tell these children the rules of
the game we happened to be playing. Maybe we had
stopped believing in the rules ourselves, maybe we
were having afailure of nerve about the game.
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Maybe there were just too few people around to do
the telling. These were children who grew up cut
loose from the web of cousins and great-aunts

and family doctors and lifelong neighbors

who had traditionally suggested and enforced

the society’s values.

Thereisnothingin “Where Are You Going,
Where Have You Been?"” that points to a specific
connectiontoThe Hippie Movement (although
the Bob Dylan dedication certainly ties the story
contextually to the counterculture), but there was @
pervasive nationalconcernabout the atomization of
fraditional family and communities, that something
hadbeenlostintranslationthatwasdestabilizing
the younger generation. In Connie’s case, she s
vulnerable when a predator arrives in her driveway.
Certainly no one was present as moral guide to ofter
therulestoheranddemonstrate whytheywere
worthfollowing. Development of ayoungwoman’s
sexuality is classically a treacherous period, and made
even more so by the erain which the story is written.
In Oates’ 1970 National Book Award acceptance
speech, sherefers to the new decade wherein “all this
emphasis upon sensation ...is aspeeding up of death.”
We see this connectionin herfirstinteraction with
Arnold Friend: "She drew her shoulders up and sucked
In her breath with the pure pleasure of being alive,
andjust atthat moment she happened to glance at
afacejustafewfeetfromhers” (Oates260). Oates
links this “pure pleasure” with the “glance”, and in
doingso, suggestsitisno coincidence atall. This
“*emphasis upon sensation” that we see playing out
In Connie, Inwhat we can extrapolate as many
young women in her generation in that time,
allows for critic Joyce Wegs' interpretation: “The
forces of her society, her family, and her self combine
fomake herfateinescapable” (72).

Arnold Friend’s precise identity has been
the subject of decades of critical debate, and
remainsindiscernible, because, uliimately, the most
Important questionis not what kind of evilhe is, but
why Connie cannot resist succumbing to it. With
no parentalguidance and an atomizedsocietyrife
with turmoill, she is unable to ignore his call. This
prevailing fear has borne fruit by the time Joan Didion
Iswriting her piece on The Hippies. Shereportsthe
textof aftliershe seeshanging along Haight Street:
“Preftty little 16-year-old middle-class chick comes to
the Haightto see whatit'sallabout & gets picked
up by a 17-year-old street dealer (...) raffles off her
temporarily unemployed body for the biggest Haight

Street gangbang since the night before last. The
politics and ethics of ecstasy. Rape is as common
as bullshit on Haight Street.” When Arnold Friend
arrivesinherdriveway, thereisasense that Connie,
foo, wants to “see what it's all about.” The suspense
ouilds as realization dawns that her adolescent
fantasiesare not materializing, heisinfactanevil
force, supernaturalornuman, bearing the grotesque
disguise of the culture inwhich she has foundher
religion. As aresult of the breakdown ofherown
family as guiding force, herbody also becomes
“unemployed”, leaving her defenseless against this
threat. When, at story’s end, she “watched herself
pushthe doorslowly open asifshe were backsafe
somewhere,” this fracture is complete, and we, as
readers, understand why Oates employs the vague
ferm “somewhere”"—because for Connie, in 1960s
America, this “somewhere” was always theoretical
(Oates273).1tneverexisted.

An older generation fearing for the direction
and moral fortitude of the younger generation does
not belong to any specific time. "“Where Are You
Going, Where Have You Been¢” does not assign
blame on the parents, nor on Connie herself. Rather,
Oates writes a story about the widening chasm
through which the evils can encroach, making it all
the more treacherous forits mundane and innocent
opening.The chasmisintheinstability, the cracks
INnthe familiesandinthe communities. Wewillnever
know who Arnold Friend s, orwhere heistaking her.
The title of this story are two questions, about the
past and the future. Ultimately, reading Oates’
story is not about answering those questions,
because the most frightening interpretation is
that they are unanswerable.
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Beat Deafness: The Polyrhythm
of Paradiso’s Chapter XII

By Yoan Moreno

Yoan Moreno was born in Miami, Florida, and is of
Cuban and Colombian heritage. His critical work,
which freelydraws fromcultural practicesand
objects beyond writing, is presently focused on
Caribbean literature. It is no accident, however,
that his studies often lead back to Europeans,
Africans, and Indigenous, since he begins from the
contact zone. Having previously taught Spanish
and presently a graduate Teaching Fellow at Loyola
Marymount University, heisalsointerestedinthe
pedagogical applications of his theoretical work,
especiallywithregardtorhetoricandideology.
“Beat Deafness,” istheresultofaninvitationto
pursueany topicofinterestinDr. JulialLee’sCritical
Methodology, a graduate class dedicated to the
theory and practice of research. Initially posed as a
racial question, the object of study was simply too
untidyandDr. Lee’s demand of a formulaic abstract
helped him focus onasingle, enigmatic chapter of
the novel. Ultimately, the paper came out of the
recognition that Paradiso’s critics had (dis)missed
thesubalternelementsof the novel; while theyare
undoubtedlypresent throughout, he found themin
Chapter Xll—acomparativelyunremarked chapter.
He thanks Dr. Lee, and is indebted to the work of
Antonio Benitez-Rojo, Dafnis Prieto, and especially
the rumberos of Leimert Park.
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The Caribbean machine ... is something
more:...ametamachine of differences whose
poetic mechanism cannot be diagrammed in
conventional dimensions, and whose user’s
manual is found dispersedin a state of plasma
within the chaos of its own network of codes

and subcodes. (BenitezRojo 18)

"“Contribucion A LaBibliografiaDe Y Sobre José Lezama Lima”
contains 612 citations, 289 of which were authored by Lezama

himself. Thecritiqueof Lezamaissaturatedwithand,
in large part, based upon his own essays; this has created a closed
interpretive circuit, ultimately accounting for the murky consensus

apoutniselusive work.

2The references Cortdzar chooses are particular to his palette—the
reader of his essay will also learn that his cat is named Theodor W.
Adorno. Morecommonly, Lezamais compared with

Proust and Joyce.
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n 1966, the poet Jose Lezama Lima
published the novel Paradiso. Within ten years, it had
been edited for various republications throughout the
hispanophone world and beyond. In 1979, three years
after Lezama Lima’'s death, Justo C. Ulloa counted
323 bibliographicaland critical compilations, books,
theses, reviews, homages, etc., dealingwithLezama's
work.1 Thoughthe criticism of hisworkhasmoved
over time toward consensus, its initial reception

was mixed. In his 1989 “Invitacion a Paradiso,” which
Infroduces the first Cuban reprinting of the novel,
Cintio Vitierrecallsthatreadersjudgedthenovelto
be either a scandal for its homoerotic eighth chapter,
oraninaccessible work, duetoitssustainedlyricism,
extensive allusions, and idiosyncratic freatment of
time. In either case, Vitiernotesthat, asaresult,

the text wasread “en su integridad por muy pocos
ectores” [Inits entirety by very tewreaders] (xxiii).

t was Julio Cortazar, enjoying a wide readership as
a figurehead of the Latin American Boom (from his
Parisianhome), who in his essay “ToReach Lezama”
(1967), popularized the writer outside of Cubaq;

this resulted in the aforementioned republications.
Cortazar's essay, like most others about Lezama
failsto perform aseriousreading of the novel as

a Caribbeantext,1.e., as a (post) colonial, mixed
ormulato novel. His critics tend to situate the

text solely as an inheritor of European intellectual
history—even while they claim its unigueness—and
come up short in discussing the subaltern elements
ofhistext, e.qg., the African.

Cortazar's essay places Paradiso in the
company of works by writers like Raymond Roussel
and Herman Broch.2 But in speaking to the work's
Cubanness, a container of elementsforwhich he
cannotfullyaccount, Cortdzarcandonomore than
suggestthat “Lezamawakesuponhisisilandwitha
preadamite happiness, without afigleaf, innocent
of any direct tradition ... His incredible gifts, like his
deficiencies, spring out of this innocent freedom,
this free innocence" (Cortdzar 147-8). But how can

Lezama, already compared to Roussel, be awriter
“whowork[s] thelimits” (142) in atradition-lessand,
therefore, limit-less culture¢ Cortdzarmisses the
point: Paradiso andits author existin a twentieth-
century contact zone, and the fraditions Cortazar
cannotread push his critique into a fantastical,
pre-historical, orpaganrealms.Itisnot that Lezama
hasno directtraditions—he has more than Cortdzar
can imagine; but what Cortdzar cannot catalogue he
relegates to the space of unintelligible noise.

Thisform of reading Paradiso, with only
asensifivity to its European elements, is typical
of the consensus to which | have been referring.

My primary concern, here, is to address the lack of
consideration of Paradiso as a Caribbean text, as
one thatincontrovertibly contains African elements.
Fewreadings of this kind have been performed, and
they are recent. Alicia E. Badillo’s 2001 “La Santeria
Como Base Epistemoldgica De Algunos Personajes
Homoeroticos En Paradiso” is a lonely example of an
Afro-conscious reading. In this work, Badillo reads
four secondary characters in the novel as orishas, or
‘gods’ fromthe west-African pantheon thatin Cuban
popular culture syncretize with the Catholic saints.3
Her reading, done from the University of Puerto Rico,
l.e., fromanother Caribbean contactzone, represents
alongoverduelocalreading.ltisto this critical
endeavor that linfend to contribute areading of
chapterXllin Paradiso, whichistypically dismissed
as noise. Cortazar cautions the would-be reader that
Lezama “interjects a chapter-long story that seems
to have nothing to dowith therest of the novel,
although its atmosphere and impact are the same”
(150-1). Again, we should be wary of Cortazar's
mis(s)reading of elements he cannot see, butwe
should consider that he can feel their ghosts—the
chapter somehow maintains the novel’s

“atmosphere andimpact.”

Afterweighing the scant discussion, | will
argue that this chapter—its content and structure—
Isnot superfluous, butratherindicative of the
novel's mixture: chapter Xll, replete with musical and
performative allusions, is structurally a polyrhythm—
Itis alayering of multiple contrastingrhnythms,
whose cohesionisrevealed when played cyclically
to anunderlying, unmarked pulse. My argument,
playing with structure and content, will theorize
the chapter as arumba4 that assigns to each
characteraninstrumentand correspondingfunction:
an Afro-Cubansonginthedepthsofthenovel.To
the uninitiated, like Cortazar, or those who wish to
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quickly jointhe consensus, thishasonly registered

as ‘noise.’ Andthisisnothing more than proof of their
ignoring of the African elements in Paradiso, of their
beatdeafnessinthe contactzone.

For all of the critique Ulloarecordedin his
bibliography, and that hassince proliferated, Chapter
XIl has been treated sparingly. The three clearest
examplesbelongtoRaymondD.Souza, OlgaKarman
Mendell, and Ilemar Chiampi Cortez. Since the plot
and its story can be difficult to appreciate in medias
res, their shared starting pointis aretrospective,
panoramic summary. In Souza's Major Cuban
Novelists, he clarifies that “[t]here are four separate
stories in the chapter, and they are presented in
alternating segments that make it difficult for the
reader to follow the sequence of events” (66). The
sequence, whichbecomesclearonly afterapattern
emerges (i.e., by thesecond pass), thenbecomes
more difficulttofollowbecause by thethird passthe
demarcations of its segments disappear, and by the
fourth pass, the segments collapse into one—all the
chronicles meet. Additionally, the chapter closes with
alooselyrelated, but furtherremoved scene. | have
mapped the structure of the chapter in this way:

First pass: A, B, NS, JL;
Second pass: A, B, NS, JL;
Thirdpass: A, B, NS (+B),5 JL;
Fourth pass: A; B+NS+JL+A;
? X

By definition, a pattern, like rhythm,6 cannot be
established without repetition; we begin here. There
arefourelements (A, B, NS, JL) that are giventhe
status of pattern because they appear twice in that
order.lhavelabeled eachrepetitiona ‘pass’ inmy
chart; thefinalline, labeled ‘¢, isamore complex
signandwillbe takenup atthe end of this section.
Since the content of the chapter is inextricable from
its form and my argument, the reader must know the
following: ‘A’is Atrio Flaminio, afearless and brilliant
Roman general, who in ancient times leads his froops
into battle with men and spirits, only to die of a
sudden fever; ‘B’ is asickly boy, who, while watched
over by his grandmother, repeatedly breaks a vase
thatisrepaired orreplaced, and who also dies; 'NS’

is a night stroller, who is nightly awoken by a “rio”
(Lezama 381) of noises, and who then walks the
Havananight; ‘JL'is JuanLongo, a venerated music
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crific that is putinto a “cataleptic france” (Souza 68)
by his wife, and who ultimately also dieswhen his
sleeping body is paraded, his france broken. Each
pass reveals more of each character's story.

Thisiswhere the aforementioned critics
stop.They view this structure as nothing more
than an obstacle to be undone; explicated andleft
aside, they pursue particularimages and symbols in
each of the fragments. Both Souza and Mendell, for
Instance, fixate on the image of an old man sewing a
stocking, outofwhichhepullsanegg,inoneofthe
Night Stroller'ssegments (pass 2). Souza says “[t]
he act of sewing could symbolize creation ... ; and
the egg, the mystery of life or the egg of the world”
(67); for Karman Mendell, the egg is arepresentation
of *una serie de significados posibles” [a series of
possible meanings] that *trasciende lo cofidiano”
franscend the quotidian] (283). Their readings freat
the structure as a maze—another visual metaphor
fornoise, likethe puzzle—andtheirsummaries allow
themtoignore the functions of that structurein the
chapter.

Chiampi Cortez gets closer to function in
her essay “La Proliferacion Barroca en Paradiso.” She
Isconcerned with the mechanics of Lezama's writing,
rather than the images that are incidental to it (e.g.,
the egg). Cortez names and discusses four baroque
processes of proliferation (syntactic, narrational,
verbal,semantic) thatcharacterize Lezama’sstyle,
and concludeswith a brief section on the “macro-
proliferation” in Chapter Xll—she believes this
chapterto be a concentration of Lezama's style. |
should point outthatthe work of Cortez, andthe
paired works of Souza and Mendell invalidate each
otherinthattheyeachitreatthe other’'sfocusas
iImmaterialtothe chapter’ssignificance:the one
bypasses form, and the other, content.

Our argument, which relies on the
enfanglement of form and content, is served by
Cortez'sreading in that it points toward a cyclical,
orlooped structure: “ellenguaje se retuerce
para evitarunalecturadirigidahaciaunfinoun
comienzo, se cierra sobre simismo al agrandary
estallar el espacio textual” [the language twists in
orderto avoid areading directed toward anend
orabeginning, it closesonitself asit enlargesand
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