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Editorial
1 Addressing the diverse field of gender and vioéerthe current issue génder forum
brings together aspects of gender-based violendeatartraumatic repercussions as part of
our everyday society. The contributors examineotsrithemes such as sexism, rape and
murder thus leading to the question of victimhoad ¢he representation of victims in news
and mass media. While men also fall victim to rapd other forms of violence, this issue is
dedicated to the investigation of violence towasdsnen and the forms of feminist narrative
that empower abused women to fight not just thewsar, but a misogynist, patriarchal
system at large.
2 This issue features an interview with Interndivéat Anne Wizorek. Alarmed by the
current debate on sexism in Germany Wizorek imtlahe twitter campaign #aufschrei and
has since become one of the leading figures irfijit against sex discrimination. Despite
her tight schedule Anne Wizorek was kind enougérigage in a critical dialogue with us.
3 In her article “Murderous Honor Past and Pres@fgbster’s Duchess of Malfi and
Contemporary Crimes of Honor”, Sarah Youssef loaks cases of ‘honor Kkillings’
worldwide, discussing not only current cases of &arMahmod (UK) and Arzu O.
(Germany) which received wide media coverage, laat @ases in performing arts. Here John
Webster's Jacobean playhe Duchess of Malfiproves to be exceptionally relevant when
looking at the relationship of ‘*honor’, family, juse, and women’s rights then and now.
Youssef argues that ‘honor killings’ are not linditedo class, geography or gender (although
the majority of the victims are women) but are @isgolitical issue that needs to be
addressed globally.
4 In the following contribution, Laura von Czarndwsdiscusses in her article “The
postmortal rape survivor and the paradox of fenagency across different media: Alice
Sebold’s novellhe Lovely Boneand its 2009 film adaptation” in what ways Petatk3an’s
film adaptation diverges from Sebold’s 2002 betdsednd especially its feminist agenda.
Sebold’s novel challenges the silencing processosaoding the crime of rape by
paradoxically establishing a postmortal rape sunvigs its narrator. In contrast, the film
rewrites the story as one wherein entrapment obdance is the dominant theme and the
myth of the helpless ‘perfect victim’ finds perpation.
5 Johanna Schorn’s contribution “Empowerment ThhoMglence: Feminism and the
Rape/Revenge Narrative irhe Girl with the Dragon Tattdgorovides a further view on the
constructions of rape victims in popular as wellnasvs media and the ways in which they

are consistently denied agency. In most casesiviigss perceived as the hallmark of a ‘true
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victim’, one of the only alternatives being the g@etation of a rape-revenge narrative, in
which the victim reclaims agency and resorts tdevioe to avenger her own rape, insinuating
that brute physical force may be a victim’'s onlgaerse in a rape culture dominated by
systemic misogyny. By using Stieg Larsson’s noMe¢ Girl With the Dragon Tattoas an
example, Johanna Schorn examines the feminist {paiterh the rape-revenge narrative and
its application in the novel.

6 Finally, a review by Gibson Ncube of Lawrence S€hehr'sFrench Post-Modern
Masculinities: From Neuromatrices to Seropositivityunds up this issue. Ncube values the
diversity of Schehr's last monograph which examir@smtemporary French -cultural
productions including novels, essays, films anghi@novels in relation to representations

and depictions of masculinity and masculine sekieali



“Sexism is not a ‘women’s issue’: Interview with Anne Wizorek

Anne Wizorek is a consultant for digital strategasl online communication, blogger and
feminist. She is one of the initiators of the Tetttampaign "#aufschrei" and provided an
important contribution to the German debate onssaxiShe regularly writes on her blog
Kleinerdreiand is an avidweeter

1 How did #aufschrei get started?

The beginning of #aufschrei has almost become enkbdpy now. It always sounds as though
we read the article about Rainer Briderle and gardown and started sharing our stories
because of it. Of course that is completely boyukat happened on Twitter had absolutely
nothing to do with that article — those two thingst happened to take place at the same time.
This misunderstanding about how #aufschrei stasdled shows what was so problematic
about that debate in the beginning - the fact @ahlat of people concentrated on the Briiderle-
story and did not understand that it was just anallspuzzle piece in the big construct of

everyday sexism

2 So, you feel that the topic was not taken seriouslgnough? Or to put it
differently, do you think that #aufschrei would hawe received as much attention had it
not coincided with the story onRainer Bruderle? (More information on the background of

#aufschrei can be fouritere)

| don’t know about that. Of course, it was a catalipr us and got us immediate media
attention outside of Twitter. But | can't say whathwe would have gone completely
unnoticed otherwise. In the end, it also workedwstl because so many were brave and
ready to share their stories. That shows that welsta nerve.

3 What is your impression of the debate now, lookingpack on it? Where are we at
now in relation to the original aim?

| am of two minds on this. In some ways, thereas & noticeable awareness about the topic
and people understand that we need to be in anirapgialogue on this. But through the
debate a lot of people also showed their real fabes is a topic where you notice quickly
what makes someone tick. If you take a look aroahtlow the media handled the topic,
there were a lot of things I'd rather not havedaadragain. For example all of the essentialist
arguments — that men are hormone-driven and cantrat their behavior, or that women

would rather play victim than fight back.



Another example was the reaction to open letterto the president, Joachim Gauck. Many
people accused us of only having written the ldtideeep the debate active at all costs. There
was also a tendency to read the letter as an attdodn we clearly signalled our intent to
have a dialogue. The backlash to feminism was easge in the reactions — we were just the

perpetually unhappy, angry women who always haweetioing to whine about.

4 One of the problematic issues was also how the ddebavas framed in the media.
There was a marked tendency to generalize the issuke am thinking here of your
appearance on (the German talk showpternTV, where the host insisted on presenting
sexual harassment as clumsy flirtations. Such geraizations preclude serious
conversations about systemic oppression and abuskepositions of power.

Yes, it was extremely difficult to make it plainathwe were not, in fact, talking about
misunderstandings. Sexism is about clear-cut calskarassment, where it is clear that it is
not wanted — also for the person who is doing #iagssing. There are studies that show that
both men and women know exactly which kind of betraig not okay.

With these attempts at trivializing the issue itsweasily noticeable that the people in
guestion did not want to understand. It appears dkaior editors are still predominantly
male. | saw this especially in the fact that almaktinterviews | did were with female
journalists, there were almost no male journalistsrested in talking about this. This also
served to relegate the topic to a “women’s issuedrely felt that people understood that this
is a human right's issue, something that concemerdire society. That is unfortunate.
Instead of talking about the core of the problene were often stuck explaining basic
concepts — that we are not talking about flirtath@me, but about harassment and abuse and
systems of oppression that do not just target wiiéterosexual women. | always tried to
point out the ways in which transphobia, heterag@xand racism play into this, but that was

often the first thing that was ignored.

5 What is your perception of the public response? Didhey really grasp the core of
the problem?

| am of two minds on this, as well. | received mamgssages that gave me a good overview
of people's reactions. Aside from the many women wihite, | also heard from a lot of men
who were grateful for the campaign, since it algposes and criticizes certain types of
masculinity. From men who understand now what fesninis all about. #aufschrei was an

eye-opener for many of them, and now they get haglespread sexism is. But of course
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there were also those men who felt the need toaexpb me that we should not equate
sexism with sexualized violence. Many just did see the connection — of course those
terms do not mean the same thing, but they nebd thscussed side by side because they are
interrelated. And naturally, there was unfortunatalso veritable hate-mail, from men as

well as from women.

6 Do you think it is problematic that it is was not sily men but also women who
did not make these connections? We spoke with mamcquaintances who also insisted
on "just not letting it get to you" or "not taking things too seriously".

Of course it does not help at all when we have fencalebrities saying things like, "if
someone grabs your butt, just slap him, what'ptbblem?", instead of recognizing that the
problem lies in him thinking he can just grab ydutt in the first place. Those reactions
show just how internalized sexism often is. Of seuthat is painful to see. But it shows us

that we have to continue to work hard to raise anass.

7 Do you feel that women in Germany are developing different relationship with
feminism as a response to #aufschrei and the sexigtabate?

Just yesterday | attended an event where | spok&adavomen who did not have a positive
relation to feminism. To them, feminist were thagemen who work in Women's Studies
departments — the idea was very remote and abdta¢hem. Through #aufschrei, they
learned what it is really about, and that it isoad®mething that concerns them. Maybe also
because it was not marked as an explicitly femitaptc. The stories that the Twitter-users
shared were very emotional and personal — thathexi@ lot of people. You can read the
statistics and be shocked, but for many that'dyrgast abstract figures. But through these
stories from people around them, they could puwce fto the topic, it became tangible. That
is what really drove it home for many of them.

| was particularly moved by an e-mail from a wonvaimo expressed her gratitude because
through the campaign, she was able to talk to hebdnd for the first time about the things
that happened to her. | mean, imagine this — theyrarried, and she never before talked to
him about what it is like for her, as a woman. Thathat really shows how taboo that topic is
in our society. It's omnipresent, and yet so imlesat the same time.

There was also criticism, of course — people felt tive were encouraging a victim mentality.
But | don't think that's what this is about, on tiatrary. You have to give a name to these

things, because the issue has to be tackled bgtgogs a whole. It's no use for any one
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person to try to muddle through. And exactly thett @ voicing things that usually remain

unsaid is incredibly empowering. It is importanthtave this opportunity to realize that you
are not to blame and that there is no reason @shamed. For many, it is exactly this self-
blame and shame that make everything even worselieaviolation itself.

8 That is pretty sad, considering that the feminist éremothers already discovered
this in the 60s with consciousness raising events.
Yeah, it's not as though we haven't already beeretbefore. But our generation has this

mentality of, "oh, we no longer need feminism, veedalready achieved everything".

9 So there is a basic lack of awareness?

Yes! My favorite example, which is still incrediblyide-spread, is that of the little boy who
teases a little girl. And when she complains aliphe is told, "don't make such a fuss, he
just likes you". That is where it starts. At thaiupg age, when we have our boundaries
violated and no one takes it seriously. How areswpposed to learn to be aware of our
boundaries?

And when it comes to our generation, | get the Espion that many women don't realize
something is wrong until they enter their profesaidives. And then they see men zooming
past them while they have to work three times ad.h@nd if they then also express the wish

to have a family, it gets really complicated.

10  What should our next step be? The topic is out inhie open now — how can we
take advantage of that moment? How do we push asidgeneralizations and bad jokes
and enter a serious dialogue on sexism and femini&€m

This is something that needs to be tackled onealels. In a political context, | think
installing a women's quota, for example, can hedate a less sexist working environment.
Above all, though, I see this potential on a peatdavel. In my experience, and this was
confirmed again with the feedback to #aufschreg, shtuation is the way it is largely also
because men keep their mouths shut. For examplen vilney see a friend crossing a
boundary, they often do not have the courage tp"b&y, this is not okay". They are afraid
such a reaction would make them look "soft". Bunhrshould become more active. Not only
when they witness a situation in their circle oémds, but also for example if their favorite
brand starts a sexist marketing campaign, thatltrsay, "no, | won't buy this anymore”. |

wish that they would start to rebel, that they Ee&ehind this comfortable status quo where
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they just cross their arms and say, "this is a wosnésue, there is nothing | can do,
anyway". When men, especially, become visible #issalthat is a huge step in the right
direction. A great example for this is tRéng the Bellcampaign.

Role models, of course, are very important in thisfortunately, few men in positions of
power in Germany really reacted in an exemplary wathis debate. On the contrary: We

have a president who claims not to see the problem.

11 Awareness is also created via terminology. The terrfeminism has a negative
connotation these days — how can we change that? \Mocan we make feminism
accessible for a new generation?

Personally, | am a great fan of media such as bdogissocial networks, and of presenting
information in ways that are accessible and easjigest. You can see this working nicely
with US blogs such as Feministing.com, founded dssita Valenti. | would also like for us
to work more with German terminology and really elep a language for our feminism
instead of using English terminology that feelem@lto many. And most of all: We need to
become visible. It was a great benefit for us thatgrew closer together as a community
through #aufschrei. Additionally, 1 would like fonale allies to become more visible to
show: this is something that we need to tacklettoaye

We also need to work on the representation of #ren t"feminism". | saw in many
conversations that feminism is often viewed as adtthic concept, shaped largely by Alice
Schwarzer. We should show that there is not justfeminism, but that we all contribute our

own thoughts and ideas and are always in an odogie.

Editor's Note: Some information on the debate from an acadenmsppetive can be found

here)



Empowerment Through Violence: Feminism and the Rap&evenge
Narrative in The Girl with the Dragon Tattoo"

Johanna Schorn, University of Cologne, Germany

Abstract:
One of the many problematic facets of the constrastof rape victims in popular as well as
news media is the way in which they are consistatghied agency. Passivity is deemed the
hallmark of a ‘true victim’ (contrasted with thos®men who are accused of lying about rape
or having ‘asked for it" with their behavior), atitke victim remains in this passivity while a
supportive male avenges her. An alternative toithisesented by the rape-revenge narrative,
in which the victim reclaims agency and resortsviolence to avenge her own rape,
insinuating that brute physical force may be aiwi& only recourse in a rape culture
dominated by systemic misogyny. Using as an exai@pég Larsson’s novélhe Girl With
the Dragon Tattopl examine the feminist potential of the rape-rege narrative and its
application in the novel.
1 According to RAINN.org, the website of the Rapduse and Incest National
Network, about one in six American women will expace rape or attempted rape in their
lifetime.? It seems unsurprising, then, that rape and seasgdult are often the subject of
movies, novels or TV series, and that news repamsfrequently dominated by stories of
grisly, brutal rapes. However, the cases that malkacross our TV screens are hardly
representative of reality. Though two thirds of edpes are committed by someone the
victims knows wefl, often even a partner or friend, and are acconegiahy manipulation
and emotional abuse, rather than physical foranibst sensationalized cases are typically
those that involve highly violent stranger rapeisTgort of story is epitomized by the Central
Park Jogger case of 1988 which a woman in New York was raped and aaiticinjured
while out jogging.
2 This is both indicative of and a contributingttacto misconceptions about the nature
and prevalence of rape. These common but oftee fdisas about how rape happens are
called ‘rape myths’ and have little to no factuakis. Joanna Burke describes rape myths as

“converting historical and geographical specifestiinto flaccid catchphrases that seem clear

! In this paper, | will focus exclusively on rapgsxmmen by men. While men also fall victim to rafiee
purpose of this paper is to explore the rape-reseragrative and its potential as a feminist nareatiat
empowers abused women to fight not just their ablme a misogynist, patriarchal system at largesd the
definition of rape that is also employed by JoaBuogke, which is that “sexual abuse is any act dadlech by a
participant or third party” (Burke 9).
“ Statistics posted on website, accessed on 18 &gh2013. For international statistics on sexuahak see the
crime report by the United Nations Office on Dragsl Crime atvww.undoc.org/documents/data-and-
?nalysis/statistics/crime/CTSlZ sexual_violence.xls

ibid.
* A summary of the case can be found in New York &fge:
http://nymag.com/nymetro/news/crimelaw/features8864 accessed 18 February 2013.




and self-evident, yet [...] profoundly damaging faople who suffer sexual abuse” (Burke
24). She identifies some of the most common mytiéch in addition to those named above,
also include the idea that it is impossible to rapevoman who fights back (24), or that
women routinely fabricate false rape claims to takeenge on men (28).

3 These myths pertain not only to the identity lné rapist as a stranger and to the
setting of the rape (a park, a dark alley, etc}, ddso to the supposed behavior of the rape
victim. A rape victim, according to popular imagiiea, must be visibly traumatized in the
immediate aftermath, and will continue to be profdly damaged for the rest of her life.
According to this 'logic', someone who appears caloes not immediately seek help, and/or
continues to interact with her rapist/victimizemnat have been raped. We can see these
dynamics at play in popular reactions to well-pcilzked rape allegations, such as in the cases
against Dominique Strauss-Kahn or Julian AssanggaRlless of the actual events, which
are known only to those involved, the media comsitba of the alleged victims in both cases
serves to illustrate how the idea of the ‘perfect’true’ victim influences the willingness to
believe allegations of rape. The accuser in thauSs-Kahn case, the hotel maid Nafissatou
Diallo, initially claimed to have sat in the hallwan shock for half an hour immediately
following the assault. Later it was revealed thHa salled her fiancé, and that she may have
also continued cleaning another room. This, amotigerothings, turned public opinion
against her: if she was able to make phone catlscantinue working, surely, she could not
have been rapedSimilarly, public opinion was not on the side béttwo Swedish women
who raised sexual assault charges against Julisange. They were accused of lodging false
charges for political reasons, and commentatorthercase made much of the fact that both
women had pursued sexual relationships with him lzadl continued to interact with him
after the alleged assaults. “What’s more, the ¥alhg morning [...] the pair amicably went
out to have breakfast together®, an incredulousnalist writes in a Daily Mail article at the
time®

4 There are, however, countless complex dynamicglagt that explain why some
women do not report assaults right away, or atlallthe above examples, both alleged

perpetrators were white males in powerful politigalsitions. All three of the accusing

®> A summary of the allegations, including links tmther information, can be found here:
http://jezebel.com/5833487/prosecutors-move-to-arugrges-against-strauss+kahn

accessed 18 February 2013.

® http://www.dailymail.co.uk/news/article-1336291/Weéaks-Julian-Assanges-2-night-stands-spark-
worldwide-hunt.html#ixzz17R0oRvS@ccessed 18 February 2013




women were accused of lying for financial gain. sTihifting of blame away from the
accused men and onto the accusing women, throgtiepployment of rape myths, are signs
that we live in what is called a rape culture. Aeaculture is a culture in which sexual
violence is routinely normalized and excused, and/lich male aggression is accepted and
even rewarded. This normalization works along sdvaxes and also works in conjunction
with systemic racism, sexism and classism. Mediasttaction of the rapist as a violent
stranger hiding in a dark alley helps to throw $tisp on allegations cast against men who
are popular, powerful and/or well respected indbemunity. Similarly, constructions of the
“perfect victim” and certain expectations of belmavmmediately following a rape also shifts
blame away from the perpetrator and onto the vic#wditionally, the scripts for high-
profile cases that receive media coverage mayiafBgence other victims of abuse: fear of
not being believed and/or having one’s past dudoungscrutiny may dissuade victims from
reporting an abuse.

5 These media narratives are not unique to newsrage of rape cases. Stereotypical
ideas of rapists and victims also abound in ficioaccounts. Crime dramas are especially
guilty of this. In an exhaustive report of rapetatevision dramas from the mid 1970s on,
Linda Cuklanz traced what she called the “basi¢’pko formula plot in rape stories where
“the victim is attacked by an unseen rapist” aneérehshe suffers “severe psychological and
physical damage”. This rape is then avenged by l&epofficer or other supportive and
“good guy”, and his righteousness is contrasted tiite rapist’s intense depravity” (6).

6 If all of these constructions of rape and itdims have one common thread, it is the
passive role it relegates women to. They are tlssipa victims of violence that is enacted on
their bodies — in the first instance through thesakcrape, and in the second instance through
the mechanisms of rape culture that dictate theoreses (from disbelief to vilifications).

7 One narrative structure that counters this ti@nghssivity is that of the rape-revenge
plot. Emerging from the genre of horror films, amtomized by the crude 1977 slasher film
| Spit on your Gravethese stories center around what Carol Clovds tla¢ “victim-hero”
(4). This character's status, Clover writes, “haserb enabled by ‘women’s liberation’.
Feminism, that is, has given a language to hemvization and a new force to the anger that
subsidizes her own act of horrific revenge” (4)l Bpit on your Gravethe victim-hero is the

young writer Jennifer, who is brutally gang-rapsdftwur young men and subsequently kills

" The discussion of whether and how highly visilalpe cases influence the decision of victims to ntepas
also stoked by the case of J6rg Kachelmann in Ggyrima2010. One good summary of the opinions voiczad
be found herehttp://www.faz.net/aktuell/gesellschaft/kriminabt#ustiz-dilemma-die-einzige-zeugin-
11025696.html
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them off one by one. This is, in essence, the bioefor a number of films that followed in
the seventies and eighties: in these films, thémiof rape does not passively fade into the
background as the good men take over to aveng€ohe¢he public descends to denounce
her). She takes matters into her own hands andyasdrer rape.

8 Central to Clover's argument is her statement tharror is far more victim-
identified than the standard view would have it). Bontrary to standard arguments that the
viewing pleasure in horror is connected to the ‘tei@sg, voyeuristic gaze” (9), she sees it in
the identification with the victims of horror mosiethe Final Girls (and Boys). This type of
narrative, then, explicitly invites the audienceidentify with, and thus side with, the rape
victim. We are witness to the events from her pointiew, we remain on her side when she
is doubted, we sympathize with her, and we rootharwhen she when she undertakes to get
her revenge. Rape-revenge scenarios, sudtSag on your Graveare “literally predicated
on the assumption thatl viewers, male and female alike, will take [thetwits] part, and
via whatever set of psychosexual translations) ‘fesr violation” (Clover 159).

9 Plotlines revolving around an avenging hero arerestricted to horror films — they
are, rather, extremely common in fiction and filRevenge-plots centering specifically on
rape, however, are much harder to find outsidectiba or horror movies and courtroom-
dramas. There is, however, at least one text Hiastadvantage of the mechanisms of the
rape-revenge narrative: Stieg Larssadiienium-series. In the series, written at least in part
to raise awareness about the prevalence of violagamst women, a rape-revenge narrative
featuring the victim-hero Lisbeth Salander is ofh¢he mechanisms through which Larsson
engages his readership and confronts them witloftie.

10 The Girl with the Dragon Tattows the first book of théillenium-trilogy, written by
the Swedish author Stieg Larsson. The books webegmed posthumously after the author’s
death in 2004, with the first one appearing on nierket in 2005. The plot of the first
installment revolves around the journalist MikaébrmBkvist, who falls into public disgrace
after he is convicted of having published falseinfation on a wealthy business tycoon. He
takes a hiatus from the publishing world and agréssinvestigate the mysterious
disappearance of a woman, Harriet Vanger, some &fsyearlier. In this he receives
unexpected help from the hacker Lisbeth Salandeqgnaplex character who becomes the
unlikely heroine of the story.

11 Though the books are primarily thrillers thaattee political intrigue, corruption,
serial killers and a lot of violence, they also @avclear message. In the original Swedish, the

first installment of the trilogy was titled “Man sohatar kvinnor” — which literally translates
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to “men who hate women”. In life, Larsson was datBd to championing the rights of
women, and often made this the topic of his writipgnaldson James 2). The origin story of
the Lisbeth-character, as well as Larsson’s matwato write the novels, sounds almost
mythic: as a 15-year old, he witnessed a gang aagefelt unable to step in and protect the
victim. In his work, he tried to do what he couldtmlo as a teenager — to speak out against
systemic misogyny and violence against women.

12 In The Girl with the Dragon Tattqd.arsson’s female protagonist has the chance to
recover her agency and strike back. Much of th&t fialf of the book is given over to a
classic rape-revenge plot. Lisbeth Salander is steteand raped by her court-appointed
guardian, the lawyer Bjurman. Knowing that her dngt(institutionalizations as well as an
impressive police file) would make her an unrekablitness at best, and having learned to
mistrust the police through her dealings with thehe takes matters into her own hands. She
attacks Bjurman with a taser, ties him up on his @&d where he had kept her in handcuffs
for hours, subjects him to anal penetration withdwn toys, and finally tattoos the words “I
am a sadistic pig, a pervert, and a rapist” (Larsiez 3708) across his chest. With these
actions, she not only literally asserts her powaear dim, but she also figuratively takes back
control over her own life. As her guardian, Bjurmbaad denied her access to her bank
accounts, and thus made her dependent on him. hetvglhe holds power over him by virtue
of a recording of his sexual assault on her, simebtackmail him into relinquishing control
over her bank account, and thus her life.

13 But Lisbeth not only wages battle against tltkss@ lawyer Bjurman. In a number of
flashbacks on Lisbeth’s life, the reader repeatesdigs her retaliating against attacks with
violence. When groped in a subway station, for gdamshe “kicked [her assailant] in the
head” (loc 2218). There are also numerous refesemge‘All the Evil’, something that
happened when Lisbeth was about 13 years old.drsé¢lcond installment of thdillenium-
series,The Girl Who Played with Fir€2006), we learn that she set fire to a car inciwhier
father was sitting, a violent man who traffickedaomen and beat her mother to the point of
a brain haemorrhage.

13 At the climax of the novel Lisbeth barges irtie serial killer Martin Vanger's torture
chamber, and charges him with a golf club: “Hethlegere bared like a beast of prey. She
moved with the lightning speed of a tarantula aeehsed totally focused on her prey as she
swung the club again, striking Martin in the ribddc 6448-6455). This time she is not
fighting against someone who has personally viaadiher, but it is easy to read Martin

Vanger, with his veneer of the successful and dnécausinessman and with his torture
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chamber hidden beneath his house, as the epitontleeofman who hates women”. The
methodological way in which he went about findibgrturing and disposing of his female
victims, all the while keeping up his appearancéoasg boyfriend and friendly member of
the island community, showcases the insidious waywhich systemic misogyny runs
rampant in society. All the more so when taking iatcount that Martin was initiated into
serial killing by his own father at a young ageisTtan be read as a simile for the ways in
which one is born and socialized into a misogyaistilture. In beating Vanger and pursuing
him in a car chase that finally leads to his deaibbeth is not only avenging Vanger's
victims. She is also symbolically avenging hersa#,well as every woman who has been
victimized by the misogyny of an entire society.

15 On the surface, then, this text seems to bevadfive of female agency and willing to
portray a female character that defies many stgpestof femininity. Furthermore, the text
deals extensively with the topics of rape and skabase and is careful to leave no room for
ambiguity when it comes to allocating the blametfos violence. So is Lisbeth Salander a
feminist hero? Does the book have a feminist mess&gfferent readings of the text offer up
different answers to these questions.

16 In the novel, Lisbeth is established as an iaddpnt, resourceful and strong woman.
Aside from her physical strength, which she prolvegond doubt in her many encounters
with violent men, she also displays an impressimeoteonal strength. Though she is
undoubtedly affected by her difficult past, shedetermined to keep going and capable of
taking care of herself. She lives on her own, wak®latively high-paying job she enjoys,
has an occasional lover named Miriam Wu and someeads in the hacker community, as
well as a circle of punk friends in Stockholm. S&@lso portrayed as unusually gifted: “She
is a world-class computer hacker, extraordinarpd) at chess and mathematics, and has a
photographic memory” (Lorber). She develops anaetatie scheme to wrest control over her
life from Bjurman, and conceives of a ploy towatls end of the novel to steal some of the
money embezzled by a tycoon. The plan involvesragfake bank accounts, an intricate
knowledge of the banking system as well as theimpmaer and security programs, and the
creation of an alter-ego.

17 Aside from the resourceful and smart female ggonist, Larsson included at least
two other powerful female characters: Blomkvistsdr and business partner, the resolute
Erika Berger, as well as Blomkvists’s sister, wisoai self-proclaimed feminist and, as a

lawyer, specializes in helping women.

13



18 In addition to this inclusion of strong, femincharacters, Larsson made an effort to
realistically portray the pervasiveness of violeagainst women, and the failure of the state
to protect against it. The different sections o thovels begin with statistics on violence
against women (“46% of the women in Sweden have lsebjected to violence by a man”,
loc 1786). This is juxtaposed with Lisbeth’s lengthixplanation as to why she does not
report Bjurman to the police, providing a chilligglisillusioned picture of the support a rape
victim can hope for:

Bjurman had touched her breasts. Any officer wotdde one look at her and
conclude that with her miniature boobs, that waghlyi unlikely. And if it had
happened, she should be proud that someone hadbetiegred. And the part about
sucking his dick — it was, as [Bjurman] had warret, her word against his, and
generally in her experience the words of other fEeageighed more heavily than hers.
(loc 3192-3198)

19 Larsson also succeeds in contextualizing seabake and situating it within the

hierarchical power structures that make sexuale@possible. As stated, one of rape cultures
main tenets is the fostering and rewarding of nzajgression. This often happens within
organizations or institutions that are hierarchycastructured, such as corporations,
governments, political parties and even familieb.oAthese groups are featured in the text,
and their often positive or benevolent intentiond affects are contrasted sharply with their
negative and harmful effects, which are causeddmpriance as often as by intentional
malice.

20 The main aggressor of the first novel is Maxtanger. He is introduced to the reader
as the CEO of the vast Vanger-corporation and drieeonumerous members of the Vanger
family. Through his research, the journalist Blonskwiscovers that Martin is also a serial
killer who has been murdering women for years, scmiered by anyone. His killings were
both initiated and supported by his position witthie family and the corporation: it was his
father Gottfried, himself a serial killer, who tdugviartin to hate and kill. After his father’s
death, Martin perfected his killing method, usirig bonsiderable wealth to build his secret
torture chamber and ‘buy’ trafficked women from extltountries whom no one would miss.
Gottfried Vanger was also involved in Swedish NeseiNgroups. In this, he followed in the
footsteps of his uncle Harald Vanger, who was a benof the Nazi party and published a
book advocating for euthanasia. The church findstioe in the book, as well: Gottfried
Vanger chose as his victims women whom he deembdwe committed sins. He killed them
as a punishment and arranged their bodies to syrebtile corresponding passages in the
Bible. Larsson thus draws parallels between bigotmysogyny and hierarchical power

structures, and exposes the culture of violenceishat the root of it all.
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21 Despite this successful realization of Larssatéded intent to raise awareness about
systemic misogyny on many levels of the text, tregeeseveral aspects that render the novel
potentially less empowering or feminist than it egs at first glance. Though Lisbeth is
described throughout as a strong woman, thereral#gmatic aspects to her characterization
as well as to the author's choice of the typesiaémce she is subjected to. Though Larsson
wants to raise awareness, he tends to resortdbésliin his portrayal of both rape and its
effect on the victims. As stated before, most itapgse not sadistic serial killers like Martin
Vanger and his father and most rape survivors heotebeen systematically abused by a
variety of different men over most of their life@mn[1] The events described in the novel are
extreme, and though probably chosen for their shadke, the author misses out on the
opportunity to educate his readership about thitiesaof rape for most victims. Readers can
close the book(s) with their belief in the mythvadlent stranger-rape safely intact.

22 In his depiction of Lisbeth’s character, Larsstso resorts to many stereotypes about
the behavior of rape victims. Again and again heinels us that, despite her strength, she is
also a broken woman whose “attitude encouragedhereitust nor friendship” (loc 524), as
she has “serious emotional problems” (loc 558). ¥y appearance and behavior spell out
troubled in a clichéd way: she dresses in a darth @et-up, has many piercings and tattoos,
and associates primarily with the former membera péink band. Additionally, she seems to
seek refuge in alcohol (“twice she was so intoxddathat she ended up in the emergency
room”, loc 2218) and drugs.

23 Most problematic, however, is Larsson's desonpof her sexuality. The two most
pervasive stereotypes about female rape victimghatethey either become scared of male
sexuality and turn to women, or become sexuallynsouous and indiscriminately seek out
partners for casual sex with no emotional connactibarsson includes both of these
stereotypes in his description of Salander. Thosigh is said to have “never thought of
herself as a lesbian” (loc 4589), Salander’s ongjogiationship in this novel, as well as in
the sequels, is with the lesbian Miriam Wu. Whtilaesi perhaps commendable that Larsson
includes a same-sex relationship in the novel withmaking a big to do about it, the
depiction of Lisbeth’s history and characterizatinake it problematic nonetheless.

24 While she is seeing Miriam, the two are not esiele, and Lisbeth also seeks out sex
with the journalist Mikael. They are working togethon the investigation and have not
developed any personal rapport beyond their prifieakrelationship, when she initiates sex

with him.
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Blomkvist was reading a novel by Sara Paretsky wieheard the door handle turn
and he looked up to see Salander. She had a shegbed round her body [...] She
went over to his bed, took the book and put it loa Ibedside table. Then she bent
down and kissed him on the mouth. She quickly gtd his bed and sat looking at
him, searching him. (loc 5619)

Blomkvist is initially reluctant, but she assuramhthat their professional relationship will

not be damaged, and so he goes along. Afterwastieth remains emotionally detached and
though they continue to have sex from time to tithey never develop a close personal
relationship. And again, while it could be consttwaes positive that Larsson writes a female
character with a high level of sexual agency, ls® alearly links her inability to trust and
forge personal bonds with her difficult past, thwsing her promiscuity into a pathology.

25 Another strike against the otherwise feminigisgalities of the novel is the very
structure of the rape-revenge narrative. As Cl@ants out in her analysis 6fSpit on Your
Grave the initial critique of this genre is its graptdesplay of, and inherent reliance on,
brutal violence, especially of a sexual nature J1¥8hile Clover makes a potent argument
for a feminist reading of this narrative, and whikes feminist reading is also not only
possible but intentional with regard Bragon Tattog the fact remains that these narratives
give ample screen-time to rapes that are gut-wiagth uncomfortable to watch. The
Dragon Tattoomovies [2], of course, are more graphically explisan the book, but even
so, a large part of both texts is devoted to itifiits of violence. Accordingly, many critics,
like Melanie Newman writing for the UK-based blogNford, have castigated the misogyny
of the novel's “explicit descriptions of sexual keloce”. Comparing Larsson’s novel with
thrillers by other authors which also feature rdpewman concludes: “Kick-arse babes don't
change the facts and neither do stats on violegegnst women. Face it, Stieg Larsson,
James Patterson, Dean Koontz: only misogynists nrakeey from rape”.

26 Furthermore, the narrative trope presented im tdxt (as well as all rape-revenge
texts) of the victimized woman who turns to violens itself in line with some rape myths.
The texts perpetuate the idea that women are dedfdgted and irreversibly damaged by
being raped, to the extent that the experiencelesgpeviously non-violent women to take a
gun, torture and Kkill the rapist. This reinforchs tdea of a ‘right’ kind of post-rape behavior
(if you are not completely hysterical, you cannavé been raped), while at the same time
fostering the impression that rape is a fairly @eeurrence. If rape victims can be picked out
of a crowd based on their behavior (depending @n rthrrative, either traumatized and
withdrawn or aggressive and promiscuous), and trmeomen don’t obviously exhibit that
kind of behavior, then rape cannot be that common.
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27 As a narrative structure, the rape-revenge gediainly has some feminist potential.
Texts following this structure have a strong femleked that viewers are geared to identify
with. Moreover, the story is told from the pointwéw of a rape survivor, and presented as
the authoritative version. This is in sharp corttris the passive role rape victims are
routinely forced into in the media, where news reggs and other commentators sit in
judgment over whether or not her account is creglilohd whether she behaved appropriately
before and/or after the alleged rape. These featmake the rape-revenge plot a potentially
powerful tool for constructions of feminist narkegs.

28 However, Larsson'&irl with the Dragon Tattodfalls short of its feminist intent
despite employing this tool. In addition to theldeams inherent in the genre, with its reliance
on a graphic display of sexual violence, Larssokanause of a number of damaging rape
myths in the construction of his protagonist and $@ry. In her strength and defiance,
Lisbeth may well serve as a role-model, but theldvof Larsson’s novels reproduces at least

as many misconceptions about rape culture anditgapchal foundations as it dispels.
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The postmortal rape survivor and the paradox of female agency across
different media: Alice Sebold’s novelThe Lovely Bones and its 2009 film
adaptation
Laura-Marie von Czarnowsky, University of Colog@ermany

Abstract:
Alice’s Sebold’s 2002 bestselleThe Lovely Bonegschallenges the silencing process
surrounding the crime of rape by paradoxically legthing a postmortal rape survivor as its
narrator. The paper traces how the narrator’s vaimkagency are negotiated and supported,
and how and where the 2009 film adaptation diverfges the novel's feminist agenda.
While both film and novel seek to condemn violeagainst women, the film sets out to do it
by casting female characters in the role of hefphastims, whereas the original medium
establishes them as canny survivors.

1 In aNew York Timearticle from 1989, entitled “Hers: Speaking of thespeakable”,
the at the time unknown writer Alice Sebold arguése wall of silence and assumptions that
surround the crime are one of the most painfulltesi rape”. Thirteen years later, her first
novel! The Lovely Bonesopped the bestseller list, and directly chalhghis silencing
proces$. What setsThe Lovely Boneapart from other fiction and non-fiction about sak
crimes against women is the unusual narrativengegimployed by Sebold: Susie Salmon,
aged 14, brutally raped and murdered on Decemlerl®73 in a cornfield near her home,
relates the events leading up to and following mewrder at the hands of a neighbour in
suburban Pennsylvania from her own personal hetven.

2 The novel seeks to redefine Susie as a ‘survisaihier than a ‘victim’, in line with
antirape discourse about the use of the term ‘garvito emphasize women’s agency in
response to their victimization and to address dbmplexity of the women’postrape
experience” (Projansky 9). This is achieved by rseah a postmortal narrative style,

1 While The Lovely Bonewas Sebold’s first novel, her first book was h@84 memoirL_ucky, in which she details her own
rape as an 18 year-old college freshman at Syrddnsersity and the trial that followed. Seboldhily rejects the notion of
The Lovely Bonelseing a fictionalised therapy to come to termdwhiér own rape: “First of all, therapy is for theya
Leave it there. Second, because you're a rap@wietieryone wants to turn everything you do intmsthing 'therapeutic' -
oh, I understand, going to the bathroom must bthe@peutic for you! After I'd startéthe Lovely Boned decided to break
off and writeLucky, to make sure that Susie wasn't saying everyttiiagl wanted to say about violent crime and rape”
(Viner 2002).

% The Guardiars literary critic Ali Smith suggests that the hugemmercial success of the book in the United Stisteue
to the traumatic events of 9/11, providing the &a&ance and satisfaction of being able to heardive of the gone and to
piece together the future after cataclysm”.

3 Heaven iriThe Lovely Boneis a construct without a deity, but with severakls. To move from the first level, called the
‘inbetween’ in the film, to the second level of ken, the characters have to come to terms with thegith and work
through their unresolved issues. Both book and ¢imonicle Susie’s transcension from life to thstflevel and from the
first to the second.

4 The term postmortal was first connected Witie Lovely Bonds Tallent’s 2005 article, wherein Tallent noticesise of
postmortal narrators in general. Whitney, writing2010, uses posthumous.
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wherein a fully silenced character regains her e&@nd thus paradoxically, despite having
been killed, turns into a survivor. Uneasily perthmtween the living whom she observes
and the dead to whom she belongs, Susie epitomisatfor Caruth lies at the core of all
trauma stories, namely “the oscillation betweesrisis of deathand the correlativerisis of
life: between the story of the unbearable nature cdvamt and the story of the unbearable
nature of its survival” Unclaimed Experienc&). Analysing the novel from a postfeminist
perspective, Whitney argues that “the act of nanungself a survivor symbolically places
the subject’s trauma in the past and denies thatete ability to define her” (355)Thus
Susie is allowed to define her trauma rather theingodefined by it. She remains a person
with desires and hopes, wishes and feelings, ameepand agency in her own right (cf.
Heinze 289f. Her ghostly but strangely uplifting narration ahdr few but significant
interactions with the world of the living provideethwith precisely the sort of freedom her
rapist, Mr. Harvey, sought to take from her. MeaitevhWhitney astutely observes, her
family on Earth is not granted any psychologicgirieve (cf. 355). It seems that Susie’s
safety from the overwhelming impact of trauma comethe price of her family. By creating
a detached serenity in Susie’s narrative, the nmlecates Susie’s trauma and victimhood
and places it in her parents and sister instead.

3 This is where the 2009 film adaptation, directsd Peter Jackson, differs. Even
though “most of the key events of the novel aragpased to the film and it ends on the same
note, with Susie’s blessing from heaven” (McFarl&@T9, the main character — like most
female characters in the film adaptation — is ep@ipwith less agency and complexity than
in the book. Jackson’s Susie is not located beyihedtrauma, but in the middle of it,
effectively rendering her “the wound that speak€aruth 8). As trauma embodied, she
addresses the audience

in an attempt to tell us of a reality or truth tiehot otherwise available. This truth, in
its delayed appearance and its belated addresaptcée linked only to what is
known, but also to what remains unknown in our \astyons and our language. (4)

4 While Susie in the novel is an omniscient narratbo knows exactly what happened
in the underground lair Mr. Harvey specifically buo capture her, the character in the film

does not. The reduction of Susie’s narrative onamse in the film serves not only to create

® Whitney goes on to say thaflie Lovely Bonewould seem to present a dilemma for postfemimialysis as the
victimization of the deceased narrator cannot lmeedkor easily translated into survivorship” (358}hile the translation is
not easily done, the interpretation of Susie’srfietences in earthly events will show it is neveléiss accomplished.

5 Heinze also raises another interesting point aoriicg the reliability of the narrative. He argubstthad Susie lived and
told her tale, her trauma would have made her aeliable narrator. By narrating from the great bed;drer detachedness
once more makes her reliable (cf. 289).
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suspense, but has the added effect of keeping Shidiike, and thus establishes her as the
‘perfect’ victim in all her innocence and helplesss. In order to get closer to omniscience,
she needs to regain her memories and spend tiithe imtermediary stage of afterlifeThis

is hindered by Susie’s attempted avoidance of sa@mories; she prefers to focus on
watching her family or enjoying the questionablekgeof heaven with another dead girl she
meets there. When Susie finally does confront hemories (symbolically located in a dark
Gothic house in her otherwise colourful heaveng Earns two important things. For one,
that she is one of many victims of Mr. Harvey'sfaat which supports Sebold’'s view that
“rape is not a craze but a constant” (1989). Theioelement she uncovers is that her rapist
and murderer keeps her remains in an old safesirtdilar. He often sits in a lawn chair in
front it, playing with a charm from a bracelet @b and fetishizing the dead girl, subjecting
her to his gaze even after her death. Only in theag of the film is the safe eventually
disposed of in a sinkhole, a final burial for theaf minutes. This is clearly designed to give
Susie as well as the audience a sense of closyreolrast, in the novel the same scene
takes place much earlier (in chapter four), andessslosure is not tied to the disposal of her
bodily remains. The symbolic burial is not constedcas the key that leads her from her own
heaven into the wider one she wishes to be recaned

5 The novel describes a maturation and recoverggssy which differs from the film’s
trauma-driven narrative. The book carefully setsaupontrast between the living and the
dead Susie, the latter of which, even though sles dmt age, matures considerably to the
point where she (re-) discovers and (re-)claimsdvem sexuality. What the filmic version
yearns for is a chaste kiss from the boy she likaide she was alive, Ray Singh, insinuating
that a teenaged girl cannot be a victim of sexualewuce, if she simultaneously harbours
sexual desires of her own. In the book, Susie kas Bissed while still alive, and in the eight
years after her death, begins to yearn for moreonie of the book’s most controversial
passage8called “a finale of magical realism” by Whitneys(B), her spirit inhabits the body
of a psychic girl, Ruth Connors, and while in thaidy, consummates her old relationship
with Ray “so that she may experience life on Eashan adult” (ibid). Susie’s previous

sexual experience was at the hands of her rapistHdrvey, resulting in Susie telling the

" The exuberant visual design of the afterlife haanbmet with much criticism given the serious sutbyjeatter. For
examples of this criticism, see Ebert, Harris, Bnaoks.

8 Cf. Hensher, whose disdain of the passage is pkatlg strong: “Particularly hard to take is a midrepisode in which
Susie falls to Earth and inhabits the body of amwirl, and makes love to the boy she liked bidstrecognises her
immediately, being Indian and therefore mystiéqitery much that sort of book). The revolted redohels something
familiar in all of this, and for me, that was themment it all fell into place. What, actually, iseoreading here? Ah yes, of
course; the Demi Moore spiritualist extravaganzag<s.”
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readers that “in the walls of my sex there was droand blood” (142). But with Ray, the
experience is different: “I held that part of hihat Mr. Harvey had forced inside me. Inside
my head | said the worgentle and then | said the womdar? (349) and finally “we made
love” (350). By directly contrasting the two sexuwadperiences, Sebold highlights both the
atrocity of the crime and Susie’s recovery procéssher few moments on Earth, Susie
deliberately re-claims not only her sexuality, bet sexual agency, and thus leaves her rape
trauma behind in order to move on to the secondl lefsheaven. She is thus shedding the
constraints of being a victim and fully inhabititlge mode of a survivor. For Susie, ‘life’
does not go on, but the ‘afterlife’ does.

6 One difficulty that the film grapples with is thiene span of the events of the book,
which cover eight years and thus make Ray 23 aste32 at the time of the body swap. In
the film, this is compressed into two to three geadks the actors are not aged up, Susie
(played by then 15 year old Saoirse Ronan) stik$olike a 14 year old, thus making the full
sexual consummation of the relationship a probMrile the book makes a point of Susie
slipping into Ruth’s body (thereby looking for attents and purposes just like the medium,
who has been aged normally and is therefore well @ay age of consent), the film shows
how Ruth faints and upon waking, suddenly looke usie. Blonde hair fanned out behind
her like a halo, cheeks rosy, Susie is still a gmbre child than woman. Thus, Jackson has to
compromise on the nature of Ray’s and Susie’s cgrtagether. For the purpose of the film
(cementing Susie as innocence embodied), she nee@snain a child in bodgpnd spirit,
forbidding the path to sexual discovery and absmiuthat her book counterpart is allowed to
claim.

7 Susie’s visualised purity in the film is not omyaintained with regards to her self-
chosen sexual activity, but also with regards tat tanforced on her. IWriting Rape,
Reading RapeMilionis posits that “the novel shows what thienfidoes not” (177), as Susie’s
rape is never explicitly mentioned in the film, ather “inferred or accepted [...] as if, ‘of
course’ a young girl that was murdered was obviotegbed as well” (175). The book on the
other hand does not shy away from revealing detailsondemn the crime. Within the first
chapter, Susie shares with the reader how Mr. Haattacked her, forcing himself “on top of
[her], panting and sweating” (14). When Susie pdeatth him, he shoves her knitted hat in
her mouth to quiet her. This moment constitutesst &ct of silencing (while her murder is
the second): trapped in the underground lair, &pist robs her of both her freedom and her
voice. In a swift crescendo of violence, Mr. Haryaypceeds to rip off Susie’s “pants, not

having found the invisible zipper my mother hadudig sewn into their side” (15). Susie
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narrates that he “began to shove his hands up ungeshirt” and “was inside me. He was
grunting. [...] | was the mortar, he was the pédtl®). After the rape, Susie is still trapped
under her rapist and confronted with the knowleoligeer impending death.
| knew he was going to kill me. I didn’t know | was animal already dying. [...] He
leaned to the side and felt, over his head, ad¢heskdge where his razor and shaving
cream sat. He brought back a knife. Unsheathesiniked at me, curving up into a
grin. He took the hat from my mouth. ‘Tell me yavé me,” he said. Gently, | did.
The end came anyway. (16)
The film keeps these gruesome details not only ftbm audience, but also from Susie
herself. Instead, we see Susie escaping from tderground lair in the cornfield, running
past Ruth Connors whom she accidentally touchesirancher own house, where she sees
her family but remains unseen by them. Walking ulgfothe house, still unaware of her own
death, she opens the door to the bathroom, orfipdavir. Harvey, soaking in the tub, a wet
towel over his face. Blood and dirt on the floa,veell as a bloody shaving knife by the sink,
hint at the crime she thought she had escapedomliargues that “close ups of Mr.
Harvey’s breath, so alive, sucking the faceclotbrdus face in and out with each breath he
takes, [are] so grotesque and overwhelming foryarex watching that Susie’s silent scream
may provide a catharsis for the viewers, too” (178)contradistinction to Milionis, | argue
that Susie’s scream is not silent at all, but heitduring, and otherworldly. It is a marker of
her torturous understanding of her own death, ewmme piercing and poignant since
everything in between her flight scene and therbatin scene is left to the imagination of the
viewer. Milionis suggests that this is rooted ie fimmaker’s fear or repelling the audience
(cf. 175) by showing the sexual abuse of a teendgdact, Susie walks through the whole
film without so much as a scratch on her face.larmore, one of the most gruesome details
of the book, namely what exactly Harvey does touasim’s remains, is edited out of the
screenplay. The film shows Mr. Harvey dragging avyeand wet cloth sack through his
cellar and shoving it into the safe, and while #huelience can infer that sack and safe hold
Susie’s remains, not so much as a finger is shtwatead, her sister later finds a lock of her
sister’s hair taped into a notebook hidden undeffldorboards of Mr. Harvey’s bedroom.
8 By contrast, the novel provides a detailed dpton of what precisely happened to
Susie. Having been cut to pieces by Mr. Harvey, dhey part of her body ever to be
recovered is Susie’s elbow — so much more gruesorddess innocent than a lock of Hair.
In the novel, Susie thus suffers a double fragmemahrough the ripping apart of body and

9 Grotesquely, the body part is recovered by a feighs dog and brought “home with a telling corrskiattached to it”
(12), thus alerting the police to the crime scene.
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soul in death, as well as through the killer’s datitbn of her body. When the book shows
Mr. Harvey in the tub, commentary dips into hisugbts as easily as if they were her own:
As he scoured his body in the hot water of his dodnu bathroom — one with the
identical layout to the one Lindsey, Buckley, andhlared — his movements were
slow, not anxious. He kept the lights out in théhb@om and felt the warm water
wash me away and felt his thoughts of me theemphasis added]. My muffled
scream in his ear. My delicious death moan. Thei@is white flesh that had never
seen the sun, like an infant’s, and then splitpadectly, with the blade of his knife.
He shivered under the heat, a prickling pleasueatorg goose bumps up and down
his legs. (56)
What remains unclear is whether Susie was stiteadt the time of her dismemberment, but
even so, the different and differing levels of dethinformation about the crime available
both to the central character and to the audief¢keonovel are as significant as the film’s
effort to keep Susie visually as whole and untodci® possible. In the adaptation, her body
and soul are presented as purified, the nastimessh& horror of her experiences as well as
any desires that seem to contradict her angeligémare edited out to make for a more
smoother and more palatable narrative. This how&egs the film version of Susie in a
limiting over-virginisation, reducing the scope addmaging the power of her postmortal
experiences and thus defeating the anti-silence paneagency stance Sebold set out to
foreground in the first place. Sebold has said ‘twaen people discover you're a rape victim,
they decide that's all you are” (in Viner 2002)isTts precisely what happens to Susie in the
filmic adaptation process.
9 Another element lost in the translation from pagescreen is Susie’s possible
involvement in Mr. Harvey’'s demise. Her revengehen rapist and murderer is subtly hinted
at in the novel (cf. Whitney 356f.). Early on, giygresses her most ardent wish: “I could not
have what | wanted most. Mr. Harvey dead and mediv(21). Susie is to remain dead, and
not even her temporary body swap with Ruth can aedihe finality of this fact. Mr.
Harvey’'s death, however, located near the end ef tlovel, coincides with Susie’s
advancement to the second level of heaven: “N@mlin the place | call this wide wide
heaven because it includes all my simplest deditgsalso the most humble and grand”
(369). One of her most grand desires then is tla¢hdef her murderer, who is killed by a
falling icicle. The cause of death is the key cindinking it back to Susie: earlier in the
novel, she muses over the perfect way to commituader, nonchalantly mentioning that
“How to Commit the Perfect Murder was an old gameheaven” and that she “always
chose the icicle: the weapon melts away” (142). plaeement of Mr. Harvey’'s demisdter

Susie’s ascension to wider heaven (and the graofingshes it entails) taken together with
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this not-so-harmless game strongly hint at Susie/slvement. Significantly, however, her
wish is only granted when she has already moved cannot be its precondition.

10 While the revenge narrative of Susie’s possibéet in Harvey's death is not
mentioned or hinted at in the film (presumably heseait would not fit into the angelic mould
Susie is cast in), she does manage to make coniticher father while he is in Harvey’s
presence’ Jack Salmon helps the killer to build a bridalttienhis backyard. The men talk,
tension mounts, and while the omniscient but fammfromnipotent Susie in the book
fruitlessly wishes she could make a wilted flovdsloom, as a sign to let her father know the
other man killed his daughter, the Susie in tha f8 successful. This act of magic alerts Jack
to Mr. Harvey’s guilt and prompts a violent outlytiius channelling her rage into a vessel
(i.e. her father) that is not limited to the nosoof innocence, purity, and helplessness. Mr.
Harvey is forced to flee inside his house whilekJdangs on the door until the wood
splinters. The blooming flower is the catalyst tleatds to her father going after Mr. Harvey,
and while no such incentive is given in the bookere Jack’'s ventures after Mr. Harvey
based on his own suspicions instead of heavenlyalsgthe stories progress in the same
vein. Following Mr. Harvey into the cornfield, tiseene of the murder, Jack Salmon hopes to
enact his revenge. But he is not successful amtsisad beaten up by a teenaged boy who
has used the cornfield as a secret and inappregeatezvous place. In conjunction with the
film’s hesitance to show Susie’s victimised bodye tattack on her father assumes new
meaning. The camera, as well as Susie’s gazeam$yffastened on Jack while he is almost
beaten to death with his own baseball bat. The batly can be shown to suffer violence,
implying an audience’s acceptance thereof, whetlgasexualised violence against the girl
must be hidden from view. This filmic strategy het casts Susie in a victim rather than
survivor mould and adds to the silencing of rapetimis, while simultaneously and
conventionally casting a parental figure in theerof avenger. In her reading of the novel,
Whitney argues that “lacerating rage is not pregeiihe Lovely Bonest has been replaced
by melancholy” (354). Based on the evidence outliaBove, namely Susie’s involvement in
Mr. Harvey’s demise and Jack’s experience in thefegd, | come to a different conclusion.

In film and novel rage is channelled differentlyheTfilm version needs a raging paternal

1 There are other instances in the book when Susigages to communicate with her family or make hesence known.
At one point, her father smashes the ships indmtte built with his daughter and Susie castsduer fin every piece of
glass, in every shard and sliver” (52). Followings®’s transcension into wider heaven, she makeltthe brother’s
garden bloom (368), thus mirroring and resolvingihmotency in the novel's geranium scene.

1 The flower is metaphor for deceased girl: arouedfhther (and her family at large), she was viralive, in bloom,
whereas around Mr. Harvey, she is wilted and dead.
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avenger, while the novel primarily negotiates rageats female heroine. The melancholy
however is firmly and singularly located in her ma&tin both novel and film.
11 Unlike her husband, Susie’s mother Abigail dnesrespond with rage, violence or
the all-consuming wish of seeing her daughter’'s dater brought to justice. Instead, she
retreats into herself, and is continuously hautgdvhat happened to her family. Whether it
is her husband’s growing obsession with Mr. Hanaysusie’s omnipresent school picture
used for both search and commemoration, the triutieiodaughter’s death is one she cannot
escapé? Bliss, who reads Abigail through the lens of Chaisitvork on trauma, argues that
the novel explores Susie’s mother’s struggle wign maternal role. Her daughter’'s
violent death results in Abigail examining and diggsng not the, perhaps, expected
topic of her failure to protect her daughter, bather the unresolved conflict that
results from Abigail admitting that she has nevalyf embraced motherhood.
Abigail’s individuality and sense of selfhood hds laut disappeared beneath the
persona of Mother and Susie’s death is the unlikalalyst for the reemergence of
Abigail’s sense of self. (861)
Going even further, Whitney proposes that Abigaigs Susie’s death as “divine retribution
for her undesired maternity” (360), a reading whielm be linked back again to Caruth, who
proposes that those suffering from trauma “carrynapossible history within them, or they
become themselves the symptom of a history that ¢hanot entirely possessTraumas).
Abigail searches for a way out of her own histampich to her mind casts her as the giver
and taker of her daughter’'s life. Whitney commeaois “Abigail’s untapped intellectual
potential”, arguing that it connects to “largeruss of secondwave feminism” (360). Having
desired an academic career, she instead lives wlmublife as a housewife and mother of
three children. The punishment for resenting thiesi, to her mind, her daughter’'s death.
Trying to escape this overwhelming guilt, she teragty finds distraction in the arms of the
detective who is in charge of her daughter’s case.
12 The level of desperation that clings to Abid@ieps her from ever appearing callous,
but when the affair does not help to escape thatiwshe wishes to repress, Abigail chooses
a direct, not a metaphorical flight: she leaves lnesband and her two living children and
makes for California, thus literally leaving theesiof the trauma. Her eventual return is
propelled by Jack’s suffering a heart attack. Blsgues that this return signifies that
“Abigail is finally able to acknowledge that shevee wanted to be a mother and implicitly

rejects the maternal role: she returns for her &mdpnot for her children” (879). However,

12 For an excellent analysis of the use of photogsapfihe Lovely Bonesee BlissShare Moments, Share Life: the
Domestic Photograph as a Symbol of Disruption araliina in The Lovely BoneBliss argues that the school photograph
“has a dual purpose: it functions as her memoridliaalso substitutes for her absent body” (875).
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Bliss further argues that “by the novel’s conclusi8bigail has reassumed the maternal role”
(863), but Abigail’'s son refuses her, and her vdaughter does not trust her. | would argue
that the avenue open to her, first by her own @awow by that of her children, is assuming
a marital, not a maternal role. Buckley in particuthree years old when Susie died and four
when his mother left, has grown into a teenagehout her, relying on his sister, his father,
and other family members. But the key point is #hligail’s affair and departure (as well as
her return) mark her agency: even though she iadbby social rules, Abigail knows how to
break them before they break her.

13 The film portrays her character differently. RalcWeisz plays Abigail as the novel’s
beautiful and somewhat distant woman, but the raaileleted from the film version and her
time in California is reduced considerably. Herwgrgy estrangement from her family is not
connected to her quest of re-defining (or perhapally defining) her identity as a woman
outside the maternal role. A brief montage in tlegibning of the film shows the stacks of
books on her bedside table change from Camus, VdadlHesse to editions Working with
Nature and Baby and Child Carelt is a blink and you will miss it moment, whesethe
novel continually reinforces the point of Abigailimfilled intellectual desire. Her tenuous
grasp on her family and self find no representatiorthe screen, as McFarlane’s criticism of
the adaptation makes clear:

When Abigail leaves home and fetches up in a Qaliém vineyard, there is no
adequate sense of what has provoked this depaB8etmld led into this via a clear
distinction between how she and Jack have copddtiet rupture of their family life,
and there is vestigial but palpable sexual attwactbetween Abigail and the
investigating cop, Len Fenerman (Michael Imperiolihe film doesn’t make nearly
potent enough her sense of how Susie’s death feaged her. (49)
But what so ultimately traumatises Abigail is net ldaughter’s death, but her fear of having
contributed to it by un-desiring motherhood. JustSasie’s sexual re-discovery from the
novel is lost in the editing room, so are Abigafesninist desires and the way she feels she is
being punished for them.
14 A more successful feminist presence can be faumlth, the girl who allows Susie
to use her body. A social outsider at school, “Ristla black-clad, angsty-poetry-writing
lesbian feminist cliché. More importantly, she ragolitical function in the novel. Her
willingness to bear the burden of rage and retidoutulfills the reader’s desire for justice
while leaving Susie forever childlike, innocent,daontainted by anger” (359). Whitney
makes an excellent point of highlighting the fersinindertones of Ruth’s character, but |

would nevertheless argue that Ruth is not the Vésis8usie’s anger. As outlined previously,
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it is her father who goes after Mr. Harvey. Likegjit is her sister who confronts the police
over their ineptitude and passivity and breaks iMo Harvey's house to collect the

necessary evidence to connect him to the criméedds what the character of Ruth offers is
another means of communication for the deceasesl Stisie’s touch that endows Ruth with
her special powers, but Susie did not specificadiigct her because of a previous connection:

| could not help but graze her. Once released fifanhaving lost it in such violence,
| couldn’t calculate my steps. In violence, it letgetting away that you focus on.
When you begin to go over the edge, life recedimmgnfyou as a boat inevitably
receding from the shore, you hold on to death lyghike a rope that will transport
you, and you swing out on it, hoping only to laad &way from where you are. (41)
Susie’s accidental touch allows Ruth to see sparits retrace their steps. She begins to write
down their stories, their fates, and thus — verglmiike Susie’s postmortal narrative itself —
gives the silenced a voice. She becomes the cheoictheir violent endings.
15 Ruth’s second involvement in lending a voiceh® silenced (i.e. giving her body to
Susie) is often seen critically by reviewers. Tatllerites

The particular body borrowed by Susie in ordertpegience the loss of virginity has
been carefully constructed as lesbian. [...] Whiald&Ruth's emergent — yet so far
unconsummated — sexuality only to have her abahdofody so that her friend can
use it? Is a lesbian body, by virtue of not "belogy to any male, more available for
appropriation? A lesbian's virginity less importamther than a straight girl's to her?
At the very least, this lesbian character losesexgerience of devirginization, as
Susie did; we're supposed to accept that in the caRuth, this is all right, because
she's cheerfully volunteered to have her body aeclipy another. (8)
Like Tallent, Whitney argues that “her actions make lesbian Ruth into a “straightened”
sacred feminine vessel” (361). For one, | woulduarthat Ruth fancying her female teachers
and drawing female nudes in art class does notssagey make her lesbian. Ruth is an
advocate for women, the wounded especially, bdhaas her sexuality is concerned, textual
evidence suggests that she has been constructedamdnivalently. The only person Ruth is
romantically involved with is Ray, with whom sherts over their shared loss of Susie and
their outsider position at school. Eventually, Rsitiggests that Ray could kiss her:

‘| thought you liked girls,” Ray said. ‘I'll makeou a deal,” Ruth said. “You can
pretend I'm Susie and | will too.” “You are so esty screwed up,’ Ray said, smiling.
‘Are you saying that you don’t want to?’ Ruth tecs@27)
Later, Ruth admits to Ray that the experiment la&srt an unexpected turn: when kissing
him, she has begun to “feel something” (230). Ridgfies labels, and instead allows herself
to feel, be it for the dead girl or for the boyyHmoth like. This of course does not take away

from Tallent’'s point about Ruth giving up her vingy so that Susie can experience it
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instead. However, a more complicated picture agp@aen one considers that the boy Ruth
and Susie share this experience with is one thti Rerself has been sexually linked to and
whom she considers a friend. Furthermore, it ishRuho instigates the body swap in the
novel, showing her willingness to grant Susie thgt wish. As Susie puts it, Ruth is “a smart
girl breaking all the rules” (341). It is Ruth’'seagcy and Ruth who is in control of the events.
In contrast, the film constructs different powelat®ns: Ruth is passive, her body indeed
taken over by Susie, who appears out of nowhersieSuspirit merges with Ruth’s body
while Ruth witnesses Mr. Harvey dispose of the s@té Susie’s remains in the sinkhole.
This is of course highly problematic because iffRdid not vacate her body herself, what
happens to her is — strictly speaking — a rapenoh @& itself, so the scene negates the very
point it was trying to resolve.

16 While Ruth is one of the few living people Susieble to directly interact with, her
heaven is by no means devoid of companions. Theslnpegpulates heaven, both the
intermediary and the final stage, with a multitwdgeople, among them Frannie, her “intake
counsellor” (20), whom Bliss interprets (connectihgr to Abigail) as performing “a
heavenly maternal role” (863). Frannie helps Stsigettle in, and provides both advice and
comfort in this new world. In a way, Frannie assartige function of a rape crisis centre.
Projansky outlines the work of rape crisis centies’helping women understand common
post-rape experiences, such as a constant feefirfgeing dirty and wanting to shower,
uncomfortableness with sex or even physical toaclsense of being responsible for the
attack, or guilt over accusing a loved one” (9)siBushares Frannie with Holly, another
deceased girl who inhabits her heaven. The filmsduos feature Frannie at all and instead
establishes Holly in the advisory role, while sitankeously recasting her as another victim of
Mr. Harvey’s. The screenplay thus creates a ‘Mrrvidg victim heaven’ only, a sort of
exclusive and horrifying girls club. By comparisaine heaven(s) in the book offer the
comfort of other people, be it old neighbours, @dseel family members or supportive
strangers such as Frannie and Holly. Sebold’s me&/eised to work away from limiting
Susie to being a rape victim, while Jackson’s werst by installing Holly as another of Mr.
Harvey’s victims and as Susie’s only companion fings her as such. This effectively
makes the film version of heaven a restrictive heslaustrophobic place.

17 Just as the filmic presentation of Susie’s heaige restricted, so is its central
character. This restriction is at the core of tlra’é and novel’'s difference. As Brooks aptly
sums up, “gone is the dismembered body part tlemtsathe family to Susie's fate. Gone is

her anguished mother's adulterous affair with teeecive who leads the case. Gone is all
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mention of what really transpired in that lonely7@8 cornfield”. Gone, in short, are the gritty
aspects of the recovery process. The film adaptatieeds a prettier heaven, a safer
environment, an ultimately more black and whiteetadn the story to highlight the
abhorrence of the crime.

18 Continuously cast as the perfect ‘victim’, Susezomes passive and is transformed
from agent to object, as the film places her (dfferin the hands of men. She cannot take
revenge herself, she needs her father to do ithésr Similarly, she cannot transcend to
heaven until Mr. Harvey lets go of her remains. @tately dependent on the actions of male
agents, Susie is trapped until the very end. Theemmomplex usages of Susie’s postmortal
agency such as her desire to sleep with Ray opbssible involvement in Mr. Harvey's
death fall victim in the cutting room: they are rafgers of an older, more mature, more
influential Susie, who is outgrowing her victimhoaa ways not suitable for a ‘perfect
victim’. Only when it comes to the body swap is Bgency in the film re-established, albeit
at the price of another female character's freedoamely Ruth’s. Turned from active
medium to overwhelmed vessel, Ruth becomes antdaekis as such as silenced as Susie is
by her murder. In the same vein, the film neveeddo picture Abigail's abandonment of the
parental role. The novel's threefold presentatidnfemale self-determination (Susie’s
revenge, Ruth’s vacation of her body, and Abigdiight to California) is too daring for a
film that seeks to show the helplessness of amistd girl and establishes her as an object of
pity, which leads to the crux of the matter.

19 While Sebold has “in her employment of a postbusnvoice [...] created a unique
form of literary survivorship for the heroine” (Whey 355), one that “restores some dignity
and agency to those silenced by violence” (35@&)filim falls short of this goal with regards
to the agency. Seeking to restore Susie’s digrsbyelding and protecting her and the
audience from the details of her end, her agentiynited to the point where little is left. As
Caruth argues, “the story of a trauma, then, an#netive of a belated experience, far from
telling of an escape from reality — the escape feomeath, or from its referential force —
rather attests to its endless impact on a life"u@aUnclaimed Experienc&). In the film
adaptation offhe Lovely Boneshe trauma’s “endless impact” on the (after)ifenaintained
and “the story of a trauma” takes the place of wbkain the novel, essentially a story of
recovery. Jackson provides a PG-13 rated condensitige source material, that, rather than
showing a complex, multi-faceted survivor watchingr family come to terms with the
trauma of her loss, focuses on the central chataaentinuing traumatic victimisation. This

rewrites the story as one wherein entrapment obdance is the dominant theme and the
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myth of the ‘perfect victim’ finds perpetuation, uth keeping the “wall of silence”

surrounding the crime of rape, albeit not that ofder, firmly in place.
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Murderous Honor Past and Present: Webster's Duchessf Malfi and
Contemporary Crimes of Honor
Sarah Youssef, University of Cologne, Germany

Abstract:
The United Nations estimate around 5000 yearly <asfe ‘honor killings’ worldwide,
numerous NGOs and human rights activists guessthkeatumbers of crimes committed in
the name of ‘honor’ is closer to 10 000. ‘Honolikgs’ are not limited to class, geography
or gender (although the majority of the victims ar@men) but a socio-political issue that
needs to be addressed globally. Current cases pazZB#éahmod (UK) and Arzu O.
(Germany) received wide media coverage. One ofitiest Jacobean plays, John Webster’s
The Duchess of Malfi, becomes exceptionally reléwanen looking at the relationship of
‘honor’, family, justice and women’s rights thendamow.

1 The freedom to determine your own life is a hunmayht. Violence against women
encompasses crimes allegedly committed in the rdrf®nor’, such as ‘honor killings’,

assault, confinement and imprisonment, and intenee of marriage, where the
publicly articulated ‘justification’ is attributetb a social order claimed to require the
preservation of a concept of ‘honour’ vested iner@&mily and/ or conjugal) control
of women and specifically women's sexual conductua, suspected or potential.
(Welchman and Hossain 4)

In communities where the concept of woman as ptgpersupported, male honor is defined
through the female body. This implies that murdEmmmitted in the name of *honor’ are not
perceived as crimes, and therefore a judicial isbue as a family issue. The term ‘honor
killing’ is frequently attributed to murders comueid within minority communities of the

Middle East and Asia (Welchman and Hossain 9).d8intes committed with the “mitigating

value” *honor’ are not exclusively committed withinese, dominantly Muslim, communities
(ibid.). According to Welchman and Hossain the feotogy regarding those crimes is
connected to stereotypical assumptions. Therefeesame crime committed within western
cultures is referred to as a ‘crime of passion’)(This difference in terminology is closely
linked to defense strategies, since crimes comdhittehe name of ‘honor’ are premeditated
and crimes of ‘passion’ are not. Regardless of tdmisinology, in 2000 the United Nations
included both ‘crimes of passion’ and ‘crimes ohbo in resolutions on violence against
women (Welchman and Hossain 10), hence underlithiegfact that terminology does not

absolve the crime.
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2 In recent years ‘honor killings’ have gainedreased attention from the public, media
and politicians. According to the lIranian and KsidiWomen’'s Right Organisation
(IKWRO), based in the UK, there is a yearly averafévelve reported murders committed
in the name of ‘honor’ in the UK. The case of Bamdahmod, a 20 year old woman of
Kurdish origin, who was tortured and killed by leevn family in 2006, gained a lot of public
attention and led to a heightened awareness towaidses of ‘honor’ in the UK. The
numbers in Germany are similarly shocking. Accogditm the Bundeskriminalamt, the
criminal police of the federation, 125 cases wezported between 1996 and 2005 with
increasing numbers. On November 21, 2007 Aylin Kuak was attacked by her husband in
southern Germany with two knives and stabbed 26&gim her upper body and face. In the
following trial her husband stated that she haghdnored’ him by divorcing him five
months prior to the deed. The court ruled 13 y&arattempted murder. Instead of hiding her
260 stiches that will always document the woundscted upon her body, Korkmaz went
public: she wrote a book, attended numerous irgeryi and is still frequently seen
advocating for women'’s rights. Recently anotheecé#se trial against the murderers of Arzu
O. has drawn increased media attention and hasamyaia led to a greater public interest in
‘honor-based’ violence against women in the Westéemisphere. The 18 years old Arzu
was abducted by her brothers and shot becauseathidy fdisapproved of her German
boyfriend. However, a recurrent problem is that ynaomen are taken abroad to be killed,
and thus just disappear (Brandon and Hafez 52).c@kes of Aylin and Arzu are only two of
the United Nations’ estimate of around 5000 yeedges of ‘honor killings’ worldwide.

3 The rising number of so-called ‘honor killingségessitates that governments and
human rights activists have to look beyond Muslina aninority communities and address
this violence as a socio-political issue on a glagale. Consequently, crimes committed in
the name of ‘honor’ have been addressed by theetdtations for the better part of the past
three decades. Jane Conners states that the Uxétons approach to violence against
women “has transformed from one centered purelyhenadvancement of women, crime
control and criminal justice and addressed predataly within the UN entities concerned
with those issues, to one which incorporates a muriggnts perspective” (22). In 1975 the
World Plan of Action adopted by the First World @enence on Women, which was held in
Mexico, did not explicitly refer to violence againgomen but rather addressed the issue in
terms of “dignity, equality” or “security” of wome(R22). Five years later at the Copenhagen
Conference a resolution on “battered women andfdhely” was included into the final

report of the conference (ibid). But it was notiuh®85 that violence against women was
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truly addressed as an international issue. The 6Regf the World Conference to Review
and Appraise the Achievements of the United Nati@ecade for Women: Equality,
Development and Peace” states:

Violence against women exists in various forms wergday life in all societies.
Women are beaten, mutilated, burned, sexually abasd raped. Such violence is a
major obstacle to the achievement of peace andtttex objectives of the Decade and
should be given special attention. Women victimsvaflence should be given
particular attention and comprehensive assistanezé¢his end, legal measures should
be formulated to prevent violence and to assist @mowictims. National machinery
should be established in order to deal with thestjole of violence against women
within the family and society. Preventive policieshiould be elaborated, and
institutionalized forms of assistance to womenimstprovided. (Paragraph 258)
Hence the subject of ‘honor’ crimes has emergeahaaternational concern beyond its initial
address a decade earlier. Crimes against womdreiname of ‘honor’ are recognized as a
violation of human rights. Additionally the UN angbn-governmental institutions are
particularly interested in renegotiating terminglpgince the use of the term ‘honor’
functions as a justification and absolution of ¢thiene.
4 According to the Human Rights Watch Oral Inteti@m at the 57th Session of the
UN Commission on Human Rights, ‘honor’ crimes “a&s of violence, usually murder,
committed by male family members against femaleilfamembers who are perceived to
have brought dishonor upon the family” (Item 12,\MR Welchman and Hossain state that
there is no agreement on the definition of ‘honitlink)’, yet there are aspects that assist in
clearly differentiating domestic violence and feié& from ‘honor-based’ violence (HBV).
‘Honor-based’ violence is a very specific case ehdgr-based violence against women,
where the term honor needs to be seen as a synéahointing to a legal defense strategy
of the perpetrators and encompassing specific lsaod cultural markers of the community
in which the crime was committed. In this contexns honor is defined through the female
body, hence any transgression from the gendered oregarded as dishonoring the male
representative of said norm. Honor here is regandégims of a value-system and a tradition
to be protected and reinstated if needed. JoanygrRanformation and research officer at
the Iranian and Kurdish Women'’s Rights Organisa{igtWWRO), describes how the word
‘honor’ is defined differently for men and women Afab and South Asian communities,
stating

‘Honour’ in its more feminine aspect is locatedhe negative, passive characteristic:
stoicism, endurance, obedience, chastity, domagtszrvitude. In its more masculine
form it features active and positive qualities: aynsm, generosity, confidence,
dominance and violence. Female ‘honour’ is stdatican neither be increased nor
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regained, and once lost is lost forever. [...] Theifpee, autonomous male ‘honour’
of any man, family or tribe is built upon the foatidn of the negative, dependent
female ‘honour’ of female relatives and tribeswomjeist as a trader’s reputation is
based on merchandise. (69)
Hence male honor is defined through activism, amtfidence, as well as through the degree
of passivity among the women in the family.
5 Historically, violent abuses of human and civjhts especially against women are
issues that have existed for a long time. Gendsedaiolence is also a recurring theme in
literary and dramatic traditions. In fact, theaserd cinema, among the arts, offer a great
opportunity for the exploration, analysis and retilen on the complex phenomenon of
‘honor killing’. In Western dramatic history, wercéind numerous examples of literary texts
that deal with gender-related issues of ‘honor’ &mdence. The Early modern period has
been a particularly prolific time in this respewiith tragedies like Shakespear&xhello
(1604), Middleton’sThe Changeling1622), and WebsterBhe Duchess of Mal{iL612).
6 John Webster'$he Duchess of Malfs a tragedy about the murder of the Duchess of
Malfi, in revenge of her alleged sexual transg@ssind secret marriage to the subordinate
household steward Antonio. The play is especiallgresting in comparison to contemporary
cases of 'honor killing' and the perception of feimty. More than any other Jacobean play
The Duchess of Malfaddresses issues of gender norms, social mobitiggness and
revenge in a unique and hybrid form. The eruptiérviolence is continuous, vibrating
through the play from early on, reaching its cresicewith the death of the Duchess in Act 4.
By marrying Antonio and bearing his children withooer brother's consent and after
numerous initial warnings not to stray from theigbnorms and political expectations of the
time, the Duchess has ‘dishonored’ the family repn¢éed by her brothers, and thus her social
as well as political position. The plot structuneilths on the aftermath of her choice, the
discovery of her pregnancy and finally her brotHegrdinand’s order to have her
psychologically tortured an eventually killed, edéimg her to the position of a martyr. The
persistent stereotype of the “lusty widow” (1.2.2%@thin early modern English culture,
repeatedly used by her brothers to describe theh&s; functions as a catalyst for the
ensuing violence. Male honor during the seventeeatitury was a commodity well worth
fighting for. In ShakespeareRichard II, Richard exclaims in the very first act “take hono
from me, and my life is done”. In this patriarctsmciety, gender norms implied that men
were the head of the households and the womeng bieen'inferior sex’, were limited in their
possibilities beyond bearing children. Women withigh visibility such as queen Elisabeth
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had to emphasize their exceptionality in orderdanter rising gender anxieties. Thi$e
Duchess of Malfas a woman of high social standing, who acts aiegrto her own desires
and marries behind her brothers' back, trespass#saand every social and gendered norm of
the period. In addressing the issue of the Duchesigwhood Jennifer Panek suggests that
Jacobean men, “when faced with the threat of a wowlao was legally, economically, and
sexually independent [...] constructed and deployes riotion of the sexually rapacious
widow as a kind of ideological substitute for thiiatal male control from which she had
slipped free” (324). Panek states that a “man’sgqoest of a wealthy widow” was a male
fantasy enacted on the Jacobean stage (325). Hoealth and general status of a man were
translated into sexual subordination of women dmair tgendered role in the family. Trhe
Duchess of Malfthese household power relations are at the cehtbe conflict between the
Duchess and her brothers, the Cardinal and Ferdinan

7 The story of the Duchess is about love and ctiomppower and submission, cruelty
and passion and most of all the status of womea.JHtobean play can be analyzed in terms
of a sociological or psychoanalytical inquiry redjag the motivations of the two brothers
taking revenge on their sister's secret marriage, at the same time the play can also be
read as the documentation of an ‘*honor killing’thie context of the rising number of ‘crimes
of honor’ today, the considerable renewed intemeshe play does not come as a surprise.
Contemporary transnational migration has reintredugpatriarchal notions of honor. Living
under globalized conditions there are groups ofonities who justify crimes of *honor’ with
reference to the necessity of upholding cultuiadiitions. However, as Webster's play shows,
these practices are not limited to minority groups, have been prevalent across Europe for
centuries. The renewed interest in Webster's plagecent stage productions, starring Judi
Dench (1971), Helen Mirren (1980) and Eve Best 204 the title role, thus sheds light on
the continuity of gendered norms across histoacal cultural differences.

8 ‘Honor-based’ violence characteristically notyookcurs within the family structure
but also in the wider community. In the first aétThe Duchess of Malfrerdinand orders
Bosola to

live i'the’court here and observe the Duchess,
To note all the particulars of her haviour:
What suitors do solicit her for maage

And whom she best affects. (1.1. 245-248)

Ferdinand, seeing his sister as his property, caoies his address to Bosola by stating that he
would “not have her marry again” (1.1. 249). Caticeadings of the play have explained this
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behavior sociologically by dynastic consideratioas well as psychoanalytically by
Ferdinand's supposedly incestuous feelings fosister. But more important than the latter
speculations seems the fact that the widowed Dsdseasot to choose who and if she would
like to marry again. This 'law of honor' is emplzasi by the exchange between the Duchess
and her brothers, Ferdinand and the Cardinal, vitesnat to regulate her behavior during
their absence (1.1.285-298):

Ferdinand Marry? They are most luxurious/ Will wed twice. J...

Duchess Diamonds are most value/ They say, that have gafiseugh most

jewellers’ hands.

Ferdinand Whores, by that rule, are precious.

DuchessWill you hear me?/ I'll never marry.

Cardinal So most widows say, / But commonly that motiondasi longer/ Than the

turning of an hourglass: the funeral sermon,/ Andnd both together.
The idea of female promiscuity and changeabilitgassitating male surveillance seems
uncannily close to current cases of ‘honor killings
9 Similar to the Duchess, Banaz Mahmod also knehatwnan is” (1.1. 286) Although
Banaz was not a widow, she was married and therefexually active. Marriage, similar to
the Jacobean era, has to be seen here as a phssageuth and innocence to womanhood.
Banaz’ case gained wide media attention, not oelyabse it took four years to bring the
perpetrators before the court, but also becauslkeeoflocumentary filnBanaz: A Love Story
(2012) by Deeyah, international music artist antivest turned filmmaker, who has been
subjected to ‘honor’-related abuse and threatselfedsiring her music career that led to her
early retirement from the music industry. Banaz Mal was a Kurdish born, young woman,
raised in the UK from the age of 10 onwards andriedrat the age of 16 to a man from her
clan. In her marriage, she was abused and rapddshatleft her husband after three years
hoping to find shelter and safety in her parentshb. That in itself brought ‘dishonor’ to the
family. When Banaz then fell in love with Rahmarhay from another Kurdish clan, she was
killed by her father and a hired group of men.
10 Status, gender, family and clan affiliation playcrucial role in ‘honor-based’
violence. Lawrence Stone states that “in the sntteecentury, kin groupings remained
powerful in politics [and] much of the political -fighting of the century revolved around
certain kinship rivalries [...] In local affairs, kitles undoubtedly continue to be important
well into the eighteenth century” (126). Thus Feadid’s desire for his sister is primarily
politically motivated. Family ties did not only ens the kin's wealth, but also underlined

belonging in terms of moral and traditional valu&se same can be claimed for current
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reasons of ‘honor-based’ violence. In 2008 the f&efar Social Cohesion published the book
Crimes of the Community: Honour-based violencehiea UK Here, James Brandon and
Salem Hafez address all aspects of ‘honor-basedémnte, such as ‘honor’ killings, forced
marriages, ‘honor-based’ domestic violence and fengenital mutilations. One of the
consequences of losing one’s ‘honor’, be it thathef male head of the household or of the
whole family, is ostracism by family and commungyating that “families whose honour has
been damaged can be ignored and ostracized by otbetbers of the community. Their
children may also be rejected at school by fellowmbers of their cultural, ethnic or
religious group” (8). The predominately male feaidse face in front of the community by
losing control over the female family members is ttatalyst to committing horrendous
‘crimes of honor'.

11 The status of women of immigrant families, sashBanaz Mahmod, is clear to all
members of the family. ‘Honor-based’ violence ist miefined by class, but by the role
assigned to women in the community. Often women ‘en@orted’ from abroad, kept
illiterate and alienated from the new culture sot@ase sexually submissive and fulfill
household duties. Banaz Mahmod said in one ofdhed recordings, which were made by
her boyfriend at the hospital after her fathertstfifailed attempt to kill her, that “when he
[her husband] raped me it was like | was his shag e could wear whenever he wanted to.
| didn't know if this was normal in my culture, bere. | was 17" (as quoted in Tracy
McVeigh). [1] Banaz was forced into a marriage wither own group and class. Considering
that the vast majority of ‘honor-based’ violencendae found in families with migration
background, usually from socially disadvantagedss#a, one could come to the false
conclusion that ‘honor killings’ are class-basedwdver, the first case of ‘honor killing’ that
made international headlines was the murder of Shedi Princess Misha'al Bint Bin
Mohammed in 1977, showing that the crime is noitBohto minority groups or a class. In
1980 the documentarpeath of a Princesdy British documentary filmmaker Anthony
Thomas was aired, which led to severe diplomatublems between Saudi Arabia and the
United Kingdom. The film documents the life and ttheaf Princess Misha’al and tries to
shed light on her life and her death. More thamntyhiyears later the circumstances
surrounding her death are still unclear. As the fdhows, there are claims that she and her
lover were murdered on a car park in Jeddah, wdthers insist that she was killed at the
airport in Saudi Arabia visiting home during hemtebreak from Lebanon (where she did or
did not attend University), and still others maintthat she was taken in front of a judge,

where she repeated three times the phrase “I hmawendted adultery” and was then publicly
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executed. Allegedly there are images of her exeoutConsidering that in all footage her
face is covered, it is hard to confirm whether slas killed or, as suggested by still another
reading, sent to a mental institution in Switzedlan

12 Towards the end of the first act Die Duchess of Malfishortly after the brothers
have left, the Duchess proposes to Antonio, thosieh like Banaz - choosing the man to
love - and, in the case of the Duchess, to manrg. hidden ceremony behind closed curtains
the Duchess and Antonio are wed and consummatentizeiiage. The second act of the play
revolves around the discovery of the Duchess' iegyn Suspecting that “the young springal
cutting the caper in her belly” (2.1. 155) the bess' spy, Bosola, puts her to the test by
offering her apricots which were said to induceolalAfter her “greedy” consumption she
breaks out in cold sweat calling out to her husb&@t, good Antonio, | fear | am undone”
(2.1. 162). Ferdinand’s earlier threat has come: thyet, believe’t,/ Your darkest actions, nay
your privat’st thoughts,/ Will come to light” (1307-9). Ferdinand has asserted his belief in
his right to know everything about his sister, tonoher, Consequently, Bosola’s knowledge
of the Duchess' secret marriage, her oversteppi@doundaries of female passivity, marks
the death sentence of the woman who has broudhrads to the family.

13 The belief in the men’s right to choose the sépartners of the women in the family,
and hence to own and control their bodies is asdeximarker of ‘honor-based’ violence.
According to Baker et al. in “Family Killing FielddHonor Rationales in the Murder of
Women” the concept of ‘honor’ implies that “the befor of another becomes an essential
component in one’s self-esteem and community redgéiné understanding is distinct from
the notion that ‘honor’ rests solely on the indivadls own behavior” (165). Banaz knew her
death was coming. In some of her recordings shéigisethat they (her father and her uncle)
will kill her. In 2006 Banaz disappeared. She wa$/dound four months later, tortured,
strangled, dismembered and stuffed in a suitcase.

14 According to Valerie Plant “each family that oses to act on that perceived
obligation [to reinstate the family honor] approastthe situation differently, and there are
many reported variations [of how women are kille]12)? In an online search one will find
numerous videos of stonings that have been recasdechobile phones by onlookers and

participants. To the extent that the ‘dishonor’drees public, the reinstatement of the family

! During my research in 2009 Anthony Thomas senamersonal copy of the documentary, since it caheot
purchased. Yet, a full transcript of the docu-drayaa be found on the PBS Frontline webpage:
www.pbs.org/wgbh/pages/frontline/shows/princes#getgpt.html

2Hence, as seen in the case of Banaz, by slaugfteer, she was dehumanized and thus eradicatectie
family tree in order to reinstate the family ‘hohor
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‘honor’ has to become public as well. In the 200&ion pictureThe Stoning of Soraya M.
the cruel theatricality of the event is foregrouthd8oraya is deliberately wrongly accused of
adultery by her husband, since she refuses to @dvbim. She is brought into town, half
buried in a public place, and then stoned to death painfully long sequence. Since she
‘dishonored’ all males of her family, the first s@is offered to her father, followed by her
sons, her husband, until finally the rest of thenownity is permitted to take part in her
murder. Her aunt is not allowed to bury her, aslibéy of an adulteress does not deserve to
be buried. Nevertheless in defiance, her auntlis tabbsave bones and parts of her body from
the dogs and to bury them. Reports of stoningsncthat the victim sometimes has to endure
the stoning for almost half an hour before deattuo: The way in which the film shows the
stoning scene in agonizing length is reminiscerntheffootage found of the Yezidi girl Du'a
Khalil Aswad?

15 One of the recurrent problems of bringing juestio victims of ‘honor killings’ are the
penal systems, where the defense often relies mmiab Laws, such as the French Penal
Code of 1810 which is still part of numerous Arédites’ legislation, that seem to absolve the
committed crime (Welchman and Hossain 16). As dthefore, in Europe a frequent defense
strategy is to either call it a ‘crime of passiotiius not premeditated, or, as in the case of
Arzu O. take the ‘cultural’ background into consaéon. Although in both cases the
murderer is prosecuted the crime itself is thusemeed as justified or is not addressed as a
violation of human rights. In this context Jane @Gens refers to Article 4 of the United
Nations Declaration on Violence Against Women, Wwhstates that

states should not invoke any custom, traditionetigious consideration to avoid their
obligations with respect to the elimination of gentlased violence against women,
and should exercise due diligence to prevent, ilye#e and, in accordance with
national legislation, punish acts of violence agawomen, whether those acts are
perpetrated by the state or private persons. (25)
In countries where laws derived from nineteenthiagnBritish colonial law are still in use
(Warraich 79), or in Arab countries like Jordan evhiuse the French penal law, the line
between right and wrong is blurred for those comingtthe crime. Ayse Onal's book
Honour Killing: Stories of Men Who Kille@009) holds ten stories based on interviews Onal
conducted in prisons with men who killed in the eawof ‘honor. The majority of the
interviews end without any display of remorse frtra murderers, since the deed is seen as

just and even lawful. The same can be seen indh@imtion of justice inThe Duchess of

3 CNN airs potions of Du’a Khalil Aswad’s stoningww.youtube.com/watcHlast accessed 15.03.2013]
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Malfi. Already in Act 1 Delio foreshadows the perversioh justice by stating about
Ferdinand: “Then the law to him/ Is like a foul tkacobweb to a spider:/ He makes it his
dwelling, and a prison/ To entangle those shald feen (1.1. 169-72). Ferdinand uses the
law for his own benefit and becomes a victim of bign corruption. In Act 4, after the
Duchess' murder, he admits this by stating “Did aesemonial form of law/ Doom her to
not-being?” (4.3. 292-3). But it is Bosola who waigsly tries to justify the murder by stating
“the common bellman/That usually is sent to condesnpersons” (4.2.164-5), appointing
himself to an executioner sanctioned by the law rotdhired by the “thief” (4.3.299) as he
refers to Ferdinand shortly after. The motivatitoday are similar to those Ferdinand names:
“To bring her to despair’ (4.1.113). Ferdinand dsaavsadistic pleasure from the torture of
the Duchess, but rather than succumbing to the phainsists: “I am Duchess of Malfi still”
(4.2.134). It is said that the Saudi Princess Wwaseloved granddaughter of the King. In the
documentary film about her, one of the witnessesestthat the King was begging his
granddaughter not to repeat the confession of eguthree times, but that she would not
comply. The princess did not bow her head and desylover, and thus had to die. She
displayed the same passion as the Duchess in nem&aithful to her choices.

16 The brothers ifhe Duchess of Malfiterally and figuratively unleash hell on earth i
the fourth act. Ferdinand, in particular, attentptsationalize his mad rage to which we are
already introduced in Act 2.4 after he has leamaolut the Duchess' transgression:

Ferdinand [...] I could kill her now/ In you [Cardinal], or imyself, for | do think/ It

IS some sin in us heaven doth revenge/ By her.

Cardinal Are you stark mad?

Ferdinand | would have their [children] bodies/ Burnt in tgat with the ventage

stopped,/ That their cursed smoke might not astehe@aven;/ Or dip the sheets they

lie in, in pitch and sulphur,/ Wrap them in’'t arieén light them like a match;/ Or else

to boil their bastard to a cullis/ And giev't hecherous father to renew/ The sin of his

back. (2.4. 63-73)
Ferdinand’s vivid imagining of how to take reveragel punish the Duchess and her children,
seems horrifyingly close to actions used in ‘crineéshonor’. Victims of ‘honor killings’
have been known to have been buried alive, burtied ar, as was the case of Banaz
Mahmod, raped for two hours and then strangled laeaten to death. One of the few
survivors of an ‘honor killing’ is Souad, who debes her ordeal of being a victim of her
family’s wrath in her memoir8urned Alive In the book Souad tells the harrowing story of
how she was set on fire by her brother-in-law dftarfamily learned about her pregnancy. In
Webster’s play the brother meets his sister inmkesk before the execution of the vicious act,

which he terms “[...] the honorabl'st revenge,/ Whémnay kill, to pardon” (4.1. 33-4).
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Ferdinand’s alleged objective is the preservatibthe family bloodline. Balizet states that
“ideals of masculine and feminine honor were aléitad in terms of blood purity and the
shame of social dishonor met its ‘cure’ through plieging of diseased, impure blood” (24).
Thus, only the deaths of the Duchess, her husbaridnfo, and their children can reinstate
the family ‘honor’. Ferdinand is determined to make Duchess suffer by presenting her
with the horrifying spectacles of a dead man’s h@hd. 44) and her seemingly dead
husband and child. Torture is one of the methoesl us ‘honor-based’ violence. When the
Duchess is faced with the murder of her family gbarns to join them, but Bosola tells her
that she has to endure the pain to which she sefilat’'s the greatest torture souls feel in
hell,/ In hell: that they must live, and cannot’di.1.68-9).

17 ‘Honor killings’ are frequently located in commnities with minority groups. Islam is
often associated with violence against women, sinegerpetrators of ‘honor killings’ often
call upon the Quran to justify their actions. Dgria recent visit to the Saladin Citadel of
Cairo | was almost ambushed by a woman who gavenumeerous free Islamic books
published by the Conveying Islamic Message Soc{€MS). One of these books was
Women in Islam: The Myth and the Realithe chapter on adultery opens with the following
text: “Adultery is considered a sin in all religgnThe Bible decrees the death sentence for
both adulterer and adulteress (Lev. 20:10). Isl&sm equally punishes both the adulterer and
the adulteress (Quran 24: 2). The short chapten tentinues with a quotation from
Deuteronomy 22:22: “If man is found sleeping witiother man’s wife, both the man who
slept with her and the woman must die. You musigguhe evil from Israel”. This is
followed by a quotation from Leviathan 20:10: “Ifrman commits adultery with another
man’s wife both the adulterer and the adulteresstrne put to death”. Interestingly enough
no direct quotes from the Quran are used, but ttedime that the Quran “never considers
any woman to be the possession of any man” (28emzquotes Quran 30:21 “and among
his signs is this, that he created for you matesrfamong yourselves, that you may dwell in
tranquility with them, and he has put love and mdyetween your hearts: truly in that are
signs for those who reflect”. In fact the Quran slo®t speak of a death sentence but “the
woman and the man guilty of adultery or fornicafiofiog each of them with a hundred
stripes” (Quran 24: 1-2). Welchman and Hossairedtiaat a number of “renowned Islamic
leaders and scholars have publicly condemned thidipe [‘honor’ killing] and clarified that

is has no religious basis” (13), thus directly cadicting the stereotype of a violent and

oppressive attitude of Islam towards women.
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18 The Duchess of Malfs a play about an ‘*honor killing’. The honourstenology here

is significantly linked to Ferdinand’s continuousdaess of the Duchess as his property, and
his subsequent control over her sexuality. The hohohe brothers and their family is thus
defined through the Duchess’ body. When the Duchessregnant Ferdinand does not
recognize the female body as nurturing and loviogds a formal disgrace of the family.
Banaz left her husband and chose a man of her tnerSaudi princess committed adultery
by falling in love with another man. The allegednggression from gender roles is not the
sole reason for violence against women. Numerousealnd rape victims commit suicide,
being aware of the ‘honor’ concept in their fansliend communities. This is often referred
to as ‘honor suicide’, when the family members éesqlly of rape victims) give the woman
the option of killing herself. This enforced ‘honkitling’ enables them to remain ‘innocent’
of the murder. Ferdinand offers the Duchess a kgifeng her the opportunity to kill herself,
yet she denies. ‘Honor-based’ violence is a viotatf human rights. It has to be addressed
openly in a socio-political context, in which awaess can be raised and help can be offered.
According to the United Nations there are aboutt59@meditated murders committed in the
name of honor yearly. At least ten percent happehe Western Hemisphere.
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French Post-Modern Masculinities. From Neuromatrices to Seropositivity by
Lawrence R. Schehr. Liverpool: Liverpool University Press, 2009.

By Gibson Ncube, Stellenbosch University, Southasfr

1 When he died in 2011, Lawrence R. Schehr leftriaeh peerless interdisciplinary body
of work. His monographs and journal articles wareareas as diverse as gender and queer
studies, literature from the nineteenth and twémtienturies as well as French language, culture
and civilization. Although the title French Post-8on Masculinities gives the impression that
the monograph will address the entire post-modemog, Schehr concentrates on the last
twenty years. As he explains French Post-ModerncMlasties, his latest monograph, sets out to
examine the “changes in the representations andctaes of masculinity and masculine
sexualities in the contemporary era of France” (1).

2 In the first chapter, “The Work of Literature am Age of Queer Reproduction”, Schehr
puts into conversation the literary works of Guitlae Dustan and Erik Rémeés, analyzing the
impact of bareback or unsafe sex on subject foonatThrough an incisive reading of the
literary works of these two authors, he argues ftha pursuit of sexual pleasure has to take
precedence over everything else, and, indeed thiadefinition of self comes only from one’s
body, from that of another (or others), from th&usdization of masculinity as the be-all and
end-all of being” (29). “Neuromatrices and Netwdrks the second chapter and it examines
French graphic novels which are involved in redifenthe post-modern masculine condition.
His interpretation of the attacks against the Wadrtdde Center in the bookKilla Vortex by
Maurice Dantec is particularly enthralling. He casttipgly contends that “the destruction of that
building is not the destruction of knowledge itsdlie attack is against the institutions that
organize knowledge and ultimately do not distinguietween knowledge and nonsense, those
institutions that also turn knowledge into a kindpoopaganda for death and destruction, for
collectivization and for emasculation” (79). Thisnimous vision of masculinity is further
developed in the third chapter, “Topographies ofe€uPopular Culture”, in which Schehr
examines several filmic and literary autofictiole overarching argument in this chapter is that
modern technology and AIDS play an important raleenacting the contemporary crisis of

masculinity. “Perversions of the Real”, the ultimathapter, deals with the essay writings of

45



right leaning and heterosexual writers such as Midhouellebecq and Marc-Edouard Nabe.
Schehr discusses the manner in which politicaladisses infiltrate the literary works of these
writers with images that invoke a reimagining ofisaity and masculinity.

3 Drawing on Michel Foucault’s philosophical oeuvfeench Post-Modern Masculinities
attempts to contextualize theoretically the cursgate of the masculine subject as an individual.
Employing Foucault’s notion of social constructimiss elaborated ifihe History of Sexuality
Schehr shows, by way of a solid historical analyistsv the present masculine subject has come
to be constructed. He starts from the post-Enligient period in which there is an initial rise of
the subject as an individual. His linear historieahmination ends in the “post-human” period
(10) characterized by the centrality of AIDS and thternet. This “post-human” period marks
an end of the independence of the subject as aidodl given the fact that the individual is no
longer entirely himself. In terms of the masculsubject, Schehr contends that in this “post-
human” period there is a radicalization of disceura gender and sexuality which has led to the
proliferation of a “new masculinity as a visiblealpable vulnerability” (11). Schehr gives a
convincing argument of the apparition of this neaseulinity by analyzing the combined effects
of AIDS and the Internet. He argues that the coptaary subject is a palpably “visible node”
(12) through a multiplicity of networks or “neurotriaes” which are brought about by the
Internet and AIDS. The author offers a fascinattgmological analysis of the term “matrix”
showing how it is a symbol of the maternal, andelxyension of the feminine. For him, this
reflects the manner in which the “post-human” méseuhas been emasculated and indeed
stripped of its phallic power and position.

4 The sheer diversity and breadth of the culturatipctions that is examined by Schehr in
this monograph is nothing less than impressive arabubtedly the major strength of the book.
Effortlessly scrutinizing novels, essays, films amdphic novels, Schehr shows great insight into
contemporary French cultural productions that eskat queer and gender studies. He shows
inordinate assurance even when handling materiadhnl not only complex but is by and large
sexually graphic in content. One such example esnlanner in which he details the demise of
the invincible heterosexual male subject. Througkating of works by writers such as Marc-
Edouard Nabe and Michel Houellebecq, Schehr hygatbs that the apparent “death” of the

invincible heterosexual male subject has promptednauspicious conception of a sexually
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decadent and amoral society whose functioning apes aggressive and destructive instincts.
In the development of this argument, as is the aadke rest of the monograph, Schehr is at
once coherent and accessible. The simplicity ofresgion and the accessibility of the core
arguments do not nonetheless compromise the thesdretepth that is achieved in this
monograph.

5 French Post-Modern Masculinitiesould however be accused of being somewnhat
reductionist in its characterization of French gayperience to white, middle-class Parisian
experience. An analysis of the interconnectionslass, race, nationality and sexuality in “post-
human” France would certainly have given this a enbolistic depiction of French gay
experience. Still considering the weaknesses o thonograph, the presence of several
inaccuracies in translation as well as a manifdldypos, spoil an otherwise well-written and
well-argued monograph.

6 Given the manner in which it takes for granteel titeatment of foundational theories in
gender and queer studidsiench Post-Modern Masculinitiesould be of particular use and
appeal to postgraduate students as well as schaatgesearchers interested in the fields of
gender and queer studies that relate to cultundiest and production of France and the Western
world. The incisive reading of sexually provocataed graphic texts makes this monograph a
priceless addition to French gender, queer andatiéxstudies.
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