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Editorial

By Laura-Marie von Czarnowsky, University of Col@gisermany

1 The Early Career Researchers Issue of GendernFqgmovides a platform for
emerging scholars who wish to critically engagehvgjtiestions of gender in their respective
areas of research. In order to present a wide specive selected papers by students who
are still working on their first degrees (BA and Mas well as by those who are already
pursuing a PhD project. The articles are arrangsmbrding to the contributors’ current
position in their academic career starting withgrapy students working towards their first
and second degrees, and ending with essays by &inlidates. What they all share is a keen
interest in gender issues and in exploring and Idpuey gender studies as an
interdisciplinary field of necessary global imperta and impact.

2 Because of its open call policy, the Early CafResearchers Issue negotiates topics
as diverse as feminist authorship in contemporamnroercial American television, an
interrogation of the gendered nature of the prepp@d survivors movement, Australasian
ideals of femininity, genocidal trauma in Turkislhrdenian life writing, feminist undertones
in early 20th century writing, holistic feminist &léh practices today, as well as negotiations
of madness in Shakespearean and constructionsagk Hritish identity in contemporary
drama.

3 The issue opens with Esther Dolas, who examimeffects and after-effects of the
Armenian genocide in the early twentieth centurjpiolr has been denied by the Turkish
government and excluded from Turkey’s official brsdgraphy. The essay takes up the issue
of the so-called “leftovers of the sword”, mostgniale survivors of the genocide, who have
been assimilated into Turkish society. Among thecdadants of these survivors is human-
rights activist and lawyer Fethiye Cetin. Dolastticde “Female Trauma and the Pursuit of
Self in Fetihye Cetin'sMy Grandmother examines cross-generational, post-genocidal
transmission of trauma in life writing focussing @ construction and pursuit of self in the
aftermath of traumatic experience.

4 The pursuit of self is also addressed in Sara el@svNegassi’'s essay, “The
Denotation of Room and its Impact on the Constaunctif Female Identity in Kate Chopin’s
The Awakening She critically engages with Virginia Woolf's @dor 'a room of one's own'

(1929) to facilitate not only female independennd aelf-reliance, but also the opportunity



to write fiction. The article applies Woolf's thedio the protagonist of Kate Chopin’s novel
The Awakeningo show how exactly the notion of the room intésagith notions of identity.

5 In “Black British Women’s Search for Identity: AAnalysis of Jackie Kay’'s
Chiaroscuroand Winsome Pinnock’$alking in Tongu€s Eva-Maria Cersovsky analyses
the dominant production patterns of British thear&l argues that black British women
playwrights have not profited from the ‘revolutiowithin British theatre — a development
which Heidi Stephenson and Natasha Langridge htinbuaed to the last decade. Cersovsky
takes up the issue of black women's marginalizationBritish cultural and political
discourses and regimes of representation, and links the continuous concern of black
female playwrights about issues of identity.

6 “Love and Madness in Renaissance Tragicomedi€he-Two Noble Kinsmeand
The Winter's Taléby Daniela Kellermann addresses the complex irgkation of gender,
love and madness on the Renaissance stage. Thetfzaqes the representations of as well as
the reasons for and treatments of madness enattiéek iplays in connection to questions
about gender and versions of a tragicomic love plot

7 The second half of the Early Career Researclesel presents works from PhD
students. In her article, “Who will survive? On Begland Boundaries after the Apocalypse”,
Lina Rahm explores the subculture of preppers andalists, who actively and practically
prepare for the threat of a supposedly imminentcalypse. Rahm's paper examines how
corporeality structures survivalism using a thaoattframework that combines the notion of
trans-corporeality with the performance of gendsrxuality and embodiment in virtual
digital space.

8 Hanh Nguyen’s article, “The Vietnamese Concep 6eminine Ideal and the Images
of Australian Women in Olga Masters’ Stories”, gactraditional Viethamese ideals of
femininity in Olga Masters’ 20th century fictiorddntifying four decisive Viethamese ideals
of femininity (Industriousness, Appropriate Self-presentation, @omcation Skills,and
Virtue) in Masters’ writing, Nguyen claims commonalities Australian and Vietnamese
women's struggles despite geographical and cultliifakences.

9 Kate Hendricks and Sarah Plummer engage withstee of fitness in feminist and
post-feminist discourse. In “Re-thinking Wellnegs: Feminist Approach to Health and
Fitness”, they critically discuss the often decigieson-feminist approaches to fitness and
wellness, with popular culture’s emphasis on beanty size detracting from the core benefit

of any personal wellness practice — empowermene a&hicle thus questions feminist



critigues of sexist beauty norms and thinness nmasdand analyses how these provide
barriers to notions of holistic wellness in sociatyarge, and within the feminist community.
10 The final contribution explores “Lena Dunham ahd Imperfect Body of HBO’s
Girls”. The authors, Stefania Marghitu and Conrad Ngjress the ways in which Lena
Dunham, the creator, head writer, producer, sonestigirector, and star of the television
seriesGirls, defies notions of traditional femininity, subverepresentations of what Angela
McRobbie named the 21st century “postfeminist masage”, and establishes a new form of

authorship in television.



Female Trauma and the Pursuit of Self in Fethiye Gen’'s My Grandmother

By Esther Dolas, University of Cologne, Germany

Abstract:

In 1915, the first genocide of the twentieth ceptwas committed in the Ottoman Empire.
Ever since, the Armenian Genocide has been denidldebTurkish government and excluded
from Turkey’s official historiography. Contemporafyrkish society has brought about the
issue of so-called “leftovers of the sword”, mostynale survivors of the genocide, who
have been assimilated into Turkish society. Amadmg descendants of these survivors is
human-right's activist and lawyer Fethiye Cetin.isTlrticle examines cross-generational,
post-genocidal trauma transmission in the exemptase of her memolvly Grandmother
Hypothesising that trauma can be overcome by mefnarrative, this article focuses on the
pursuit of self in the aftermath of traumatic expece.

“In life, as in this book, her first aim is to giw@ice to those whom history has silenced.”

(Freely in Cetin xi)

1 Writing about genocide is always a highly poéticssue. In Fethiye Cetin’s case, it is
even a dangerous one. For nearly a whole centurgeYyuhas not only been denying the
Armenian Genocide, but actively prosecutes civdiarho use the term to refer to the ethnic
cleansing of 1915. The effect of this policy is tbentinuance of the genocide “on a
psychological level” today (Boyajian in Voski Avaki 207), as it is preventing the
development of a culture of remembrance.

2 In 2004, Cetin dared to publish her memoir in aihshe recounts the life of her
grandmother, who — after decades of hiding — rexkakrself to be an Armenian Christian
with the name Heranush and not, as believed, aidurkuslim named Seher. Her
grandmother is just one example of so-called “iefts of the sword” (Bilefsky 2010),
mostly female survivors who were saved from thetldeaarches by Turks and Kurds.
Although saved, these women were forced to asdenitdo Turkish society. Giving up their
identities as Armenians, some of the female surgiveere forced to become servant girls in
Turkish or Kurdish families or even prostitutes ander to survive. Heranush, Cetin’'s
grandmother, who was torn from her mother's arms @yrkish military officer during the
death marches, became a servant girl, married lesfiuman and vanished from the surface
of the Armenian post-genocidal narrative.

3 Why are these Armenian women of interest to algestudies discourse? First and
foremost because the execution of the genocidecieasly gendered. Derderian emphasises

the gender-specific aspects of the Armenian casding that after the “murder of the

4



Armenian leadership and men of military age”, wonaem children were sent on death
marches in the Syrian deserts where they expeudeticdnapping, sex slavery” and in the
case of women “forced re-marriage” (1). Turkey'siggoof denial affects precisely and most
severely exactly those survivors Cetin discussesemmemoir. Women, who did not and
could not seek refuge abroad but were assimilaténl Turkish culture, have been non-
existent in diasporic narrative for decades andhestdfered from discrimination among the
Turkish as well as the Armenian communities. Daegequotes an Armenian male genocide-
survivor referring to the phenomenon of Armeniamven marrying Turkish men:
Now there are many Armenian women among the Tufkey were taken in and
remained with them and bore their children. Theyall Turkicized [sic] now—gone
from our blood. The children don’t know their idigyt only their mothers do. . . [...]
Everyone used to look down and find it shameful nvae Armenian married a Turk.
(13)
4 The trauma of these women is not merely rootedh& physical experience of
genocide since the psychological consequences aif kbss of identity are tremendous,
ultimately rendering their voices extinct in Armanidiasporic communities throughout the
world. Cetin’s memoir not only thematises thesegdtten women but also targets an issue
rarely talked about — the trauma of the women’sceledants and therefore Cetin’'s own. |
argue that the revelation of being partly Armentanises a crisis of identity of successive
generations which is traceable in the narrativeh@f memoir. Thus she writes about her
grandmother’s trauma “in the midst of [her own]utra” (Caruth 8). Based on Narrative
Psychology, | suggest that her narrativisation egras a by means by which she can work
through her trauma and retrospectively reconsthest and her grandmother’s disrupted
identities.
5 By using a female focaliser and reconstructing life of her grandmother, Cetin
articulates a feminist statement. In her memoirthes article will show, she manages to
reconcile the image of the victimised female withaaverful and confident female matriarch.
She creates through her narrative a way of ovemgmhie pain that these forgotten Armenian
women, and herself, had and still have to enduraan interview, she states: “When they
recounted the truth of the past, it was alwaystteiowomen, to female grandchildren, as

only other women could really understand the p@m'Ozinian 2012).

Female trauma and the fragmented self
6 Growing up a Muslim Turkish woman, Fethiye Cétivas in a state of shock for a

long time” (in Bilefsky 2010) when her grandmothesvealed her secret of being an
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Armenian genocide-survivor. For decades she wasblera articulate her confusion and
shock since understanding and comprehending herdgrather's past proved to be a
traumatic experience in itself. Trauma, as defingdreud and rephrased by Caruth, refers to
“a wound inflicted not upon the body but upon thendi through an “event that [...] is
experienced too soon, too unexpectedly, to be kiigwn and is therefore not available to
consciousness” (4). Cetin experiences precisely wounding of her mind in one of her
grandmother’s storytelling sessions. In her mensdig admits to being deeply disturbed and
on the verge of a breakdown when she is confroniétd recollections of the atrocities her
grandmother had to endure: “It was hard to keepethy©m running out into the streets to
cry and scream. | would never have believed anyhi, unless it was my grandmother
telling me” (65). This extreme emotional conflicllbwing the traumatic testimony of her
grandmother is so severe that the recollectioniaréavailable to consciousness” (Caruth
4). The traumatic revelations leading to the emmatioturmoil are as follows: the
confrontation with the genocide as factual, herkiglr identity denoting identification with
the perpetrator, her ethnic background being patiyenian and the atrocities committed
during the genocide against the people she leampartly belongs to.

7 Thus she is not only “on the receiving end ofaarnatic testimonial” as Chahinian
states in her review of the memoir (Chahinian 20@8)in Cetin’s reaction we can read “the
story of the way in which one’s trauma is tied uphwthe trauma of another, the way in
which trauma may lead, therefore, to the encouwiiér an other, through the very possibility
and surprise of listening to another's wound” (Glar@). The denotation of Caruth’'s
statement is clear. In the experience of listeniongthe traumatic testimony of Cetin’'s
grandmother, she herself suffers a trauma. Herdgnather's stories about genocide are so
atrocious, she has to phrase her instantaneousore&s them in a very figurative language,
struggling with the inadequacy of words to descritee traumatic revelations her
consciousness cannot process: “What she told medlifit with anything | knew. It turned
the known world on its head, smashing my values anthousand pieces.” (66)

8 Values are fundamental for the integrity of sélhe relevations following her
grandmother’s testimony, however, lead to a disonpdf Cetin’s sense of self. They are
arguably of such an extent that they might evemteepreted as reasons for a deconstruction
of it. Judged from the perspective of NarrativedP®yogy, Michelle Crossley adopts Charles
Taylor’s definition of self in his essdgtroducing Narrative Psychologgs a notion which is
intrinsically connected to temporality, interactsowith others, and ultimately, morality. It is

Taylor’'s main contention that concepts of self amatality are inextricably intertwined — we
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are selves only in that certain issues matter $of.u.] This connection between our sense of
morality and sense of self, according to Tayloransethat one of our basic aspirations is the
need to feel connected with what we see as ‘goodif@rucial importance to us and our
community. (3) In the case of Cetin, who identifias a Turk, the revelations of her
grandmother distort her perception of self due tlistorted view of her moral integrity. As a
Turkish Muslim woman, she feels the guilt of thepgsgrator. In an interview withVeekly
Zamanshe states:

In fact, we were all perpetrators, perhaps no blmodur hands, but we hid things, we
remained silent, we systematically denied. Anyorm® wvas at all involved in these
events, even those who might have carried offgast small glass to their home from
Armenian houses that were looted, all of these lgeagere partners in this. (In
Ozinian 2012)
9 The paradox of being ethnically tied to the pegier and likewise ethically and
ethnically tied to the victimised people causeseapdcrisis of identity. Identifying with a
nation, defining heselfas an integrated part of a nation responsibla fgenocide directed at
parts of her family, smashes her “values into aislhad pieces” (66). Hence Cetin faces a
dark chapter in Turkish history, she is unabledoconcile with her sense of morality, and
ultimately with her sense of self. This causesmaei emotional turmoil she cannot overcome
for the moment being:

Whether my eyes were open or closed, certain imagestd not go away: the crowd
huddled in the church courtyard, and especiallypingils of the children’s eyes; the
babies who'd been thrown in the water; the momemérwHeranush was snatched
from her mother’'s arms . . . and then, after seaihthese things, | would remember
the poems | recited for national holidays [...] | Mauecite these poems about our
‘glorious past’ at the top of my voice, and withceupassion; but now | could not
remember this without seeing the children’s eyesned wide with terror, and their
heads disappearing into the water, and the rivadrrin red with blood for days. (66)
10 Her grandmother’s stories cause a distortioanew “crisis of self-perception”, since
an “external event occurs that clearly violatesgreferred view of self” (Baumeister, Dale &
Sommer 1082). Baumeister, Dale & Sommer argue“th& necessary for the self to have
some mechanism or process to defend itself ag#mestthreatening implications of this
event” (1082). In the case of Turkish society, deéense mechanism applied was and still is
the scapegoating of the Armenians — or in othed&er a projection of guilt onto the people
whose stories harm Turkey’s “glorious past” (CefB). In aNew York Timesnterview,
Cetin states that history books depict Armeniansnagnsters or villains or enemies” in
Turkish society (in Bilefsky 2010). She, howeveanoot scapegoat the very people she

knows her grandmother, and ultimately herself, dcatpart of. Incapable of using a defense
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mechanism to protect her self, she must feel thie @fuhe perpetrator. In her memaoirs, this
sense of guilt is omnipresent. When she witnedseduneral of her grandmother and her
relatives are asked to give Heranush their lastsiigs, she is struck by guilt. She cannot
stop herself and cries out: “Let her give us h&sbing,’ | cried. ‘May she forgive us —
forgive you, forgive us, forgive us all” (49). is precisely in this outburst that we can
identify the notion of trauma, a “story of a woutitht cries out, that addresses us in an
attempt to tell us of a reality or truth that ist therwise available” (Caruth 4). Cetin,
defying Turkey's policies of denial, is desperate é@xpress the truth of genocide and
consciously faces the truth, yet again, in her memo

11  But the self is, as stated by Taylor, also eoted to what we consider to be “of
crucial importance to us and our community” (in €3ley 3). ldentifying as a Turkish
Muslim, her insight into the factuality of the gemte is in stark contrast to the Turkish
state’s policy of denial. The dilemma of knowingiatorical event to be true whereas the rest
of her surroundings are in denial causes a tremenddernal struggle. Her grandmother’s
revelations are thus the catalyst for a traumawente and consequently a disruption of
identity, triggered by a disturbance of not soleyrimér sense of morality but just as much of
her sense of communal belonging.

12 Although Cetin identifies herself as a perpetran historical contexts, stating that
“we were all perpetrators, [...] we hid things, weneened silent, we systematically denied”
(in Ozinian 2012), she at the same time experietltvegainful consequences of genocide
from the perspective of the victim. Torn betweealifeg the guilt of the perpetrator and the
powerlessness and anger of the victim, her integfiself cannot be preserved, leading to a
contradiction in identity. In the course of event& witness Cetin’s attempt at overcoming
the crisis of identity that has unraveled in hée lue to her traumatic experience. In the
following, a closer look will be taken at the nawf Cetin’s trauma. For this purpose, the
interrelatedness of the terms trauma of detacharehtrauma of departure will be discussed.
Understanding the notions of detachment and degairtuessential to comprehending why
Cetin writes — to put it into Caruth’s words — “@tory from within” (12).

Writing “a history from within” (Caruth 12)

13 Caruth sees history as a means by which an eaanbe retrospectively revisited and
processed (cf. 12). Writing “a history from withird traumatic experience thus can be
understood as an encounter of an author, himsalfthe midst of trauma”, with past

traumatic events (8). On the basis of this hypathehe analyses Freud’s reinterpretation of
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the Exodus storposes and Monotheisias a story which reveals Freud’'s own trauma by
comparing it to the circumstances in his preséat Drawing on her analysis, | argue that we
can interpret Cetin’s memoir likewise as a recafritauma “in the midst of trauma” (8).

14 Caruth introduces the term “trauma of departcgé”21) by juxtaposing her content
analysis of Freud’'81oses and Monotheismith his life circumstances as he was writing the
book, stating that due to his escape from Austhamthe country was invaded by the Nazis,
he suffered an unexpected trauma which he fachsireinterpretation of the Exodus story.
Hence she terms Freud’s loss of home a “traumaafimg, the trauma of verlassen” (21).
And Freud himself acknowledges this loss which gstprocesses in the narrative of his
Exodus story. He interprets the Exodus from Egyptad'story of departure” and not, as
commonly understood, as a “story of return” to ldreds of Canaan since the people of Israel
never reached their destination and throughout thsiory remained the victims of religious
persecution (14).

15 Departure is a very central term in her integiren of the story and it cannot only be
understood as a physical concept referring to Fseddparture from Vienna. Instead of
merely referring to a physical distancing from agd, it is furthermore an implicit indication
of a traumatised person, who stresses that in #parture from a traumatic event, he
survived its deathly denotation. Caruth focusesFoeud’s paradoxical evaluation of his
enforced departure: “It forced me to leave my holn4,it also freed me” (Freud in Caruth
20). The quote visualises that the departure, thdugumatic because forced, prevented a
much more threatening event in the form of the gmrson by the Nazis. His statement of
being forced but feeling freed is arguably a sifstoessing the ambivalence of departure —
firsty as a physical concept denoting a kind ofstaincing but secondly as an
acknowledgement of having survived a traumatic eveihbeing free and having departed
from which could elicit even more pain.

16 This trauma of departure, in its ambivalent nregrof a physical as well as a
psychological form, can also be identified in Catimemoir. Noticeably, Cetin’s own
mirrors her grandmother’'s. However, in Cetin's ¢abe trauma of departure comes in a
different form. Instead of using the term traumadeparture, it would be more accurate to
speak of a trauma of detachment. The terms depaanag detachment both imply a kind of
distancing from the familiar and from what is calesed home. Cetin’s detachment from
herself, rooted in the perpetrator-victim conflict,inherently connected with the process of
distancing — departing — from the identity thafamiliar. Likewise, Heranush’s biography

makes clear that she was not only physically fortegart with her mother and never
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reunited with her (cf. Cetin 73), but also expecesh a cultural alienation in the form of a
departure from her own religion and identity. Ittiheis to be concluded that the trauma of
departure is present in Cetin’s life and refleatethe recount of her grandmother’s trauma.
17 The ambivalence of departure as discussed ircdbe of Freud's paradox of being
forced but feeling freed is also expressed in Heshis traumatic testimony. Although little
Heranush was forced to part with her mother, thatrpainful memory in Cetin’s memoaoir,
she then goes on to describe the garden the gate twought to right after they had been
kidnapped. In this recount, Heranush’s wish toifgladhat she survived the encounter with
death and departed from it becomes apparent. Séerilbes the garden in utopian and
picturesque terms. It
was brilliant green, like the gardens in our vidag he trees were full of fruit. There
was a stream passing through the middle of theegaand its water was crystal clear.
[...] They filled our stomachs with hot food, and yhgave us permission to pick fruit
from the trees. [...] we played in the garden. Weckdd pears and apples from the
trees, drank the ice-cold water from the streamti((b65)
In the midst of a traumatic event, Heranush isnsked in a haven of beauty where the
atrocious realities of genocide seem temporarilgdtien. Her language becomes almost
lyrical and her words are melodic and harmoniowsti€ularly striking is the precision of
Heranush’s sensual recollection of the coldnesthefwater and the bright colours of the
garden. Her description stresses this paradisiaceplemphasising her departure from the
traumatising event, and more precisely, her depaftom death. The vivid pictures of fruit
and water, the sincere simplicity of the garderalinits fecundity, construct not merely a
haven of beauty but a picture of life. However, mamory of the garden is soon interrupted
by the nightmarish memories of genocide, as skes tyut fails to find her mother (cf. Cetin
65). However, being struck with full force by therhfic events of genocide, she experiences
a short but striking moment of lightness and bea@tthough forced to leave her home, her
mother’'s bosom and culture, she is feeling free@rwbkhe escapes the horror for a short
moment.
18 The parallels between Cetin's and Caruth’'s pregation of Freud are thus
multifaceted. Conclusively, Cetin suffers a trauphaeparture — more accurately a trauma of
detachment — which she overcomes through narratike. Freud, Cetin writes a “history

from within” traumatic experience (Caruth 12).
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“Always in emergencies we invent narratives” (Broyad 21)

19 The pursuit of self, of resolving her contraidictin identity, is at the very core of
Cetin’s story. As much as it is a story of traunma @ain it is also a story of reconciliation.
The stories of her grandmother have confronted W contradictories such as the
perpetrator-victim conflict, evoking the imperativeeed of storytelling and narrative.
Narrative can be seen as an “organizing principtehiman action” which means “that the
concept of narrative can be used to help accounth® observation that human beings
always seek to impose structure on the flow of agepee” (Sabin in Crossley 3). The way in
which Cetin chronicles her memoir serves to restinecthe sequence of events with the clear
intention of reconciling her inner conflict betwethe perpetrator and the victim, as well as
her paradoxical perception of her grandmotherastam and a matriarch. Thus, through her
narrative she imposes a structure on her grandmistpast and overcomes the trauma of
genocide and its implications of death.

20 This is accomplished through a non-chronologmat which frames the storyline
with two events that metaphorically mark the precetsreconciliation. The starting point of
Cetin’s story is her grandmother’s funeral, wherdges end point is marked by the eagerly
awaited encounter with her grandmother’s relatime&merica. But Cetin makes sure to give
a second introduction to the story. The two chapfellowing the opening sequence deal
with Heranush’s and Cetin’s earliest childhood mee® Thus death might be the starting
point of the story but not the main theme of thermoe. Rather, death — the encounter with
genocide — is seen as an obstacle that has to dreaone. This might be the reason why
Cetin decided to fragment the funeral scene, soagtét throughout the whole memoir but
not marking it as the end point (cf. Cetin 35, 89). The fragmented funeral scene is framed
by Cetin’s childhood stories, childhood storieshefr grandmother and memories of their
time spent together in her adulthood. These altenmaas well as the reconciliation scene at
the very end of the memoir, serve as a metaphavigaicoming of the deathly denotation of
genocide which is depicted by Heranush’s funeral.

21 Divided between the positions of perpetrator amdim, of Turkish Muslim and
Armenian Christian, the experience of confrontiregsielf with the guilt of the perpetrator
and the powerlessness of the victim is omnipreaedtunsolved throughout the memoir and
Cetin does not unite the strings of memories utitd very end. Hence she “imposels]
structure on the flow of experience” (Sabin in Gteg 3) from a retrospective point of view.

Visiting her family in America, Richard, a membérQetin’s relatives, states:
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All my life, I've been afraid of Turks. | nurtureal deep hatred of them. Their denial
has made things even worse. Then | found out thatwere part of our family but
Turkish at the same time. Now | love all partshogtbig family and I'm desperate to
meet my other cousins. (Cetin 113)
Her long lost Armenian relative welcomes her inie Family in spite of her Turkish
nationality. As a consequence, Cetin can comertogevith the guilt of the perpetrator. In an
interview withWeekly Zamashe states: “I was both Armenian and Turkish, witle side of
me victim, the other side perpetrator. [...] But tlisnot a role | wanted. | did not want to
leave this load on my shoulders for later genenatigin Ozinian 2012).
22 This process of coming to terms with the pegtetrvictim conflict is not only dealt
with in the reconciliation scene at the end of themoir. Cetin marks the reconciliation
between perpetrator and victim by stressing theomamce of food and music in both
cultures. Cetin states about growing up in her Blrkamily: “There might not have been
enough money to make ends meet, but there werghings never lacking. The first was
love, the second was food” (17). When she getsdetrer grandmother’s sister in America,
she notes: “Like her older sister, Auntie Margedldwo cook and entertain visitors. We ate
royally throughout our time together” (111). Thdtate of eating can even be associated
with a certain kind of homecoming. Feeling detactiemim herself and her communal
belonging, Cetin experiences in her aunt’'s homanrerica a hospitality that is very alike to
that of her Turkish family. Thus, the importancefobd serves as a metaphor for Cetin’'s
accomplishment of overcoming the detachment fromsdie by finding the familiarity of
food in an unfamiliar place.
23 Cetin finds a familiarity in her aunt's home digefood but also due to music. A
specific song, “Hingalla” (Cetin 112), functions asmetaphorical instrument of mediation
between perpetrator and victim. It occurs at they Weginning of the memoir and reoccurs
yet again in the reconciliation scene at the endt.oin the earliest recollections of her
grandmother’s childhood, Cetin narrates

Heranush was a child who learned fast, and shehaldoan ear for music. Because
she loved to sing, her repertoire was growing, sinel would also try to teach her
sisters, brothers, and cousins. But there was ong she loved more than any other,
and she would return to it as often as she could. (
It is this song Heranush sings when Cetin finds Aemenian-American family and
announces to her that a reunion might be posdiié.long after Heranush’s death, Cetin

discovers the song to be Turkish as well as Armreimaa conversation with Aunt Marge.
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Their instantaneous reaction to this discoveryhiat they begin to dance together in the
kitchen.

24 The act of dancing together to a song whicbaged in Armenian and Turkish culture
can be interpreted as another kind of homecomirgginCstates in her memoir that her
grandmother’s parents used to dance together whenleey could: “Hovhannes and Isguhi
loved to dance, and if there was a celebratioménvillage, they would be there; they would
become one with the rhythm of the music and daheehalay for hours on end” (10). Thus
dancing and music serve as a way of reconcilingggions within the Turkish-Armenian
family. Consequently, Cetin finds a possibility aeercome her trauma of detachment and
embrace her roots in the encounter with her granidens Armenian family. This reunion is
not only limited to her own finding of self, howeaydut serves as a way of carrying her
grandmother’s story to completion. Through her at#h competence and the restructuring
of events, she marks her homecoming at the verypgetite memoir. Rooted in Armenian and

Turkish culture, she finally manages to find a hambeoth.

The implicit imperative of storytelling

25 The victim-perpetrator conflict, however, is nbe most troublesome obstacle, as
Cetin must face the paradoxical life of her granthmapin the most complicated fashion. In
the encounter with her grandmother’s fragmentedtitle she faces tremendous hardship.
She finds it impossible to get all the answers rddd truly comprehend her grandmother’s
double life. It is no surprise she asks herselb &y, when it came to the question of her
true identity, did she feel so helpless? Why calid not defend her identity, or the family
into which she had been born?” (78). When she asksgrandmother why she did not
convince her husband to let her visit her familyAimerica, she answers: “How should |
know?” Cetin recounts: “Whenever she did not wanexplain something, whenever she
wanted to avoid an argument, my grandmother wolvidys give the same answer: ‘How
should | know?’ Every time she said these wordsegmed to me that she was saying:
‘You're right, | so longed to go; but | was helgeso what could | do?” (78).

26 Her grandmother’s alleged helplessness is imeape to her, thus Cetin must
reevaluate her perception of Heranush. As Chahisiates, “the author finds it difficult to
reconcile the powerful and loving character of g@@ndmother with the story of a past full of
suffering and loss” (Chahinian 2008). Aware of th®gossibility of reconciling the strong
woman Seher with the perceived genocide-victim Hesh, Cetin feels burdened. She must

shoulder “the burden of the listener on the reogivend of a traumatic testimonial”
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(Chahinian 2008) but feels powerless in the facthefcruelties of genocide. But the burden
she shoulders cannot only be limited to
the transference of pain. It also consists of thperative to act upon receiving the
story. As much as the survivor is compelled tg tek listener is compelled to act. In
Cetin’s case, this imperative is mandated by handmother’s specific request to be
reunited with her Armenian family members livingAmerica. (3)
| would like to suggest, however, that another ioiplmperative can be identified. It is the
request of her grandmother to have her story Gltuth sees traumatic testimonials as a
“plea by an other, who is asking to be seen anddheand a “call by which the other
commands us to awaken” (Caruth 9). Heranush's aiem from her own roots and
ultimately, her incapability of carrying her owrost to completion, demand from Cetin to
resolve Heranush’s contradiction in identity. Fridme perspective of an omniscient narrator,
Cetin fills the gaps in the memory of her grandmeothy reconstructing Heranush’s history —
moments of suffering and loss as well as momenssrehgth and power.

Retrospective empowerment: Reconciling the victimrad the matriarch

27 It is remarkable how Cetin manages to recorslittle Heranush'’s stories of pain and
sorrow without reducing her entirely to her victgaiion. By resituating her grandmother’s
genocide experience in her happy childhood, stigdser lively attitude, her ability to lead
groups, to serve as a mentor to other childreninQearns that Heranush was not changed
entirely by the genocide experience but maintaihed strength and confidence. Little
Heranush “was usually the one to start games; dethe leader, the one who showed the
way, and the other children were happy to go alwiilp her” (7). Cetin proceeds and
recounts: “In this crowded and colourful multitudee clever, mature and responsible
Heranush stood out, winning much admiration” (13he thus manages to relativise the
image of the victimised child and recognise hendraother’s strength in her perception of
young Heranush. Hence, she can draw a line tordaedgother’s strong character:

The sections where Cetin recounts her childhood onesiread like long dedications
to her grandmother, in admiration of her strengtr, outspokenness, her compassion,
and her protectiveness of her grandchildren and #mebitions. Aside from her role
as the matriarch within the familial household, iGgiresents her grandmother as a
respected figure — guide, mentor, and mother fer l#nger community within the
neighborhood. (Chahinian 2008)

28 This impression is given due to an abundanstooies referring to her grandmother’s
admirable qualities. Although Heranush was martieda Turkish man and living in a

patriarchal system, she is still depicted as thg woman to confront the patriarch in the
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household: “Then she told my grandfather, ‘Donfingrthat ignorant hoca’s idiotic words
back into this house again.” Having taken the mattéand and silenced my grandfather, she
then nodded for me to continue” (33). And even Thekish patriarch, her husband, would
call her “Sergeant Seher” due to her admirable uesfulness when it came to solving
problems (Cetin 25). Consequently, Cetin’s nareatenders visible that young Heranush is
not merely a victim but a person who would remafarsg and confident throughout her life.
29 Although Cetin perceives her grandmother to Istr@ng and powerful woman, she
still has problems understanding why Heranush reetahidden and passive for such a long
time: “So why, when it came to the question of tree identity, did she feel so helpless?
Why could she not defend her identity, or the fgnmito which she had been born? Why
couldn’t she stand by her own wishes” (78). Sheimgs that her grandmother is helpless in
the face of discrimination. However, it does ndtetdong until she realises Heranush’s
supposed powerlessness, if scrutinized in detaih fact the strength of a genocide survivor
who tries to protect her family. Due to the disanation of converts, as well as of so-called
“convert’s spawns” (79) in the aftermath of the geide, Heranush kept her Armenian
identity a secret for a long time.

30 “Convert’s spawn” refers to the children of suovs who converted to Islam late in
their lives. When Cetin’s mother tells the storyhaiw neighbourhood children used to call
them “convert’'s spawn”, it is apparent how proteetHeranush is of her children. Knowing
that being partly Armenian could cause serious dgna her childrens’ lives, she “argued,
reasoned, sometimes spoke sweetly, and sometiraefido temper” to make the children
stop using the term to refer to her children (F8ranush knows she must hide her identity
or otherwise, her children would face discriminatidcven the slightest mentioning of
Heranush’s true identity could ruin life chancescse her son was refused at a military
school due to the fact that Heranush’s birth degié had the word “Muhtedi”, meaning
convert, written on it. “When | asked my grandmothbout the military school refusing my
uncle, I noticed that she was still distressed alioli..] The pain hadn’t gone away” (80).

31 Hence Heranush did not die a victim but left genddaughter a legacy of voicing
and reconciling her disrupted self by reconstryuctiong lost memories and imposing a
narrative structure on the chaos resulting fronurtratic experience. However, Fethiye
Cetin’s case is just one among many, since thexe'lar some estimates, as many as two
million Turks who have at least one grandparerArofienian extraction” (Freely in Cetin ix).
The trauma of genocide survivors and their desagsdas exemplified by Fethiye Cetin and

her grandmother, clearly establishes the imperativgenocide-recognition.
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The Denotation of Room and its Impact on the Constrction of Female
Identity in Kate Chopin's The Awakening
Sara Tewelde-Negassi, University of Cologne, Gegman

Abstract:
“A woman must have money and a room of her owrh# s to write fiction.” According Virginia
Woolf's A Room of One’s Owmoney and room are the predominant items thabampa woman
to gain independence and self-reliance. Thus attiisle will deconstruct the idea of the room bisth
a physical and metaphorical sense and apply Wotllfesis to the life of Edna Pontellier, the
protagonist of Kate Chopin’s nov@he Awakeningo show how exactly the notion of the room is
able to shift a woman’s personality which has alyedeveloped in an environment dominated by the
patterns of patriarchy.

1 Kate Chopin’s novelThe Awakeningtells the story of a married woman, Edna
Pontellier, who, at first, devotes her life entyréd the domestic duties and to the happiness
of her children and her husband, trying to meet rdfguirements of a Victorian woman
(Bender 466). When she goes on vacation to Graldwg#h her family, she becomes
acquainted with Creole women like Adele Ratign@liel Mademoiselle Reisz who trigger
her journey of self-discovery. However, this deypahg process already seals her fate, since
she is not able to hold on to this slowly awakemiag of herself due to the social restraints
of her time. This article will deal with these masnts and with the question of how the
denotation of room — both its physical and metaabrepresentation — stirs the process
of self-discovery and finally leads to the constiart of a female identity.

2 Drawing on Virginia Woolf'sA Room of One’s Owrihe topics of room and money
will be examined, since their lack is consideredhesreason for the small number of female
authors, as the main statement of her essay sti8wgoman must have money and a room
of her own if she is to write fiction” (4). Thuspam and money are identified as the objects
that are able to offer a woman independence.

3 However, the main aim of this article is to destonct the idea of the room both in a
physical and metaphorical sense. Woolf's thesi$ lvélapplied to the life of Chopin’s Edna
Pontellier to show how exactly the notion of th@nois able to influence and to shift a
woman'’s personality; a personality which was depetbwithin the confines of a patriarchal
society.

4 Woolf's A Room of One’s Owranalyzes the correlation between the female
deprivation of room and its ensuing intellectualgrty. The question that arises here is in
what sense the female sex is considered as beiog goinferior to men and how this

inferiority is able to hinder them from writing fion and being independent. Is this lack of
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fictional output caused by the environment womenevgeirrounded by until the 20th century
or does it rather lie within the nature of the féergex?

5 In general terms, it is noticeable that VirginMéoolf chooses a first-person and
fictional narrator forA Room of One’s OwrBy these means, she is able to give voice not
only to one woman in particular or to a few womém apecific social class, but to women in
general. She emphasizes this in the very beginmyrgaying: “Here then was | (call me Mary
Beton, Mary Seton, Mary Carmichael or by any naime please — it is not the matter of any
importance)” (5). Nevertheless, it becomes evidleat the narrator in her essay addresses the
female sex in particular: “Are you aware that yae #he most discussed animal in the
universe?” (30).

6 In chapter two of her essay, the narrator's aeunabout poverty and women (29)
strikes the eye. At first glance, it seems thatelee many facts supporting the assumption
that the poverty of women has an impact on theilitaldio write fiction. It is stated that
women are weaker and therefore poorer in the nsmase, that they have a small size of
brain and that they thus are mentally, morally ghgsically inferior to men: “Hence the
enormous importance to a patriarch who has to cemaquho has to rule, of feeling that great
numbers of people, half of the human race indeedbw nature inferior to himself” (40). To
answer the question which was posed earlier, thesamptions give evidence for the fact
that women are not able to write fiction not priftyadue to their natural disposition, which
means that they are naturally inferior to men, tué to the social restraints a patriarchy
causes, as “England is under the rule of a pahyar@39).

7 With the hypothetical example of Shakespeare&esi the narrator puts more
emphasis on the social restraints of patriarchy aoimad to cope with. Woolf argues that if
Shakespeare has had a sister, she would not hagarte opportunities he had as a man. She
would have very few chances of receiving educadina “no chance of learning grammar and
logic [,] let alone of reading Horace and VirgiBg), since education was almost entirely
denied to women. Instead, the main tasks that wepected from her lie in fulfilling
domestic duties and to marry at a very young aber parents [...] told her to mend the
stockings or mind the stew and not moon about Witbks and papers. [...] Soon, however,
before she was out of her teens, she was to betledr to the son of a neighboring wool-
stapler” (ibid). Since education was not consideseshething that women should partake in,
they could not turn to writing, either. The narrabd A Room of One’s Owassumes that, as
it was not expected from a woman to write, theuafice of this restraint would have been

noticeable in her work, since she would have taemstress” and suffer a “dilemma” while
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composing it and “whatever she had written wouldehbeen twisted and deformed, issuing
from a strained and morbid imagination” (38).

8 Another argument of the narrator’s is that a wonsanot able to pursue writing the
same way a man does, since she is not given enoogh to express herself freely and not
because she is inherently intellectually inferlmut rather because “all the conditions of her
life, all her own instincts, were hostile to thatstof mind” (59). However, the argument of
the deprivation of room and money again capturesctincept of poverty both in a financial
and social sense. It is stated that if a woman svemtvrite fiction, she has to be financially
independent and also has to have a private pldeally with a key and a lock: “A woman
must have money and a room of her own if she write fiction” (4). This demand for room
can be understood in two ways: First, in the phalsigcay, which means that 20th century
women did not have a private place of their ownsagond, that they did not have the
financial strength to sustain themselves or toiveceducation as mentioned earlier.

9 In terms of the physical realization of room, wamdid not usually have a private
place: “In the first place, to have a room of hemolet alone a quiet room or a sound-proof
room, was out of the question, unless her pareate wxceptionally rich or very noble even
up to the beginning of the nineteenth century” (84dditionally, women were supposed to
devote their time entirely to their domestic duesl to the happiness of their families which
made a private place unnecessary. Regarding mameyien were not able to support
themselves without help, since this period offdite®m few chances to earn a living. This is
shown by the narrator's statement which presentsespossible occupations for women in
this period: “I had made my living by cadging odib§ from newspapers, by reporting a
donkey show here or a wedding there; | had earntedvgpounds by addressing envelopes,
reading to old ladies, making artificial flowergathing the alphabet to small children in a
kindergarten” (43).

10 Usually women were financially dependent onrthasband, to whom they were also
legally bound through marriage. If they were notrmea, they were legally and financially
dependent on their fathers: “Her pin money, whiepehded on the goodwill of her father,
was only enough to keep her clothed” (61). Besaaing money, the narrator also presents

another way women could be financially secured, etgithhrough the inheritance of deceased

! Furthermore, it is stated that due to the fact W@men mostly used a male pseudonym to veil tiegir
identity in order to ensure that their work getblmhed, they, at the same time, confirmed the eations and
gave in to them.
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relatives: “My aunt Mary Beton [...] died by a faloin her horse [...] she had left me five
hundred pounds a year for ever” (43).

11 Furthermore, Woolf presents a very interestiiggvvon money and its effect on the
individual. It is said that money, which ensurasaficial security, has the power to shift the
mindset by changing the emotional state of a perSéfnat a change of temper a fixed
income will bring about. [...] Therefore not merely dffort and labor cease, but also hatred
and bitterness” (44). Thus, money can almost héwe dffect of medicine or rather of
morphine, since it is only able to suppress nohéal negative emotional conditions as
emotional turmoil and stress, so that a more p@sdititude can be ensured. Furthermore, its
psychological effects help to broaden the horizohsvomen which were limited through
social constraints as observed before. As a reétitis, freedom of the mind and intellectual
independence are accessible: “The greatest retéadkbcame, which is freedom to think of
things in themselves. That building, for example] tike it or not? [...] Is that in my opinion

a good book or a bad? Indeed, my aunt’s legacyileuvihe sky to me” (45).

12 Moreover, Woolf's arguments on the poverty ofnvem also apply directly to the
concept of a “True Woman” (Elz 26). The concerna ®fue Womardo not revolve around
business affairs or politics, since her main octiopas to be “the moral and chaste center of
the family” (ibid). This view is also mirrored indfe Chopin’s novel where, at the beginning,
Edna Pontellier resembles the characteristics ©fu@ Womansince she tries to meet the
requirements of the Victorian ideal of the “Angalthe House” (Woolf: Professions 236).
This ideal is also thematized in Virginia Woolf'ssayProfessions for Womewhere she
elaborates on the characteristics of this phenomehacording to that, this ideal is attributed
to women who are described as being charming, fistsebnd self-sacrificial (237).
Furthermore, Woolf states that this kind of womdn:] never had a mind or a wish of her
own, but preferred to sympathize always with thedaiand wishes of others” (ibid).

13 However, as Chopin’s novelhe Awakeningprogresses, Edna becomes more and
more affiliated with the concept of a “New Womaik1{ 26). The ternNew Womanwhich
also found discussion in Bram Sotker’'s noleacula (1897), stands in stark contrast to the
Victorian ideal of theAngel in the HouseAlthough this term caused controversies among the
literary critics (Dowling 446), it can be said that woman whose characteristics are
associated with the concept of New Womanis one who “has access to educational
opportunities that her mother did not have, is bé&paf using her education to achieve
financial independence from the men of her farmiarries not only for social alliances but

also for love, and is sexual and controls her @hib reproduce” (Elz 26). Drawing on the
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women’s movements, it can be said that the firstenaf feminist movement, perceptible in
England in the 1850s (Dahlerup 3), was mostly corex with the fight for political
representation of women in government and thus thighfight for political room (ibid). The
aim of the second wave, which was also termed rlee&v“women’s movement” (Dahlerup 2)
and took place in the late 1960s and early 1970mast Western countries (2), focused
instead on the expression of individual or persaorgdds which was also reinforced by the
slogan “The personal is political” (ibid).

14 However, in Chopin’She Awakeninghis very conflict between the notion of the
New Womarand the correlated attempt to destroy the conokfite Victorian ideal of the
Angel of the housés explored and especially catalyzed through fiigaificant symbol,
namely the room both in its physical and metaplabriepresentation. In terms of the
physical realization of the room, Chopin uses twajan settings, namely the city and the
island, to illustrate how the notion of room, asyanbol, works on the issue of self-realization
and the construction of female identity by allowngmen to achieve freedom in different
ways. As the impact of this symbol has already bemealyzed, this part of the article will
consider the shifts in personality which Edna, ghatagonist of the novel, undergoes in each
of the places she stays at. Furthermore, it wibwshn how far these places are able to
contribute to the construction of her independentkerefore, the first step of the
investigation will concentrate on the physical r@odepicted in this novel, while the second
step will deal with the metaphorical realizationrobm and discuss the question of whether
Edna has achieved absolute independence and freedom

15 In terms of the investigation of the idea ofrmoas a physical place, Edna primarily
enters the cottages of Madame Lebrun at Grandatglee very beginning of the novel, where
she vacations with her husband and her two sons.idland is highly significant, especially
for the progress of achieving self-awareness, dineeottages on the island are able to offer
Edna partial liberation from her family. Thus, se&ot occupied with the custody of her two
sons, since a quadroon helps her to take careeof.tBhe does not spend much time with her
husband, since he occupies himself with his worlstnad the time. Thus, he does not show
much interest, in, for example, accompanying hilewo the sea and bathe with her: “Mr.
Pontellier finally lit a cigar and began to smoletting the paper drag idly from his hand.
[...] The gulf looked far away, melting hazily intbe blue of the horizon. [...] Beneath its
pink-lined shelter were his wife, Mrs. Pontelliand young Robert Lebrun” (Chopin 4). At
Grand Isle, she is also liberated from the dutieghe household by Madame Lebrun and

from the society of New Orleans which demands astie® to high societal standards of her
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(Jones 121). But this liberty cannot be seen a®laies since Edna has to meet new
challenges instead.

16 At Grand Isle, she is not only surrounded by dwen family but also by the Creole
women. In particular, she makes the acquaintancAdele Ratignolle and Mademoiselle
Reiz, whose “passion” and “candor” (Jones 120)deaonflicting impression on her. Their
personalities and their behavior, which are shownough a third-person narrator,
demonstrate that the Creole women Edna meets atdGsde “idolized their children,
worshipped their husbands, and esteemed it a holylege to efface themselves as
individuals” (Chopin 9). But this holds true onlgrfAdele Ratignolle, since Mademoiselle
Reisz is not married, as the expression “Madenleisalready implies, and does not have
any children. However, this view of motherhood seetm be completely different from
Edna’s, as the narrator emphasizes: “Mrs. Pontellgs not a mother-woman” (9).

17 This leads Edna directly into a conflict betwee predefined social role of a
woman, which she is expected to perform, and hemn personal views on the matter.
However, it seems that this conflict is needed &kenher question her own status quo and to
make her aware that this suggested social roletisampatible with her character: “Even as
a child she had lived her own small life all withwerself. At a very early period she had
apprehended instinctively the dual life — that cantvexistence which conforms, the inward
life which questions” (14). Additionally, this quaton gives an insight into the social
conventions of her Presbyterian household in Keeytu§he had to be reserved and modest,
since the people there only allowed women to pufseexilom in their inner private, but not
in the outside world. The influence of the Creolenven teaches her that values and morals
are relative, and automatically leads her to tmal laf emotional turmoil which she has not
allowed herself in New Orleans (Jones 121). Throtigh impact she is able to perceive
freedom of expression. Faced with the more outgbiagtyle and personality of the Creole
women, Edna’s Victorian prudery vanishes. They agdin her desire for freedom which she
wants to act upon even in the outside world and fmompt her process of gaining self-
awareness more strongly (Jones 121f.).

18 The next important physical room which has tacbesidered is Madame Antoine’s
home at the Chéniere Caminada. During this trithéoisland, Edna is, in terms of physical
distance, far away from her family. She is freemhfrthe confining rules of her Presbyterian
background, from her husband, from the domestiedufrom the requirement to be a good
wife, and from the demands of her children. Thhis toom gives her in a sense freedom and

the chance to violate social taboos with impunitynes 122). This offers her the opportunity
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to become aware of herself as an individual. Tregmssing process of self-awareness is
also supported by Robert, the son of Madame Leland,revealed in her behavior towards
him: “She had never sent for him before. She hagmasked for him. She had never seemed
to want him before” (Chopin 32). This quotationcalshows that Edna is driven by her
desires and slowly abandons her reserved behalibough she herself is not aware of this
process which accelerates in its intensity, sitheeisland offers her the chance to perceive
the world with her senses rather than with her migailing across the bay to the Chéniére
Caminada, Edna felt as if she were being borne dweaty some anchorage which had held
her fast, whose chains had been loosening” (33)theumore, she learns to follow her
instincts and responds directly to them. When skis gungry, “she bit a piece from the
brown loaf, tearing it with her strong, white téefB86) or she “pluck[ed] an orange from the
[...] tree” (36-7). When she was thirsty, she “poussne of the wine into the glass and
drank it down” (36).

19 Back from her vacation, Edna returns to her bon€splanade Street, New Orleans.
In the city, Edna is surrounded by both her fanaih the old duties of a woman, wife and
mother. Furthermore, she no longer has a privateepbr a room of her own where she can
retire or take a rest. This change of setting floeeemeans a new challenge for her, since she
learned to yield to her instincts during her tfpus, she has to adapt the newly triggered
process of self-awareness to the highly restrictaatitions of her old life. Since she is now
able to see with “different eyes” (39), her olceliot only seems disconcerting to her, but
also adversarial: “The street, the children, thet frender, the flowers growing there under
her eyes, were all part and parcel of an aliendwtiich had suddenly become antagonistic”
(51). As a result of this challenge, she “breakisajther social confinement by ignoring the
temporal and spatial boundaries that limit her texise” (Jones 122). She begins to “do as
she liked and feel as she liked” (Chopin 54). Shesto neglect her domestic duties and her
reception days at home (Justus 117). Consequénsyseen that although she achieves self-
awareness at Grand Isle and at the Chéniére Camittedfreedom of her inner self becomes
less valuable in the city, since the highly restgcconditions of her old life make it harder
for her to perform said freedom in the outside worl

20 Due to the fact that Edna’s newly achieved salimad lifestyle is not compatible
with the old patterns of her social life, she begio suffer under an internal conflict.
Consequently, she decides to move into a housendrthe block towards the end of the
novel. She arrives at that decision “without eveaitwg for an answer from her husband

regarding his opinion or wishes in the matter” (3%@ich again shows Edna’s shift of
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personality from reserved and controlled behavaa more independent manner. This is also
exemplified by the things Edna considers as beinghwto be taken with her: “Everything
which she had acquired aside from her husband’atgpshe caused to be transported to the
other house, supplying simple and meager defiocgsntom her own resources” (80). Thus,
this house which is also called the “pigeon hou8&) by the servant Ellen, since it is small
and looks like one, turns out to serve as a rooimeofown where she can pursue freedom in
manifold ways. Firstly, she is physically liberatedm her children, who stay at Iberville
with their grandmother, and from her husband, was to leave to New York for business.
Secondly, she is also free from the things her &ndlpurchased, which are in fact not her
own. Thus, she starts to make herself comfortableer new home, even by physical labor:
“Arobin found her with rolled sleeves, working imrapany with the house-maid [...] She
was mounted upon a high stepladder, unhooking targidrom the wall when he entered”
(80). Thirdly, this house offers Edna the chancadbout her feelings and desires as she was
able to do at Grand Isle and in her childhood. &ke starts to pursue her sexual desires with
Alcée Arobin in New Orleans more intensively thdre slid with Robert Lebrun at Grand
Isle.

21 The physical representations of the differerdm® and the progress of Edna’s
independence in each of them now prompt the inyatstin of the idea of a cage as a
metaphorical place. Thus, the following paragraplié be dedicated to the question of
whether Edna is a woman who is able to break thrdbg restricted patterns of social life
and achieve ultimate freedom and independence eth&h she rather jumps from one cage
into another, contenting herself merely with padtitzerty.

22 Woolf’'s requirements of room and money for peeddreedom are met, but Chopin’s
novel shows the complexity of these elements. img$eof room, the ones previously
discussed show that Edna is granted only a shianpge of freedom and independence, since
she is offered them only to a limited degree. Etlenlast physical room, the pigeon house,
does not allow her to pursue freedom and indeparden an unlimited level, since her
overall restricted environment prevents her froat.th

23 In terms of money, Edna is able to feel its powsnce it is connected with
“conviviality, the enjoyment of herself as she cerses with friends and pursues artistic
interests” (Davis 146). Therefore, she considerseyas being valuable and desirable and
knows that it can allow her freedom (145-6). Altgbushe has no need to work to earn
money, she starts reflecting about selling somehef artistic work to gain financial

independence (146). In context of this processhstigages to move into a house of her own
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and sustains herself with “her mother’s estate sagmngs, and the livelihood derived through
art” (149). Thus, financial independence playsghhyi significant role for women in order to
let them develop their abilities, although it isaktonnected with some obstacles: “And when
the woman, left alone with no man to ‘support’ hates to meet her own economic
necessities, the difficulties which confront heoye conclusively what the general economic
status of the woman is” (Perkins Gilman 10).

24 Although Edna attains the two requirements pasd by Woolf, it still seems that
she is confided and trapped like a bird in a cageetpted by patriarchy. Every attempt to
break out of this cage and to fly away leads héoraatically back into it: “Edna recognizes
that in living she will, as her moving from her hento the pigeon house demonstrates,
merely be moving from one type of confinement tother” (Elz 20). Consequently, by
moving from her home in Esplanade Street to hegépn house” around the corner, she
trades “a gilded cage for a simpler one” and eveemshe flees she cannot escape (22). A
reason for Edna’s fate is that she does not hawéstinong wings” which a “New Woman”
(18) requires in order to fly as Mademoiselle Regigmnts out: “The bird that would soar
above the level plain of tradition and prejudicesmbave strong wings” (Chopin 79). But
Edna does not understand her: “I only half compnehker” (ibid). But she also cannot
suppress the developing “New Woman” in order tdlfé patterns society postulates for the
“True Woman” (Elz 18). Thus, she has to realiz¢ st cannot maintain a dual-life but must
choose a life that fits into the social restramitgpatriarchy, since the cage of marriage does
not allow her to act upon her feelings the way dbes at Grand Isle. This inner conflict then
prompts her to resign herself and thus leads to dwiride at the end of the novel.
Consequently, a parallel can be seen between Wdea aird she sees with a broken wing who
“was beating the air above, reeling, flutteringclong disabled down, down to the water”
(Chopin 108). A possible interpretation of this keblbe that due to the fact that her search for
freedom and independence is in vain, she triemtbthese values in death.

25 As Edna’s example shows, merely a room and maarey not able to give
independence to a woman, at least not for a coreiteetime or for her life as a whole, since
the social restraints hinder a woman from develgiar own identity. This identity is also
not chosen by the woman herself, but allocated éy gosition in society as a mother,
daughter, wife or widow. But in terms of Edna, #hesles stand in conflict with her changing
personality as Peggy Skaggs points out: “Thus wosnaxistence [...] intertwines with her

maternal nature. Edna’s sense of herself as a eenpkerson makes impossible her role of
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wife and mother as defined by her society [...] late 0f mother also makes impossible her
continuing development as an autonomous persorf) (11

26 It seems that female independence is not ortlpdoced to the society but also
eventually authorized by it as well: “Edna [...] repent[s] the New Woman who was
evolving in society [at] an early stage when soctead not yet adapted to tolerate a New
Woman” (Elz 25). Edna’s search for independenceadiof her time, leads her inevitably
into solitude.

27 The main aim of this article has been to shovetidr and how the denotation of
room is able to encourage a woman to constructvalie identity, as Woolf's ponderous
statement that “A woman must have money and a rooher own if she is to write fiction”
(4) presupposes. Thus, a woman can only pursuenginivhen she has already gained
independence, which means that the room, as orteopahe requirements, serves as a
solution to escape and to break through the soestictions a woman has to endure in
society.

28 Kate Chopin’s novelhe Awakeningwith its protagonist Edna Pontellier offers a
chance to investigate more precisely how the roamhave an impact on the construction of
identity on a physical as well as metaphorical leire a first step, it has been shown that
physical realization of room has an impact on thestruction of a woman’s independence.
Edna becomes for the first time aware of herselé g®rson at the cottages of Grand Isle,
away from any role society assigns her. This p®agseveloping self-awareness is made
possible by the conditions of her vacation. Thirg & able to view the roles of wife and
mother from a different perspective and to chargeway she sees the nature of herself.
Through this reflection she comes to the conclughan she does not see herself in any of the
roles society determined for a woman. However, phisess of self-awareness and emerging
independence has another side effect. She nowhmaintain a dual life which appears to be
rather a burden than a relief, since the slowly kemang New Womanin her has to be
suppressed in favor of tAiedue Womarwhich she has to be to fit the patterns of theespc
Thus, she realizes that she is, metaphoricallylspgaentrapped in a cage like a bird, since
the freedom and independence she has achievedmaredl and cannot be pursued in the
outside world. This conflict leads her then to texision to rather die in that cage than to

endure life’s burden any longer.
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The Search for Identity in Black British Women’s Drama: An Analysis of
Jackie Kay’s Chiaroscuroand Winsome Pinnock’sTalking in Tongues

Eva-Maria Cersovsky, University of Cologne, Cologne

Abstract:
Black British women cannot be counted amongst thesale playwrights who have profited
from the “revolution” within British theatre — a @&opment which Heidi Stephenson and
Natasha Langridge have attributed to the last dechthny, especially feminist, scholars
have pointed to the fact that black women are matgied as well as silenced in British
cultural and political discourses and regimes gpfesentation. Consequently, the search for
identity very often is an issue black female plagiws are concerned with in their writings
about black women’s lives. Drawing on African-Angam, but mainly British scholarly
discourses of performance and dramatic texts as$ @aselon theories of identity and
representation, this paper analyzes the ways inolwdackie Kay's<Chiaroscuroand Winsome
Pinnock’s Talking in Tonguesepresent black female identities. It will arguett both
playwrights portray black women'’s search for idgnis an ongoing process of becoming
and depict black female identity as complex and ufismeously influenced by and
interwoven with issues of race, gender, sexuality laelonging.
1 In 1997, Heidi Stephenson and Natasha Langritijeds “British theatre, in the last
thirty years, has undergone nothing short of altgam — from a point where the woman
playwright was almost an anomaly, to the presentyhich more women are writing for the
stage than ever before (ix).” However, there alg arfew black women amongst the twenty
female playwrights they have interviewed for themok. Even though black British women
playwrights finally started to play a role in theatfrom the mid-1980s onwards, this
“revolution” did not include them as they still aae the margins of British theatre (Griffin,
Playwrights 35). Contrary to white women’s plays, few of blagkmen’s writings for the
stage are actually published after their perforregiRonnuswami 218) and have only become
the subject of scholarly attention within the lagb decades. Then, theatre scholars, such as
Elaine Aston (1995) or Lizbeth Goodman (1993),tetato include chapters on black British
women playwrights in their books on feminist theatit was only in 2003 that the first
monograph to focus on black women’s plays only, rigéd Griffin’s Contemporary Black
and Asian Women Playwrights in Britaiwas published.
2 Many, especially feminist, scholars have pointedhe fact that black women are

marginalized as well as silenced and othered itisBricultural and political discourse and

! In Britain, contrary to the United States, themeblack refers to black and Asian people alike,ssufing
people from Africa, the Caribbean and Asia underiibmogenous category “non-white” (Dahl 52). Du¢ht®
lack of a term “that does not glorify ‘race’ yetkmowledges the existence of racialism” (Ifekwunigiidd), this
paper will use the term black as a political omejuding all people from Africa and the Caribbeamovsuffer
discrimination because of their skin colour or ahdiescent

28



regimes of representation (Mirza 3). Consequelttlg, search for identity very often is an
issue black female playwrights are concerned witlithieir writings about black women'’s
lives. Drawing on African-American, but mainly Bsit scholarly discourses of performance
and dramatic texts as well as on theories of itlemind representation, this paper analyzes
the ways in which Jackie Kay&hiaroscuroand Winsome Pinnock’$alking in Tongues
represent black female identities. It will arguattboth playwrights portray black women’s
search for identity as an ongoing process of beegrand depict black female identity as
complex and simultaneously influenced by and inteewn with issues of race, gender,

sexuality and belonging.

Black British women playwrights in 1980s and early1990s Great Britain

3 While a distinct black British theatre emergedha 1950s and various plays by male
black playwrights were produced by the end of tBé0k, theatre work written by black
women was only encouraged as well as recognizen 11@86 onwards — the year the Second
Wave Young Women’s Project set up a National YoMvigmen Playwright's Festival in
South London and Winsome Pinnock®s Hero’'s Welcomewas staged by the Women's
Playhouse Trust for the first time (Croft 85-86)ewdrtheless, as Meenakshi Ponnuswami
argues, some black women already played “crucifsbstructural roles in shaping black
British performance arts” during earlier years (R earl Connor, for example, ran thdric
Connor Agencyestablished in 1956 to represent black artisteeatre, from 1958 until 1974
and founded thdlegro Theatre Workshap 1963 (218).

4 Various factors were responsible for the fact thack women started to play a more
prominent role in 1980s British theatre. Firstlyamy were discontent with the limiting roles
they had to play as actresses and the generakepiadion of black women in theatre at the
time. Black women were now eager to represent Hiatlale experiences on stage from their
perspective. Secondly, the second generation ofignamts, many of whom were either born
or had been raised and educated in Britain, wa® nmatined to openly object to the values
and discriminations of the Empire than their pasemad been (Goddaréeminisms27).
Young black women were especially politicized bg tirass-root activism and the political
as well as community work of the 1970s/80s. By 19B&re were approximately twenty
women’s groups, such as tBé&ack Women'’s Groupr theOrganization of Women of Asian
and African Descentind a black feminist theory had developed owt ofitique of the white

2 Due to the limitations of space available, theyplare mainly read as dramatic texts, even thosgeais of
their performance on stage are sometimes disclassee|l.
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feminist movement and its failure to address radiffierence (Ponnuswami 221, Starck
230)3 Additionally, from the late 1970s onwards, severaports on so called ethnic
minorities’ arts, such as Naseem KhaiBe Arts Britain Ignores: The Arts of Ethnic
Minorities in Britain (1976), raised awareness and resulted in the gment’'s funding of
black — with no special attention paid to black veonthough — theatres, as the authorities
were willing to act for equal opportunities afteeturban riots of 1981 (Goddafgeminisms
20 ff.)

5Black and feminist theatre groups, the formerioatly dominated by black men, the latter
by white (middle-class) women, also gradually betgahe more open towards black women
playwrights. In 1984, for example, tiack Theatre Cooperativetaged Jaqueline Rudet’s
Money to Live(Croft 86) and one year later tidomen’s Theatre Groupresented a multi-
racial policy in order to include more non-whitemen into their company. Since it was not
easy to fulfill such policies, the company only fpemed its first all-black production of
Sandra Yaw'<Zerri’'s Choicein 1989 (Aston 81 ff.). Black women’s plays at tivae were
mainly produced in either black or women’s companihich toured nationally or in off-
West End venues such as thecycle Theatrein Kilburn. Amongst the white (male) led
venues th&koyal Court Theatrevas the only one to stage work by black Britismven on a
regular basis (GoddarBeminisms23).

6 However, black women started to organize thein dhneatre companies in the 1980s
as well. Bernardine Evaristo, Paulette Randall Batticia Hilaire founded th&heatre of
Black Womenn 1982, for example. The company’s single polguideline announced to
focus on work by black women playwrights only, nrakithem visible by putting forth
workshops and summer schools in disciplines suchctiag, writing, directing and stage
managing (Croft 87). Even though the company isamégd as having been “crucially
important [...] in the history of the developmentlddck women’s performance in Britain”
(Goddard,Feminisms26), it had to disband in 1988 as it did not haufficient money to
stage its plays appropriately due to a stop in fumpdGoodman 153, 155). Other theatre
groups founded by black women, however, did nowipie®o comparable opportunities for
women playwrights. Talawa, for example, establisinet985 by Yvonne Brewster, who had

become the first black woman drama officer in thisACouncil in 1982, did not produce a

% For a discussion of in how far theatre by blacknea can be considered as feminist and how blackemom
regarded the issue themselves in the 1980s, cbnAshapter six, Goodman chapter six, and Goddard,
Feminismsl-13.

* For the problems the state’s funding of black aftsing that time posed for black British artists ¢
Ponnuswami 222 f.
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play by a female playwright until 1991 (Ponnusw&8) and only had its first performance
of theatrical work by a black British woman in 19@Boddard Feminisms25).
7 Therefore, and due to a relative lack of spealiffcblack women’s companies, the
majority of black women playwrights was subsumetd e larger black male and/or white
feminist organizations, and often had to choos&éen highlighting race or gender and/or
sexuality in their plays (25 ff.). Lynette Goddaadcribes the absence of a sustained black
women’s theatre movement, inter alia, to MargarkatCher's neo-liberal policies of the
1980s, which promoted individuality and thus a tshiivay from collective identities and
organizations. The Thatcher government also immgrsé its subsidies for the arts and
focused more on including black arts into the magan than funding black companies
individually. The result was a decline of many fenhy subsidized black theatre groups in
the late 1980s and early 1990s and thus, againceeldthe opportunities for black women in
the theatre business of the new decade (28-30héfunore, although the 1980s saw quite lot
of productions of plays written by black British men in comparison to earlier periods, the
scripts were often unlikely to be published. It wady in 1987 and 1989 that the first
published collections of black British plays apgeh(Ponnuswami 218pix Plays by Black
and Asian Women Writerpublished in 1993, was the first anthology tolesively contain
work written by black and Asian women (George 5).
8 Black women'’s plays of this period dealt with elise topics ranging from examining
the effects of migration and history on women’sfito teenage pregnancies to notions of
beauty. Many let black women tell their own stordesl tried to undermine a focus on either
race or class or gender or sexuality, challengmfetypical images of black womanhood
(Griffin, Playwrights15; Goodman 181). With regard to form, the mayoat black British
women playwrights resumed the realistic traditiamiscontemporary British theatre, but
presented narratives rooted within a diasporic edntvhich disrupted the conventional
structures of realism and made women the centigksts of the play (Ponnuswami 224;
Goddard,Feminisms51). Nevertheless, some playwrights, such as dakhly, also used
alternative forms of theatre like the choreopoemictv combined poetry, music, dancing and
theatre to disrupt the borders between stage atiéraae, reality and fiction or black, white
and mixed-race (GoddarBieminismss2). Kay and others admitted they were influeniogd
the 1980 West End production of American playwribhbzake Shange’s farolored girls
who have considered suicide, when the rainbowus, &hich, according to Susan Croft, was
a “revelation for black women writers” (86) as ihployed poetry and dance in its search for
identity.
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Concepts of Identity and Representation
9 This quest for identity very often lies at theahieof plays by black British women,
too. Writer, activist and filmmaker Pratibha Parmagplains why the issue is so important:
[T]he question of identity has taken on colossaigieparticularly for those [...] who
are post-colonial migrants inhabiting historiesd@ispora. Being cast into the role of
the Other, marginalized, discriminated against, #adoften invisible, not only with
everyday discourses of affirmation but also witthia ‘grand narratives’ of European
thought, black women in particular have fought $seat privately and publicly our
sense of self: a self that is rooted in partichiatories, cultures and languages. (58)
Initially encouraged to come to Britain after thec6nd World War and the decline of the
Empire, a diverse group of people from former c@ermigrated into the country from the
late 1940s onwards. Once in the metropolis, howdhely found themselves categorized as
one racially and culturally homogenous out-groupd aonnsidered as a problem, “an alien
presence disturbing the English peace” (Dahl 42vesal political measures and acts
controlling and restricting immigration in the 1368nd 1970s served to institutionalize and
further the racism found in white British populaisaburse (42; Joseph 199). Likewise,
Margaret Thatcher still invocated the notion ofrétary English culture not to be polluted by
people from abroad even though by then “an incngaproportion of those who trace[ed]
their descent to the ex-colonies [...] [were] born &b least raised and educated] in Britain”
(Dahl 52). However, the predominant national Bhitidentity was built upon a hegemonic
white ethnicity, so that black men and women nerdgdelt displaced and doubly alienated
— both from their ‘homeland’ and from the ‘mothemnatry’, where they permanently had to
explain a continued presence as ‘Others’ (GrilRemainsl99; Mirza 3; Dahl 46).
10 In the late 1970s/early 1980s, the wish for wgresisibility and more equality led
black men and women to form alliances and orgap@dically based on assumptions of
shared authentic subjective cultural and historeogleriences as black people. While these
strategically applied identity politics had the powo mobilize, they nevertheless erased all
cultural, historical and individual differences atidcontinuities the diverse communities and
individuals were marked by (Ang-Lygate 182; Griffinlaywrights10; Mirza 3-4). Claims
for the recognition of multiple identities and @ifences amongst black people and the
growing discontent with a hierarchy of oppressiomaece was mostly considered as the
primary identity — highlighted the limits of an wrdtanding of blackness as an essentialist,

universal and homogenizing category (Ang-Lygate; Migza 8)°

® |t is important to point out, however, that “thésea radical difference between a repudiationhefitlea that
there is a black ‘essence’ and recognition of tley Wlack identity has been specifically constitutedthe
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11 In the wake of these realizations, black cultwdics began to re-theorize the
concepts of identity and difference (Ponnuswami 223Vhereas cultural identity has been
regarded as fixed as well as rooted in a univefaatual past and culture before, it is now
seen as a fluid matter of “becoming” and “beinggnsforming in a continuing process of
positioning oneself and being positioned withincdigrses of history, culture and politics
(Hall 393-395). According to the sociologist andteral theorist Stuart Hall, the diaspdtic
identities of black British people are simultandgdsamed by resemblances and continuity
as well as by differences and rifts (395). Thisagption of identity “lives with and through,
not despite, difference” (402). It is also closebnnected to notions of meaning-making and
the political and cultural construction of the sd@ategories race, class, gender and sexuality
as Hall defines identity not as an already accoshpli fact, but as “always constituted
within, not outside, representation” (392). Repm¢atons are generally understood to
portray and constitute as well as uphold notionw/lét is assumed to be real and true about
humankind. This means they can easily become paositfrom which identities are
(re)constructed in culture (Brewer 1; Godddtdminisms). Moreover, as bell hooks claims,
certain stereotypes about black women occurred hitewimagination first, meaning that
constructions of identities in society can be pdeckby their representatiorfSglvations0).

12 Black British women have historically been negdtom Eurocentric popular as well
as cultural and/or political discourse about ragtass, gender and sexuality, inhabiting the
empty spaces in-between and thus being deniedentpdo speak for themselves and to be
heard (Mirza 4). bell hooks’ critique of black wom situation in the United States can
equally be applied to their lives in Britain: “Whdxack people are talked about the focus
tends to be on blaakien and when women are talked about the focus temth& ton white
womeri (Woman 7). Lacking the subject positior($jom which to derive the power to
represent themselves and tell their own storieackblBritish women were racially and
sexually othered, their identities being creatddrior to the white (male) norm as well as to
the ideals of (white) womanhood (Brewer 121; Godd&eminisms5). According to
Goddard, the concept of true womanhood “was coedtm terms of beauty, femininity and

experience of exile and struggle” (hooB$ackness120).

® Stuart Hall equates diaspora with hybridity anffedénce and understands it as “recognition of ssasy
heterogeneity and diversity” (401 ff.). SimilarBratibha Parmar considers it a concept that embrapdurality
of differences and “a way out of essentialism” (59)

" This paper follows Mary Brewer’s understandingsabject position(s) as “a material cultural spaa#dwing

one to speak and to be heard as well as a “pdlgtaadpoint from which one may [...] define and ipret the
meaning of one’s own experience.” The word positfoget in the plural as subjectivities are condege being
“composed of multiple identities that often compaiel conflict with one another” (Brewer 121).
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morality that were only achievable for white uppéss women [...]; black women [...]
were positioned as ugly, masculine, sexually deégl and immoral in comparison
(Goddard, Feminisms5 f.). Just like blackness, black womanhood wascgieed as a
homogenous, given and stable category. This clegposed ideas about women’s fluid as
well as simultaneously multiple identities and sahiyvities (Ang-Lygate 173-175).

13 Performance, Goddard argues, constitutes “aal gp@ce for explorations of cultural
identity, holding within it the possibility of reodiguring the ways that we think about each
other and view the world”"Heminismsl). Likewise, Brewer points to the “deconstructive
mechanisms” of theatre which serve to dismantle @rdest hegemonic representations of
(black) womanhood (3). The following analysis wahow in which ways Jackie Kay’s
Chiaroscuro and Winsome Pinnock’sTalking in Tongueschallenge and counter
homogenizing representations of black female idestby portraying black women’s search
for identity and belonging.

Questions of identity and belonging in Jackie Kay'sChiaroscuro and Winsome
Pinnock's Talking in Tongues

14 Winsome Pinnock and Jackie Kay, who both grewimi@ [British] society which
denies blacks a voice and constructs itself inxarusion of blackness” (Godiwala 249), are
deeply concerned about questions of black Britddniity and belonging. Jackie Kay is a
poet, novelist and one of the “key writers of blde&bian plays”, born of a Nigerian father
and a white Scottish mother in Edinburgh and adbpte white Scottish parents as a baby
(Goddard,Feminisms105). In Chiaroscurq written for theTheatre of Black Womershe
explores matters of black lesbian and mixed-raeatities, naming and belonging. Through
the four female black/mixed-race (and lesbian) ati@rs, Beth, Opal, Aisha and Yomi, and
by combining theatre, poetry, music and storytgllinthe play interrogates how
communication between women can be made possildeacist and heterosexist society. It
also stages how past and heritage as well as catiegoassumptions about black lesbian
women affect their perception of and search fomiidies. After going through several
different versions in rehearsed readings and waghshChiaroscuroreceived a first full
production at the Soho Poly on 19th March 1986ated by Joan Ann Maynard, and was
published in 1987 (Goddarthtroductionx-xi).

15 Winsome Pinnock was born to Jamaican parerdington in 1961. She has worked
for radio, television and theatre and *“is undoulyteBritain’s leading black woman

playwright of the 1980s and 1990s” (xii) as well ‘ame of the very few black women
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playwrights in this country [Britain] whose work sideen recognized and celebrated by the
mainstream” (Stepehnson & Langridge 46). Her gdlalking in Tonguesvas produced at the
Royal Court Theatre in 1991, directed by Hettie Mawald, and published in 1995 (45). It
deals with the effects of Eurocentric racist angisgenotions of black women’s identity,
examining black women’s perception and fears adriaicial relationships as well as notions
of a homogenous black identity, issues of belonging the importance of finding a voice as
a black British womanTalking in Tonguess set in London and Jamaica and is written, as
Winsome Pinnock puts it herself, “within a traditi@of European playwriting, but about
subjects that take in my own heritage, my own p&®). Both playsChiarosucuroand
Talking in Tongueseven though different in form and specific subjeatters, connect black
female identity with issues of race, gender, sa®uaind history, addressing the topics of
multiple belongings, finding a voice to express’sneéentity as well as the way black female
identity is affected by stereotypical assumption®w black, mixed-race and lesbian

womanhood.

Living in diaspora: histories of multiple belongings

16 As pointed out earlier, black British men andwen alike have struggled with double
alienation. Being marked by a history of migrateomd constantly constructed as the ‘Other’
in opposition to a white British ‘Self’, necessgrled to a black British search for cultural
identity. The experience of multi-locationality, merging of various places and cultures,
increased black British women’s need for a sensbebbnging and informed as well as
(re)negotiated their fractured identities (Godddféminisms63). The four characters in
Chiaroscuroall have histories of multiple belongings informagmigration. Yomi was born
in Nigeria, but now lives in England. Beth’s ancestoriginally came from Africa, but were
later deported to America as slaves. Her fathemgver, is from St. Vincent in the Caribbean
and her mother is a white English woman. Aishaiepts came from Asia to Britain in 1953
“to work and save and work and one day return ho(l&y 71). She describes how her
parents were “invited guests” and full of dreamérat only to be “treated like gatecrashers”
later on (ibid). Being discriminated against, givee feeling not to belong to Britain, Aisha
yearns for the “country of origin”, “back home”, e#e she can get in touch with her past and
“be welcomed, not a stranger/ for who | am [..T2). As Stuart Hall explains, alienation
from one’s ancestor's homeland, such as Aisha kaereenced it due to her parents’
migration, necessarily gives rise to desires tarreto “lost origins” (402). However, these

can never be fulfilled nor requited and the origihame’ and community are no longer what
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they have been before, as they, too, have beesfaramed by colonial politics, memory
and/or desire (399). Thus, neither truly belongiaghe one nor to the other place, Aisha
dreams about a desired ‘homeland’ where she isdalar who she is but simultaneously
knows she might be considered “English” there (Kay.

17 While Chiaroscuroonly portrays the yearning for a return to thentecountry’, the
return itself is an important subject matter Tialking in TonguesPinnock takes up the
problem of dual belonging by structuring the plagusd two acts and settings which are
visibly different from one another. The first aakés place at a party in a house situated in
rainy London. Pinnock stages how the black womearadters’ sense of not belonging in
Britain is increased by black men’s relationshipthwhite women and the inherent racism
of the white populace, who does not even expectemmien to desire and/or get involved
with black women. Claudette feels left behind byeit’” men, who, according to her, “are
straining at the leash like hunting dogs on thesoéthe fox” once a white women walks by
(Pinnock 126). Curly, on the other hand, has tceeepce being presented with a gift for a
woman with white skin and to be shunned by sileafter her obviously non-approving,
white boyfriend’s parents discover she is blackl13n the second act, colourful Jamaica,
“another world” (168), is constructed against theyse of racist England as Leela retreats to
the island to recover from a break up. In Jamaiwapn swarm around Claudette instead of
white American women and Leela has the impresdiah the people “seem so at ease with
themselves [...] [and] have the confidence that cofma® belonging” (172). There, both
women think they can “walk tall” and “[s]od the amgthe wretchedness” (ibid). Likewise,
Diamond tells a story of how she was “treated [..ofrse than a dog” in England, but now is
a lady in Jamaica (175).

18 This simplistic and idealistic notion of the ftheland’, however, is slowly
deconstructed within the play. Leela and Clauddttee to discover what Aisha in
Chiaroscurois afraid of: that they are not part of a unifiehck identity, that they are
considered as tourists, who only care about “sex @cktails” (173), and that a white
woman, Kate, feels more at home in Jamaica thandbdcf. Goddard 2007: 65 for a similar
interpretation). Moreover, the inhabitants of Jaraain the play have to face similar
discriminations as black women in Britain sinceyttae treated without consideration for
their feelings. Sugar, who is sexually harassed/bye male tourists and regarded as inferior
by female tourists (170), says to Leela: “I carmtegyou what you looking for because | ain’t
got it meself” (169). She, too, struggles with fimgl her sense of self in a racist and sexist

society. By opposing England and Jamaica in hey, flannock captures the feeling “of
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belonging neither here nor there” (174), illustgtithat “nothing’s black and white” (179)
and that simplistic notions of the ‘home countrgdaa unitary black identity are just not true
and won't help coming to terms with a diasporicséamce of multi-locationality.

19 Both playwrights also touch upon similar simjdisiotions of home and belonging as
physical places. ITalking in Tonguesleff describes home as a place where one was born
but also states that this does not necessarily niiedrone feels at home, too (134). Likewise,
Jackie Kay portrays how a home can be a metaphaitea especially when one does not
know anything about one’s past (cf. GriffiRlaywrights 181 for a similar interpretation).
Opal does not remember her parents and alwayschaait for “foster parents that never
arrived” (Kay 82). When she meets Beth she feelste¢hand safe, making her say: “You're
the only family | have, Beth, the only one | cafi bame” (ibid). Thus, both Jackie Kay and
Winsome Pinnock show how a history of migration afédnation fracture and shape black
British women’s identities. Never being able tol festateless, colourless” (Pinnock 175) in a
society that marginalizes and categorizes black eoms the ‘Other’, makes them lack a
sense of belonging and evokes a yearning for a hdoneputting “it all together/ these
different bits” (Kay 72) of one’s identity.

Struggling with (hetero)sexist and racist assumptios of black womanhood

20 In addition to a lack of rootedness that ruptyperceptions of identities, the black

women characters in the plays have to come to temtis common assumptions about

womanhood, which place them in a position infet@white women. Both plays analyzed in

this paper demonstrate how perceptions of femitieauty affect constructions of black

female identity. They work against simplistic noisoof identity and counter stereotypical

notions of black (lesbian) and mixed-race womanhmpgointing to the effects they have on

black women’s perception of their identities andchsmguently their lives. As mentioned

earlier, Western cultural discourse mostly represerhite women as being more beautiful

than black women. According to Debbie Weekes, “jtelmess and its associated outward
signifiers have been used as a yardstick by whitference has been measured” (114). She
also argues that many black women have internaliaedt and sexist notions of whiteness
and the physical attributes that are connected ityituch as long, straight blonde hair, white
skin and small lips as “a norm for feminine attha@hess” (ibid).

21 Leela and Claudette iRalking in Tonguesre visibly influenced by perceptions of

female beauty. Especially Claudette voices her mafeut white women being regarded as

more beautiful than black women. She feels likeetgvblown-up picture of her [the
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stereotypical white woman] diminishes us [black vemji (Pinnock 128). Inter-racial
relationships between black men and white womenugdtb her anger and her feeling to be
invisible. She reproaches black men for dating &hibmen in order to become white: to fit
in and climb the social ladder, having been “brashed” to think that white looks are
superior (165, 128). But even though she speaksnimet and denies the wish to fit in, she
clearly has internalized racist and sexist asswngptabout beauty herself. Claudette wants to
feel beautiful and not “walk around with [her] hepd] bowed” (172), but she cannot be
herself because “you’ve always got to be readyefertt yourself’ as there are “two different
kinds of woman” (186). Hair, as “one symbol of teauty of white women in Eurocentric
discourse in opposition to notions of ‘nappy’ bldwkir as unruly, unmanageable and ugly”
(Goddard,Introduction xiii), seems to be a particular sensitive issuehfer. This becomes
evident in her story about a white girl she knewewlshe was younger: “I envied her power.
| used to pose in front of my mum’s dressing-tahbith a yellow polo-neck on my head. I'd
swish it around, practice flicking my hair backdikhe used to” (Pinnock 187). Claudette is
not the only black woman in the play who desireagylblonde hair in order to match notions
of female beauty. Irma, too, seems to have tridoléach her black hair, “undergoing one of
those torturous hair treatments — [...] the kind wehigrey put some foul-smelling cream on
your head [...]” (153). However, the treatment did work and she is left with a bald head.
But whereas Irma seems confident with the new baiand has no problem with people
staring at her, Leela can never forget her bladk female body (137) upon which certain
subjugating notions of female beauty and identity @rojected (cf. Goddardeminismsr74
for a similar interpretation).

22 In Chiaroscurg Kay’s black female characters have to cope viithsame oppressing
notions of femininity and beauty as the charadterBalking in TonguesBeth tried to fit in
with her girlfriends, “all white” (Kay 68), when shwas six by “wearing bobbles in [...] [her]
hair, as if that would make [...] [her] the same”9at eighteen, however, she started to buy
black records and books to discover “a whole newldvd69) of similarities to other black
people. In her attempt to define herself as a blaoknan, she rejected white culture and
“dumped Dostoevsky, Dire Straits and Simon and @dél” (97), pretending she never tried
to match white standards and thereby, again, nigeone part of her history that shaped
her identity. She has not accepted her ‘Otherngssand therefore is still not able to be “all
of [her]self” (96; cf. Godiwala 257 for a similarterpretation).
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23 Due to the construction of white beauty as sopeiOpal hates her outward
appearance. Discrimination and an internalizedrimfidy complex make her believe she is
white in order to belong and escape self-hatred. salys:

My face was a shock to itself. The brain in my head thought my skin white and

my nose straight. It imagined my hair was this gimbm twiddling it. Every so often,

| saw me: milky coffee skin, dark searching eydat fose. Some voice from that

mirror would whispernobody wants you, no wonder. You think you're wiiitgou

look in me. | surprised you, didn’t I? I'd stop amdll the glass to change nje.].

(Kay 78)
The mirror that is talking to her seems to be aaptedr for white racist and (hetero)sexist
society as stage directions at the beginning osdwend act readOpal stands at one end of
the stage peering into her imaginary mirror (thedaance) (96). Societal discourse, which
classifies black women as ugly, permanently rem{dgal that she is not “all right” (69). The
notions of what it means to be a black British wamwill always return” (97), they are
Opal’s “boomerang reflection” (ibid). Thus, Kayuditrates how her black women characters
cannot escape the derogatory images that are patpédtin white racist and sexist societal
discourse, and that these representations congiqueftuence black British women to
either define themselves in opposition to what they not, such as Beth, or deny their true
identities and come to hate themselves like Opfal Beewer 134 and Godiwala 251 for
similar interpretations).
24 However,Chiaroscurodoes not only focus on how black women are aftedig
racist and sexist standards of feminine beautyalaa “stage[s] arguments circulating in the
black community. [...] Do some in the black communagsume that those of mixed
parentage face less discrimination in white so@elow does homophobia within the
community strain their common effort to resist sac?” (Dahl 47) In the play, the character
of Yomi represents such racist and heterosexisteteties. Her black doll, whom she called
names like “Nigger. Wog. Sambo. Dirty Doll” (Kay 6When she was younger, is presented
as a symbol for her internalized racism at the VaEginning of act one. Throughout the play
Yomi voices stereotypical assumptions about mixaxrwomen as well as lesbians. With
regard to mixed-race women, she draws upon thedtlaahierarchy of blackness, regarding
mixed-race women as not truly black, but “half-edsthalf-breed”, “mulatto” or of “mixed
blood” and less likely to become victims of ractascrimination. (89-91) Following the
belief that regards mixed-race people as strugdbnchoose between black and white roots,
between subjectivity and alterity (Ifekwunigwe 12Y¥pmi pities Beth for having to decide

who she wants to be. She clearly has internalizedalr separatist ideas relying on
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assumptions about racial purity in order to uphblilndaries of difference (Goddard,
Feminisms113). However, such perceptions of an essentidl mmogenous identity are
challenged in the play. Beth, at least in this cédsgow[s] where [...] [she] belong[s]” (Kay
90). She identifies with blackness, “using the wolatk as a political statement” and not just
as a phenotypic outward signifier for skin coloibid).?

25 Regarding black lesbiar@hiaroscuroshows how they are “prone to being subsumed
under heterosexuality as black women” (Godd&®@ininisms110) since homosexuality is
stereotypically regarded as a “white thing” (Brevi&2). Thus, Yomi is shocked when she
sees two women kissing: She “didn’'t think we [thleck community] produced them
[lesbians]” (Kay 76). Similarly, she always enviséal a lesbian to be “a tall angular looking
woman/ white with men’s things on,/ too much haiowand the mouth/ and always on the
prowl [...]" (110). Again, Kay seems to point towarsiscietal discourses and representations
of sexuality as being responsible for such belieWd&aring masks and walking like robots”,
Aisha and Yomi appear to represent a heterosexisiety that constructs repressive
structures like a machine (82; cf. Godiwala 256tf@ same interpretation). The stereotypes
the two women present in this scene are numerdusy Voice that black lesbians “kill[...]
off the race”, lesbian relationships are not ndtbra sinful, “AIDS is God’s vengeance on
the men” and that homosexuality is an illness thanh be treated” by psychiatrists, diets and
electric shocks (Kay 83). Assumptions about thesoea for being homosexual, such as
wanting to be a man, having had bad experiencds m#n or being too ugly to attract men
(100), and the general fear of the lesbian womaa trnsgresses the boundaries of gender
constructions are presented as well (83, 99, 110).

26 Kay counters these stereotypes, inter aliaghgaling the effects they have on black
women’s identities. The tendency to see homoseyuadi a “white thing” might lead black
gays and lesbians to view their racial and sexdahtities as antagonistic (Brewer 131),
which consequently would make acknowledging mugtiplentities even more difficult. Beth
“searched for boyfriends to cover her terror” (K&) when she first realized she might be a
lesbian during her school years. During the pepodrayed in the play, she has already
accepted her sexual identity — contrary to Aishlag wstill struggles with it. However, she is
hiding this part of her identity from others, sumh her mother, because she is afraid of the

consequences her coming-out might yield, whichurn tmakes her feel lonely and offensive.

8 In her poem "So you think I'm a mule?" (1987), Kiaighlights the same idea : “There’s a lot of uddk
women struggling to define/ just who we are/ wheeebelong/ and if we know no home¢ know one thing;/
we are Black/ we're at home with that” (quoted 24 2).
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Opal exemplifies best how having to struggle witlthbone’s racial and sexual identity may
lead to experiencing a crisis of self-definitionhem she asks: “Which is me?” Presenting
multilayered and complex female identities, thewarsKay proposes is necessarily: “Both”
(100).

27 Pinnock, too, not only illustrates how difficuttis for black British women to be
confident about their identities while sexist amagist discourse upholds notions that black
women are inferior to white women, but she alsoptede[s] [...] stereotype[s] around the
issue of [a distinctive] black identity” (Stephens& Langridge 51) and shows that black
women are not the only ones who are oppressed.ciiaecter of Leela challenges ideas
about black women inheriting a certain natural mhytas she is not a good dancer and does
not like parties: “It's a kind of phobia, my feas$ parties” (Pinnock 137, 139; cf. Goddard,
Feminisms74 for a similar interpretation). Additionally, @ revengeful attempt to diminish
Kate’s beauty by cutting off her blonde hair, Clatid and Leela have to realize that even
white women have to conform to ideals of beaut)Kate’s dark roots make it obvious she
has died her hair blonde (Pinnock 188). Even thaowggbne has ever told the black women in
Talking in Tongueshat they are “all right” the way they are (18fhey are not the only ones
who are affected by sexist discourse. Pinnock giiylwnravels that the issue is not as
simple as especially Claudette wants to see ipdigting out the fact that white women are

exposed to male repression as well.

Finding a voice to identify and name the self

28 As argued above, placing black women at thereeasfta play is in itself an act of
allowing women to tell their stories they way these them and to give them the space to be
heard by an audience. Furthermore, according tb Hmeks, “speaking is not solely an
expression of creative power; it is an act of tasise, a political gesture that challenges
politics of domination that would render us [blagkmen] nameless and voiceless” (Talking
8). Both Talking in Tongues and Chiaroscuro crehte opportunity for black women to
represent themselves on stage. They also portrgg imawhich black women can find their
voices and name their various identities themselves

29 Talking in Tonguesinfolds how deeply connected language and ideatayfor black
British women. Winsome Pinnock has explained thaiais liberating for her to use patois in
her plays (Stephenson & Langridge 50) and thatseles it as “an act of defiance — to use it
on stage within a play that could easily fit thenfboes of a traditional proscenium theatre”

(Pinnock quoted in Goddaréreminisms69). Lynette Goddard demonstrates how English,
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being the language of Western discourse, establigtentities via the postulation of racist
and (hetero)sexist binary constructions of ‘Selfida’Other’, thereby marginalizing and
silencing identities that do not fit the norm. Twerdsdark andblack as well as female, she
argues, are negative characteristics wheligas, white and male are regarded as positive
features in the English language (Godd&e@hminism$
It's because this isn't my first language, you seet that | do have any real first
language, but sometimes | imagine that there mage libeen, at some time. [...] If
you don't feel you belong to a language then yowrdy half alive aren’t you,
because you haven’t the words to bring yoursetf axistence. You might as well be
invisible. (155)
Even though Leela was seemingly raised speakindgjdbngnd does not have another mother
tongue, she still cannot express herself withirs thystem of words as its racist and
(hetero)sexist value system “tries to stifle” (19@y. She can onlyrélease]...] all the rage
and anger that she has repressed for so 'lofilgid) when she starts talking in tongues,
thereby rejecting the language system that hasebrakd repressed her and finally finding a
voice for herself.
30 Leela’s outburst in the second act is foreshadoWwy an episode narrated in the
prologue. There, Sugar tells how she followed augrof women to a gully when she was
younger, expecting to see a “mystery of womannssg&e these women were always leaving
rather depressed and came back “skipping like @mld(123). She discovers that Dum-Dum,
“a woman who never speak|s]” (ibid), finds a voioe a place sheltered from racist
patriarchal society and its rules for communicatidowever, she does not speak English, but
in “a language [that] must be not spoken in a onllyears, a language that go[s] back before
race” (124). Like Leela, Dum-Dum was silenced dgraguage premised on racist and sexist
assumptions. She can only speak using another nsysfe words; one that does not
marginalize her. (cf. Goddar&eminisms66-69 for a similar interpretation). Thus, Pinnock
illustrates very distinctively how oppressive agaage can be for those regarded as ‘Others’
and how using an alternative system of words isadlenge against marginalization.
31 In Chiaroscurq Jackie Kay touches upon matters of language #s Avsha dreams
about her “country of origin” in “another languag€r2) and like Leela does not regard
English but the language of her ‘home country’, ahhiher parents did not teach her though,
as her mother tongue: “They’ve even taken over omgae” (ibid). Hence, Kay shows that
she also recognizes language as something deephected with identity, as a system that
denies black women their voice, keeping them yegrnfor a sense of belonging.

Additionally, she portrays that there are more wiygxpress oneself than in the dominant
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language. Aisha’s mother stitched “all the worde slever spoke” (71) into her “beautiful,
angry” quilts (ibid), which lets Yomi wonder: “In lvat language are these threads/ Did the
imagination of some strong woman/ hold this thinggether [...]?” (ibid) Yomi's
grandmother and daughter were born silenced, layt tame up with a new form of telling
their stories by drawing and painting. These alitve ways of expressing the self empower
Aisha’s mother, who laughed “at them that treat[eel] like a child” (72), as well as Yomi’'s
grandmother, who “had powers” (86) and passed tipeseers of challenging racist and
sexist language systems on to her grandchild’s ltaug

32 Despite finding alternative ways of voicing gedf, Kay argues for the importance of
remembering ones (matrilineal) past in order toydefisnaming, renaming or not naming at
all” (Mirza 3) and to “make your own tales [...]. lent yourself” (Kay 115). IlChiaroscurq

she portrays what Naz Rassool has described asufagy of learning to understand past
experiences in order to clarify the present — andhfthat position of knowledge to find a
voice — and, more importantly, to define a futuf@90). This fluid process of self-
identification starts right at the beginning of fhlay when the four characters remember the
stories of their names as they have been pass&altbem by oral tradition (Kay 64). Aisha
was named after her grandmother who “was born é Himalayas at dawn” (ibid) and
encouraged her granddaughter to “[tlake the ri§&’).( Yomi, too, bears her grandmother’s
name (65). Beth was called after her “great-greadtggreat-grandmother on [...] [her]
father’s side” (64); a woman who had to experiesiegery and rape but still was strong and
“made change” (ibid).

33 The nameBeth however, is the name white people gave her gratitkn after
“whipping out” her original African name (ibid). lgoints out: {T]hat history”, that is, the
shaping of black identity by and within white culildiscourse and institutions, “ha[s] to be
remembered too” (65). It informs black British wamee present identities as much as the
histories of their female ancestors. This is evidehe fact that Aisha still struggles with the
way her parents were treated when they first camiritain, which in turn leads to her own
sense of alienation (72Chiaroscuronevertheless puts more emphasis on remembering the
histories of women, especially black lesbians, sitiey “are silenced as black and female
and lesbian” (GoddardFeminisms110) and so many names and histories have been
forgotten, withheld and “swept away” (Kay 113). Téfere, it is important for black British
women to “never forget to remember/ all [...] heresl aheres”, all the various past and

present times and places that inform black fendgatity. “In order to change”, Kay argues,
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“we have to examine who we are and how much oftihatbeen imposed” (quoted in Aston
90).

34 In Chiaroscurq this examination is an ongoing process that “ddeblappen
overnight” (Kay 114). Memories of the past, expecies and (internalized) stereotypes have
to be negotiated reapeatedly to arrive at a plaoa fwhich to speak. Each performance
brings the four women characters closer to thisglaloser to acknowledging and defining
who they aré.“All this has happened before” (64), says Aishahat beginning of the play
and Opal describes the whole performance as a “idéjau vu” (115). Consequently, the
play has no real closure and ends as it has belgercharacters sing the same song of time
and change, tell the story of their names and thgeslooks the same as it did in the
beginning (117). Instead of seeing identity asxadiconstruct, Kay describes it as a process
of becoming that is open to change and shaped thythe past as well as the present and
own perceptions of identity as well as societalsofe. GoddardFeminismsl125 ff. for a
similar interpretation).

35 However, in order “to find the words” (Kay 11f@)express ones identity individually,
the characters in both plays have to arrive ateeplwhere they can communicate with others
— despite differences within the group of black veonand between black and white women.
Chiaroscuroand Talking in Tonguepropose that in order to find this place, the ahtars
have to overcome internalized stereotypes firsarnmafterword to the published version of
Talking in TongugsWinsome Pinnock posed the following question omw o bridge the
gap between white and black women established @igma “Do the brutalities of the past
demand that we fight fire with fire, which leadsawicious circle of violence, or should we
be seeking other ways to heal the wounds that we h#herited as a result of historical
trauma?” (quoted in GoddarBeminisms50) In her play, she shows Claudette choosing the
first way. Angry and aggressive she concentratesaoial differences. She has come to hate
white women for several reasons: “I hate her bezal® has never been my friend [...],
because she takes comfort in the fact that at &aess not bottom of the pile and delights in
my oppression” (Pinnock 186 ff.). Claudette takedent revenge for the wrongs she feels
white women have caused her. The little white gutho bossed her around when she was
younger, was beaten “black” (187) and she cut¥Katé’s blonde hair as she reminds her off

the same girl and has slept with Claudette’s lowerest Mikie. While Leela usually does not

° In her understanding of gender and sexual ideastychieved through repeated performances, Kalame
the discussion about sexual identity in the 199@% dudith Butler's ideas who similarly believes genand
identity to be “a performative accomplishment coligoeby social sanction and taboo [...]” (271).
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express her anger the way Claudette does, she hedghis time. Pinnock, however, makes
clear that this attitude does not support endirmgsna or bridging gaps. As soon as the two
women realize Kate might be similarly oppresse@yticannot laugh about their prank
anymore. The end of the play contains the hopedhatday black and white women could
focus on similarities and start communicating wikate and Leela agree to take a walk
around the island at some time (198 ff.).

36 Communication between black women is similaryportant, Pinnock seems to
argue. Sugar’'s assessment that there is “[nJo neadto go down to gully” (125), a place
where women are free from rules patriarchal sogeses on them, sing together “like in one
voice” (124) and are able to express themselves ianguage challenging the normative
system of words, is contradicted by the play’s eralking in Tonguess framed by two
nearly identical scenes: at the end of the playd_bas the same outburst the silent woman
Dum-Dum has experienced at the gully a long time. agvould argue that Pinnock thus
highlights the ongoing importance of female solifjaand communication, between both
black and white women. They seem to be preregsis$de finding a voice and a space to
define the self. Consequently, black women willoreer and “be in touch” with their
alienated bodies which prevents them from beingttened of the pitfalls” that the racist
and sexist discourse of society at large poses) (199

37 Jackie Kay, too, has emphasized the importahceromunication in the afterword to
the published version @hiaroscuro “My main interest has been communication. Caisehe
four women communicate or not? [...] | wanted to shew difficult communication is in a
racist and homophobic society” (quoted in Godd#&eminisms128). Since there are no
white women in her play, Kay's main focus lies dadk women overcoming stereotypes and
accepting differences in order to “find a places&y/ those words we need to utter out loud”
(Kay 95). By these means, she acknowledges diyesasitongst black women. She also
clarifies that communicating is not easy: “We havéave arguments sometimes” (94). After
the heated discussion about being mixed-race aenldeof act one Opal suggests: “Maybe
they’re even good for us” (ibid). | would argue tthiecause the women have discussed their
different views on their black/mixed-race and lasbidentities, they have all come to terms
with certain things about themselves they havebeen able to acknowledge before. After
seeing Opal's and Beth’s relationship defy the estgmpes about lesbians Yomi had
internalized, she does not “want to run anymord2jland even gives Beth her doll for the
baby she would like to have (115). Beth, in tueglizes that she was still hiding her sexual

identity from others and has “locked the past [.whg" (114). Opal has come to like herself
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and Aisha at least starts to realize that she doekave to “chop [her]self into little bits” but
“[ble it all” (ibid). In a society where black/mixierace (lesbian) women have to define their
selves from a position of “chaos” (116), communmatenables them to finally find a voice.
Even though they are different from each other, fiher women characters “still have
something to share” (ibid), which made them findhatt meeting place” (95) where
communication holds them together and empowers tteefmally find the words and the
voice to define their selves (cf. Goddalmtyoductionxii for a similar interpretation).

38 It has been argued that Jackie Kay and WinsomroEk stage black women’s
identities as shifting and open to change instdaaemg fixed constructs. Both playwrights
show that identities are negotiated through timeé space as well as equally influenced by
culture, history, language and black women’s pres&periences. ItChiaroscurothe four
female characters are involved in a cyclic procegsperforming their identities via
remembrance and confrontation. Each performancgnggetiates and transforms the
women'’s identities and their acceptance of who they. Leela inTalking in Tongues
likewise undergoes a process of self-identificatisnshe overcomes internalized stereotypes
and encounters alternative ways of expressing lierse

39 Black women’s search for identity, these playgua, is necessarily connected to
issues of belonging, race, gender and sexualitignated from their ‘homeland’ and at the
same time othered in the country they were borricardised in, Aisha ilfChiaroscuroand
Leela and Claudette imalking in Tonguegqually lack a sense of belonging which leaves
their identities fractured. Derogatory assumptiaheut black and/or lesbian and mixed-race
womanhood, constructed and upheld in cultural aoltigal discourses of the Western
world, further complicate the characters’ search ittentity. The plays depict how the
characters are unconsciously influenced by stepestyof black women as ‘Others’ and
inferior to white women in their perception andrf@tion of identity. They force an identity
constructed in opposition to whiteness on somekbhamen characters, such as Claudette or
Beth, while they make others like Opal hate theweseland/or deny certain parts of their
identities as black/mixed-race (and lesbian) won@nsequentlyChiaroscuroandTalking

in Tonguesdefy homogenous notions of female and black itent#insome Pinnock
contrasts Jamaica and England and thus not onliracbeats a supposed all-encompassing
unity between black people but also unravels thmaplsstic assumptions about ‘home’ are
inadmissible. One o€Chiaroscurés strongest features is the way mixed-race anbides
women’s struggles are never portrayed one-dimeaBionEach argument invites the

audience to view the subject matter from differpatspectives while Jackie Kay construes
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racial and sexual identities as multilayered ahutfates that each plays an important role for
being defined as well as defining the self.

40 Additionally, both plays demonstrate that firglia voice and a place from which to
speak individually and as a group of women aregop@sites for positioning oneself rather
than being positioned within predominant culturecdurses. Leela ifalking in Tongues
encounters an alternative system of words, frebergelf from the racist and (hetero)sexist
values transported by the English language. Thgee abplies to Aisha’s mother, Yomi's
grandmother and daughter i€hiaroscuro since they derive their power out of
representational forms other than spoken langudagkie Kay and Winsome Pinnock both
recognize diversity and differences amongst blacken, but they also seem to argue for the
necessity and possibility of inter-racial commutima as well as exchange within the group
of black women. Inralking in Tongueshis is only implied through the framework of siami
female expressions of anger and its promising endinfemale bonding. The characters in
Chiaroscurq however, repeatedly voice the importance of aeshaneeting place and seem

to draw closer to finding it with each performardeheir shared history as friends.
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Love and Madness in Renaissance Tragicomediedhe Two Noble Kinsmen
and The Winter’s Tale
Daniela Kellermann, University of Cologne, Cologne

Madness is a topic often dealt with onAttr)lsetrSZtrilatssatage. The article’s main interest is to
analyze how the concept of madness is negotiatdéthgicomedies. Before elaborating on
how madness is constructed in two selected tragdoes, The Winter's Taleand The Two
Noble Kinsmenthe genre will be defined. The complex relatiasfsgender, love and
madness are subsequently examined in the two pMgdness not only sets conflicts in
motion but also involves notions of gender and aociiticism in both tragicomedies. The
paper further analyzes how madness evolves in tb&agonists and how it is treated
throughout the play.

1 How is the concept of madness used in Renaisgseagieomedy? Madness is a topic
often dealt with in other genres as well (for extenip Shakespeare’s tragedielamlet
Macbethor King Lear). The article’s main point of interest is to armdywhich purposes the
concept of madness serves particularly in tragicbese In order to highlight specific ways
in which tragicomedy deals with madness, two tragiedies of the Renaissance period will
serve as the focus of attention, namely Shakesgegne Winter's Taland Shakespeare and
FletchersThe Two Noble Kinsmein The Winter's Talemadness is closely connected to
the male protagonist, King Leontes, and is assediatith his unfounded jealousy. In the
other play, however, the Jailor's Daughter — whiohgs to the subplot as she is a part of the
lower social group — is afflicted with madness. Headness arises due to an intense
lovesickness.

2 The way in which madness in constructed by trevptights as well the way in
which the characters respond to it stand at théreaf this article. Moreover, the role of
madness for the outcome of the tragicomedy wildbalyzed. To be able to do so, the hybrid
genre tragicomedy will be presented first. The m@nre developed and gained popularity in
the Renaissance period. Can it be seen as a motwanedy and tragedy only or are there
other characteristics that contribute to the ge®ie@e all genres can argued to be gendered,
it is essential to examine features in genres dibkmmedy, tragedy or tragicomedy which are
either associated with male or female. In the foilg it can be specifically investigated how
madness is gendered in the way male and femalagmoists react to it.

3 In The Winter's TalgLeontes’ madness is mainly related to the wapdreeives the
world. While none of the others can imagine Hermisninfidelities, Leontes implores
everyone else to acknowledge what he believes tmlyous. His jealousy also gives

evidence on his views on femininity. The Two Noble Kinsmert is a woman who suffers
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from madness, but this paper also wants to dragntidih to the fact/likelihood/possibility
that she might not be the only one. In additioe, phay elaborates on the chivalric code and
its relationship to love and sexual desires. T@giedy’s connection to the chivalric romance
will be closely examined in the following.

4 The genre tragicomedy cannot easily be descrilbegrasped. The proliferation of
different and often contradictory definitions makiekard to assign early plays to the genre,
especially because the term tragicomedy was nat ustl the Renaissance period (Banham
1120). From the early 17th century onwards, howetragicomedy erupted “in England,
France and Spain [...] among its practitioners FletcBhakespeare, Massinger [etc.]” (ibid).
It developed in a time of inner turmoil and corflidlthough one can argue that tragicomedy
combines the ‘tragic’ and the ‘comic’ or ‘sadneasd ‘merriment’, it is, nevertheless, not
just a simple mixture of the genres ‘comedy’ amddedy’ (ibid). The term was first “coined
by Plautus in the Prologue to Wsnphitryori (ibid).

5 John T. Shawcross proposes that tragicomedy beustated as “a genre in its own
right” (21), not just as the result of the fusidriteagic’ and ‘comedy’. According to him, the
term ‘tragicomedy’ consists of the substantive ‘enlyi which designates the genre and the
adjectival element ‘tragic’ which denotes the moneaning that the adjective tragic only
specifies the comic genre (21). Jospeh Loewensteininstance, states that tragicomedy
might be “described in Polonius phrase as ‘tragoomhical-historical-pastoral” and he
investigates the reason why Guarinfgastor fido can be read as a pastoral tragicomedy
(34). As a result, he is interested in the relabbpastoraimodeto tragicomicgenre To him
tragicomedy functions as the genre which will them specified by pastoral elements
(Loewenstein 34ff.).

6 In order to make an attempt of defining the hylgéenre, one has to gather features
and themes that often occur in tragicomedies semibkinces can rise to surface. According
to Mimi Still Dixon, “recognition” scenes are highkignificant in tragicomedies (59). In
these scenes long-lost characters are reunitedn \Weeseparated friends or family members
finally recognize each other everything is re-eagdd. Thus, the recognition scene unites
paradoxical concepts like sorrow and joy or sepamadnd reunion. In addition, the notion of
recognition is also related to the moment of “resction” (Dixon 57). Recognition scenes
function to bring about the comedic ending. Famdgnes revolve around tensions as well as
reconciliation in the play. Dixon states that moisenf reunion often include family
members (56). A connection is established “betwRrvidence and maternal provision” and

the “theme of familial loss and the providentialisture of tragicomedy” (70).
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Gendered Genres

7 While tragedies have often been associated wibcalinity, melodramas have been
connected to femininity. And while tragedies revibed “progress of the male hero” (Karlyn
157), women lack the chance to reach for herofefgkilment: Their life stories can only be
narrated “within the boundaries of heterosexuaéJanotherhood and loneliness” (ibid157).
Consequently, women'’s stories are told “in thoserge oriented toward the private sphere
and the family” (ibid 157), namely in melodramaserél women appear as the male hero’s
accessory and the plot revolves around “lonelirees/or motherhood” (ibid 157). While
romantic comedies which centre love are also cathtd femininity, “the implications of
gender for comedy are less clear” (ibid 157).

8 “Comedy [...] paves the way for a community |dted from structures grown so rigid
[...] that they threaten its very existence” (180)comparison with the tragic genre comedies
not only feature different themes, but also différgrotagonists. Royal characters are
replaced with protagonists on “the level of Everymar lower” (158). Moreover, the focus
of attention is shifted: Comedy concentrates oniasassues while tragedies are more
concerned with the individual (159). While deathaiswell-known element in tragedies,
sexual fulfilment is more and more included in cdies. Furthermore, the comic genre is
used to ironize the male hero that tragedy praiseaddition, comedies feature themes like
“antiauthoritarianism”, meaning that the son, fastance, revolts against the father as well as
“renewal and transformation”, revolving around ssr“of birth, death, and rebirth” (160).
The connection between tragedy and comedy is difficult to define. Kathleen Rowe
Karlyn argues that comedy and tragedy are intda@lansofar as “every comedy contains a
potential tragedy. But every tragedy can also len @s an incomplete comedy” (161). She
stresses that point because themes like birthhdmatebirth as well as family and power

appear in both genres, in the end, however, “congetty the last word” (161).

Gendering of Madness and lliness in Tragicomedies

9 The eruption of madness in tragicomedies carelaged to various reasons, however,
it often involves issues of love, sexuality or fsince these topics appear in tragicomedies
every so often. In the Renaissance period, it e @assumed that women’s lovesickness
can develop “into full-scale madness” (Dawson h).cbnnection to lovesickness one can
distinguish “three other female maladies: hystagraen sickness, and uterine fury” (ibid). In

the early modern days hysteria was also called stifeocation of the mother” and Edward

Jordon, an English physician who elaborated omthakady in his boolBriefe Discourse of a
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Disease Called the Suffocation of the Mot(l803), once diagnosed a patient with “hysteria
rather than melancholy” (MacDonald xxix).

10 According to Jordon, the disease “is an afféthe Mother or wombe” (C 5). People
suffering from hysteria are thought to have beebalanced or disturbed, for example due to
extreme emotions like jealousy or love (Dawson 1S8ymptoms are for example
“incoherence, delusions, and a lack of sensatidnd); In addition, patients are usually
unable to speak, that is why hysteria is oftenechthe suffocation of the mother (13-14).
Cures involved “applying scented oils to women’susg organs [...] and using scents to coax
the womb back into its accustomed place” (Dawsaon $dxual intercourse was also seen to
have healing powers and also had the effect taspresnen “into their social roles as wives
and mothers” (ibid).

11 Green sickness is an illness closely connectadrginity, seeing women'’s virginity
as a sign for an incomplete and unnatural statdddwson’s opinion green sickness is a
disease which is “most relevant to lovesicknesg’ However, people which suffer from
lovesickness are both mentally and physically af@avhile green sickness not necessarily
involves sexual desire. Although sexual intercoussagain a possible treatment, it is not
applied to satisfy one’s sexual appetite. Howestirdies of this female malady also want to
bring across that sex is necessary “in order toanernm physical and psychological health”
(9).

12 Uterine fury, on the other hand, does involveusé desires, but is also the least
known female malady. It is assumed to arise “eifr@m a problem of temperature in the
womb, or from vapours which emanate from corrugieed” (9). The “sexual overexcitation”
(ibid) often spotted by widows or virgins is oneaofew other symptoms often referred to by
doctors or family members. Interestingly, uteringryf is often referred to as *“love
melancholy” (20), as it relates to madness thaivdsrfrom (unrequited) love. In sum, one
can highlight that the three maladies depicted abmnfirm that in Renaissance England

illness and gender were closely related.

Madness inThe Winter's Tale Leontes's Jealousy

13 In ShakespeareThe Winter's Tale Leontes’ jealousy initiates the play’s “tragi-
comic cycle” (Wright 225). Leontes’ jealousy eruptbof a sudden early in the play. Being
the king of Sicilia, Leontes occupies the highessifon in the social hierarchy. Moreover,
he is blessed with a wife, Hermione, and a son damamillius. However, Leontes sees

everything he holds dear endangered: “Bohemia ngthivy wife is nothing;” (l.ii. 94-95).
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His jealousy erupts so fast that the event thggénis his inner turmoil is hardly recognizable
and it is indeed questionable whether it can beHdadk to a specific event. After he
unsuccessfully tried to persuade his old friendxXeokes, the king of Bohemia, he wants his
wife to talk his “brother” into staying for a liglwhile longer (l.ii. 15). Derek Cohen puts it in
a nutshell: “He [Leontes] encourages Hermione rsymede Polixenes to stay through the use
of — what else? — her womanly arts. Her successdpaically, is her undoing.” (208). And
indeed this short scene turns everything on itsl lasal_eontes begins to reinterpret his wife’'s
relation to Polixenes. While Leontes first appresglathe fact that his wife was able to
convince Polixenes to stay, her success soon ntakesuspicious. Leontes observes that
Hermione gives her hand to Polixenes which sergesoaclusive evidence. Leontes “steps
away too far” and thereby he “places between hifveedl his wife a chasm of jealousy”
(212). His exclamation of “Too hot, too hot!” marltee turning point: He is now convinced
of her treason (1. ii. 108).

14 However, neither Hermione’s speech nor her gestcan actually be proof enough to
reach the conclusion that she is betraying her dntblLeontes allows himself to be
overwhelmed by the fear of her possible unfaitrégkwhich is so powerful that he even
convinces himself of its validity. One can arguatthis unfounded jealousy resembles a kind
of madness which continuously intensifies. Evererdttannot convince him to see reason:
Camillo insists that the king is mistaken, but hermot change Leontes’ mind (1. ii. 248-322).
Henceforth, other characters refer to the kingsaveor as a sign of illness. Camillo warns
Polixenes of the king’'s suspicions and explainsualeontes’ “
which will affect him, too, if he does not decideftee (I. ii. 383-384).

15 Nevertheless, Shakespeare deliberately intratlueentes’ jealousy in the beginning

distemper” and “disease”

of the play and might have constructed his outbaostsuddenly to link his jealousy to
affection. Wright argues that Leontes’ jealousythie result of an affection which “is no
longer taken to mean simply ‘lustful passions” kather relates a mental perturbation (227-
228). Leontes bursts out:

Affection! Thy intention stabs the center; Thou doske possible things not so held,
Communicat’'st with dreams;--how can this be?— Withat's unreal thou coactive
art, And fellow’st nothing: then ‘tis very credefihou may’st co-join with something;
and thou dost, (And that beyond commission) andd it, (And that to the infection
of my brains And hard’ning of my brows). (1.ii.1386)
The play centers on the notions effect, affect arperience. Leontes short speech is self-
reflexive insofar as he tries to analyze the “dffghich his own emotion has on him” (Neely

Speech, 325). His imagination makes him believehlsjealousy is founded in reality.
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16 Leontes’ outburst of jealousy is based on sévevals and the play alludes to some.
First of all, his strong reaction might be explair®y the fact that he regards Hermione as his
“possession” (Schwartz 266). One could argue thatimass can be distinguished “from
conditions that look just like it: bewitchment, gession, or feigning” (Neely 46). Cohen
points out that Leontes refers to Hermione as “nifg’'wand by doing so he perceives her in
her “typical role[]” (213). Now his best friend gee to have won his trophy. Leontes states:
“Why, he that wears her like his medal, hanging étdus neck” (l.ii. 305-306). Therefore, it
becomes clear at the very beginning that the @agoncerned with stereotypical images of
femininity and that Leontes wants to reestabligh itteal image of a woman. However, the
feeling that another man might be interested innh@kes him furious.

17 On the other hand one can also argue that Leget@etly desires to take Hermione’s
place beside Polixenes in order to act out “thdited homosexual role Leontes repudiates
in himself” (Schwartz 251). Hermione’s lively comsation with Polixenes might have
reminded Leontes of the “homoerotic memory” (Col2&8) he and Polixenes share when
they “were as twinn’d lambs that did frisk I thus” (L.ii. 67). Again, the notion of affection
plays a significant role in the play as it is “ted’ between Leontes and Polixenes in their
boyhoods” (Kahn 215). However, one has to bear imdnthat the term ‘homosexual’ was
non-existent in Renaissance England, althoughdheeapt was already known (Bray 13-14).
Hattaway argues that Leontes’ behavior indicates rejection towards the “notion of
paradisal marriage” (101). In Hattaway’s opiniorerflione takes on the role of the intruder
and might be best compared to the serpent thattbedsime in paradise as well as Leontes

and Polixenes’ “masculine friendship” (101). In suthis scene might just allude to their
intimate male friendship or indeed refer to a horatie discourse.

18 Moreover, according to Cohen, a wife maintaims ‘tsocial order” and “security”
(207). Men rely on “feminine loyalty” as women avedely seen as “guarantors of masculine
honor” (Schwartz 260). Her perceived unfaithfulndssrefore comes across as “a potential
threat to the sexual security and the social statute hero” (Cohen 207). Leontes might
also see his image as the masculine hero and labdtake, fearing the humiliation which he
might have to endure because of his wife’s sexufadelities. Her affair would signify that
she disregards social norms and expectations a&mehki she would take some of the king’'s
authority away from him. In sum, Leontes’ accusaiceem to be unfounded and Cohen
suggests that Leontes projected “a secret fearHemmione which is in fact the “fear of

chaos” resulting in the reversal of “patriarchatiabformations” (207).

56



19 Last but not least, Leontes’ jealousy might bepdy rooted in his fear of women’s
sexual desires which he cannot control. Traub arghat the “masculine perspective of
desire expresses an attitude toward female bodi&s[t..] is revealingly paranoid” and
focuses on the relation of desire and anxiety imk8bhpeare’'s plays (3). Greenblatt for
instance classes it “a primal male nausea of thmalie body” which came into being due to
Hermione’s pregnancy (132). Cohen suggests thatteeds frightened of “an unsatisfiable
sexual appetite in woman” (213). Hermione’s secprebnancy might function as a lively
reminder of her sexual drives as sexual interconegarally precedes pregnancy and it thus
supports Leontes’ perception of her adultery. Cqueatly, Hermione is imprisoned by her
own husband and awaits her verdict. Prison exclutssfrom society and symbolizes

Leontes’ way to tame the female (Greenblatt 132).133

Perceptual Truth

20 Evidence for the fact that Leontes is trappe@ ivisual crisis can be provided by
Stuart Clark who points out that vision’'s efficignand credibility is doubted in the
Renaissance period. In Shakespearéis Winter's Taleone largely deals with the crisis of
vision in the Renaissance period, tooVianities of the Ey&tuart Clark argues that “during
the early modern period [...] vision was anything bbjectively established or secure in its
supposed relationship to ‘external fact” (1). Aatimg to Clark, humans naturally want to
believe that everything they see is true (1), sitite eyes provided the most direct
knowledge of things” (10). However, especially irrRissance Europe a gap developed
between what can be seen and what is true. In faisipn came to be characterized by
uncertainty and unreliability, such that accessismal reality could no longer be normally
guaranteed” (2).

21 Clark argues: “The clearest cases were thosmagjinary phenomena, when illness,
madness, or just fear made people see completehexigtent things” (209). “Melancholy”
as well as other kinds of madness has the powieflt@nce the visual senses, resulting in an
“inability to distinguish between sensible trutmglasensible fictions” (61). Leontes’ behavior
indeed seems to suggest a kind of “illusion and laiccorrespondence with reality” (62),
when he accuses his wife to be “slippery” and athwehorse” (l.ii. 272 + 275).

22 Leontes sees reality differently as jealousy paskion become the dominant part of
his personality. The play shows how a subjectiwtowi of reality changes everything and it

furthermore points out how destructive this kinds@fion tends to be. And realism is nothing
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else than an illusion and effect. Barthes diffaedat between two levels of signification, the
level of denotation and the level of connotation:

eliminated from the realist speech-act as a signhifif denotation, the “real” returns to
it as a signified of connotation; for just when dbealetails are reputed to denote the
real directly, all that they do — without saying-ses signify it; (234)

The levels of signification relate to what Bartloedls the “referential illusion” (234). At the
end, “the very absence of the signified [...] becottiesvery signifier of realism: the reality
effect is produced” (ibid).
23 Reliance on vision is discussed in the play aB, s there are many references to
perception inThe Winter's Talenamely how characters see the world. Accordingetantes’
view there can be no doubt that his wife betraymad Ihbecause he trusts his visual abilities
completely. He believes that his eyes transmitbedttuth and cannot understand how others
like Camillo need so much time to reach the sanmelosion:
Ha'not you seen, Camillo, - But that's past dowmiu have, or your eye-glass Is
thicker than a cuckold’s horn — or heard, — For tasion so apparent, [...] (l.ii. 266-
269)
One can argue that Leontes’ mad jealousy eruptdalaeshift of perception that makes him
reflect upon everything he had once believed tdrbe. He begins to distrust his former
perceptive abilities, believing that he had beakéd. He acknowledges to Camillo: "but we
have been / Deceived in thy integrity, deceived thiat which seems so. (l.ii. 238-240)"
24 Apparently, Camillo fails to recognize the thsngeontes can (or imagines) to see
with his “bare eyes” (l.ii. 307). Again and agaiedntes turns to Camillo: “Canst with thine
eyes at once see good and evil” (Lii. 301). H® @scuses his other lords to be ignorant to
the obvious truth: “You smell this business witkemse as cold As is a dead man’s nose: but
| do see’t and feel't” (1l.i. 150-151). Leontesatigly believes in his judgment as he as the
king of Sicilia cannot come to false conclusiong ild outraged that the others seem to be
“ignorant by age” (Il.i. 172) and that they seemdimubt his observations: “What! lack |
credit?” (IL.i. 156).
25 In order to “Give rest to the minds of otherH’i.(191) he sends people to get the
oracle’s prediction. According to Leontes, thighs only way to verify his observations and
to make sure that how he perceives the world is. tiaterestingly, he does not want
empirical proof, but requires an oracle insteadweler, he accuses Hermione of her
wrongdoings in court. Thereby the court case amdditacle’s prediction become opposite

and conflicting poles in the play. The court représ the legal judgment system as well as
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empirical evidence while the oracle signifies aidwad system. Leontes’ recollection of the
latter can allude to the fact that Leontes longsold times and desires a lost certainty. He
also strives for superior knowledge and tries tovkmnd to enclose the truth. Language and

vision are instruments to perceive the world, betytseem to have become unreliable.

From Jealousy to Remorse

26 The oracle’s prediction functions as a realipck in the play. Leontes has to
acknowledge his error, but the oracle’s judgmerdgsdoot make him see reason. Quite the
contrary: Leontes still cannot differentiate betweeuth and falsehood. He asks: “Hast
thuough read truth?” (llL.ii. 137), but even aftezing reassured that the oracle’s evaluation
can be trusted the king exclaims: “There is nohtratt all i'the oracle: / The sessions shall
proceed: this is mere falsehood” (lll.ii. 140). Aessage delivered by an attendant brings
back his senses at last: “The prince your son [s.gane” (llL.ii. 143-144). Only this delivery
makes the king realize his “injustice”. Howevere tthews is mortal to the queen” (llL.ii.
147), who appears to be dead. Meanwhile, Hermiolaglg Paulina takes her anger and
frustration out on the king himself. She exclaiffidy tyranny / Together working with his
jealousies [...] And then run mad indeed, - stark ¥h@idl.ii. 178-182). In her opinion,
Leontes is “monstrous” and a “devil” (lll.ii. 189190). Leontes lets her continue with her
rage, feeling that he deserves this sort of punesttim

27 Hermione, likeKing Lear, seemingly dies of a broken heart. To be pretisegueen
dies of a loss she can neither bear nor handler@dliy of death appears as the only reality
that remains on the Renaissance stage. There ang mwamples of such shocks of
perception on the renaissance stage. Tragicomedgtidms to visualize the strings
connecting and separating birth and death, madme$semorse as well as melancholy and
sanity. While Hermione will be awakened again a tery end, Mamillius will not. His
death is already foreshadowed in the first scenfabfll by himself: He wants to tell his
mother “A sad tale’s best for winter: | have on@f/sprites and goblins” (Il.i. 24-25). This
announcement not only alludes to the title of theypbut also to supernatural powers. The
old wives’ tale deals with a man “dwelt by a chuwmafd” (Il.i. 29). The tale’s introduction
can already function as a premonition: This cowdab allusion to Mamillius’ later death. As
a result, Mamillius indicates the turning point ahérefore he takes a decisive role in the
play. The cause of his death is not revealed, mdntes will indeed visit his grave. In
addition, the tale functions as a meta-commentatiil@whole story. As storytelling is about

capturing the audience and about having an efie¢he audience, one can conclude that the
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scene is not about truth but about telling. Thididates that Leontes is less interested in
whether Hermione is a loyal and faithful wife beteghly self-absorbed. Leontes is confronted
with the fear that he cannot rely on anybody —hegitis family and friends nor his vision.

28 The topic of the supernatural is again discussdte play when Hermione’s ghost
appears in Antingonus’ dream. The “ghostly resuiwet again functions as a premonition
(Neumeier 118). Antingonus has to realize that ‘speits o’'the / dead / May walk again”
(MLiii. 16-17). However, Antingonus remains skigall. Unlike many of his contemporaries
he is not a believer. In his opinion “Dreams angst(llLiii. 39). Paradoxically, he decides
on an affective level to go along with it whichbeth strange and ambivalent: Why does he
suddenly start believing although he claims heat superstitious? He exclaims: “Yet, for
this once, yea [...] | do believe” (llLiii. 40-41Moreover, Hermione appears as an idealized
saint. She is visualized “in pure white robes; kelLivery sanctity” (llLiii. 22-23).
Nevertheless, her appearance can also be commaeeddmon — depending on perception:
“her eyes / Became two spouts: the fury spent’iifliR5-26). The two images of the saint
and the demon are conflated. The nightmare or gtosy foreshadows the later resurrection
scene as Hermione has “ungentle business” on whith needs to be sorted out (lLiii. 34).
29 The fifth and final act of the play displays hiéone’s awakening. The resurrection
scene, which reunites the protagonists, correspaidsmany traditional endings of
tragicomedies. Before Hermione comes back to KHaulina and Leontes remember the
“perfect woman” (V.i. 15). Hermione was not onlyrfget in life, but has become an ideal in
death. Leontes swears: “No more such wives” (\&). &d even further exclaims: “I'll have
no wife, Paulina” (V.i. 68). Paulina is sure thadntes will marry again though. Therefore,
she insists: “Yet, if my lord will marry, - if yowill, sir, / No remedy, but you will, - give me
the office/ To choose you a queen” (V.i. 76-78)ulie also refers to Hermione with the
phrase: “Were | the ghost that walket” (V.i. 62)gan, Paulina alludes to the fact that
Hermione might exist in some form. “Leontes isl dtdunted by guilt” (Neumeier 118). In
fact, as a ghost Hermione has an unnatural possessid on Leontes, mirroring the one he
had on her when she was still alive.

30 The resurrection scene is highly interestedhénttansition of life and death which is
again a central topic in tragicomedies. It “foragnd[s] unsettling links between fear and
desire” (ibid). A statue of Hermione was created aarprisingly the artist even managed to
capture age. Leontes rightly notices that the Henemihe knew was not so “wrinkled” (V.iii.
28). Art seems to be able to capture things thahomg cannot hold on to. Everyone admires

Hermione’s stature and Leontes even tries to késstwice, but Paulina points out that the
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color is not dry yet (V.iii. 46-79). Finally, Paoh transforms Hermione from statue to life,
but insists that “to awake your faith” is necess#toy the transformation. While Leontes
screens the statue for “comparisons and contrastsfaith is awakened” (Garber 180).
Hermione’s resurrection therefore revolves aroutnedriotions of art versus miracle and belief
in contrast to skepticism. The ending of the plamains open. Paulina again alludes to the
notion of experience and insists that the otheis it require the truth but experience it.
Concerning Leontes and Hermione, the play alsosgie further information. Surely one
could assume that Leontes suffered long enough fiisnown mistakes and longs to spend
the rest of his life together with his wife, buttidavay argues differently (102). He notices
that Leontes — who strongly desired to kiss Hermibafore her awakening — not even talks
to her nor does she address him. They do embrateotiaer, but Leontes is more concerned
with the marriage of his long lost and initiallyjeeted daughter (ibid). Moreover, the play
constantly shifted between two modes: Can truthgdtleered via empirical evidence or with
the help of a belief system? The tragicomedy settlea balance between the two forces.

31 All in all, The Winter’'s Talas based on notions like honor and madness, Isot al
guestions ideas of love. Leontes’ love for Hermidhat results in madness becomes the
centre of criticism. Leontes is still linked to tpast since he longs for old belief systems.
However, the old order does not work any longet,tha new order cannot yet be trusted.
Although tragicomedy uses madness, value systemiscancepts of love to look back to
conservative role models of the past to expresatsfaction with the present, it only casts a
glance at future role models. In fact, Leontesizealthe (sexual) needs of his wife, but is
tremendously afraid of the reversal of social csdéys a result, his jealousy develops as a
sign for his incapability to handle the situatidealousy is henceforth described as a disease
by nearly all characters; realizing its disruptpaver and force.

Madness inThe Two Noble KinsmenThe Chivalric Code

32 The Two Noble Kinsmer about vision, power and love at first sighteTlay deals
less with soul mates, but rather features desuldust. The Two Noble Kinsmaaiso refers to
views on femininity, not only portraying the view woman as a partner to man, but even
going so far as likening her to a goddess. Thissidamation can be linked back to the
chivalric romance pattern which thinks of love a&snsthing pure. The chivalric code is
concerned with honor and love and the play is basetthe typical love and honor conflict. In
the following, it will be important to look at howragicomedy treats this pattern and

especially how love and honor are defined in theeypln connection to this, one has to
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explore whether there are different versions oéldisplayed infThe Two Noble Kinsmeand
what chivalric romance and love have to do with ness.

33 According to Mary Beth Rose, chivalry became faternational phenomenon” in
medieval times (187). Fused with political histochjvalry played a significant role in “late
medieval power relations” (187-188). Even when tpelitical functions of chivalry”
vanished in the sixteenth century, a chivalric ett@mained which was deeply concerned
with “ideals of honor and nobility” (188). Lookingf the origins of chivalry, Rose points out
that the notion can be traced back to “knightholad chevalerie)” (190). In the twelfth
century, knights were employed by “superior castMners” and even when they left their
workplace “they adopted the idea of inheritanceaaslue” (ibid). Knights were eager to
show themselves which could be done best in touengsrand battles. Rose stresses that the
knight's youth could be regarded as the most exiraudime as it was a period of
“impatience, turbulence, and instability” (191). €ltknight longed to win “glory in
tournaments and war” (ibid).

34 However, the knight not only wanted to gain adyeeputation among his fellows, but
was also on a quest for a wife (ibid). Consequerttlg chivalric pattern was not rarely
related to the phenomenon of ‘courtly love’ (19Bhve, however, seen from the male’s
perspective only, is reducing women to desirableaib and emphasizing male desire (192).
Chivalry, Rose argues, also articulated the probhtemrelationship between private and
public spheres in the sixteenth and seventeenttuirgehus in times of cultural formations
chivalry “was to facilitate violent processes ofaolge by idealizing and — potentially —
denying them” (195). Tragicomedy then processesckinealric ideal and thereby redefines
“the relationship between chivalric heroism andusdixy” (199).

35 Applied to Fletcher and Shakespeare’s tragicgnidee Two Noble KinsmemRose
argues that “love and sexuality” become “the exgkigocus of the play”’ (214). The play
tries to solve the conflicts that were caused byeland sexuality in the first place and
revolves around the chivalric code to articulate trew relations of private and public
spheres. In the opinion of Mary Beth Rose, the reminttion of the two realms is not really
the focus of attention, but conflicts erupting Ie tprivate life only will be discussed in the
play (216). All in all, one can argue that mainlgems arise due to different concepts of love

and also because of conflicting notions of “chiiwalreroism and sexual love” (228).
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Same-sex Relationships
36 Already in the first two acts dfhe Two Noble Kinsmesame-sex friendships are
established and highly valued. During their stayirson (Act Il scene ii), the two cousins
Palamon and Arcite realize how fond they are oheaber. Arcite is convinced they “shall
know nothing here but one another” (ILii. 41) amdhain “unmarried” (Il.ii. 29). According
to them being together will allow them to endurergthing. Only the unfortunate situation
makes them reflect upon their relationship. Moreptiee prison allows a closeness which is
impossible outside. Arcite is more and more conefibtty the mere presence of Palamon. He
even thinks of the imprisonment as the followingtHink this our prison” (ILii. 62). It is an
isolated area which is remotely placed from socasty holds the opportunity for the two
kinsmen to express their feelings toward each otfiée prison indeed became “holy
sanctuary” (Il.ii. 72). The prison insofar turneda a refuge for them as no woman can woo
them “to wander from” (ILii. 76). Instead, withahelp of their imagination, they can enjoy
the new form of togetherness. Arcite confesses:

We are one anothers wife, ever begetting New lsrtfdove; we are father, friends,

acquaintance; We are, in one another, Families) lyaur heire, and you are mine.

(IL.ii. 80-83)
The short passage foregrounds a certain homoeatstiourse in the play — a discourse to
which tragicomedy has been linked to as well. Qfrse one could also argue that Palamon
idealizes the merit of male friendship, howevetemances like “in one another” (Il.ii. 82)
might indeed express a particular fondness for &sgender bonding” (Sinfield 72).
37 The two kinsmen are not the only ones who vahrae-gender relationships. Emilia,
Arcite and Palamon’s later object of desire, alsgetts heterosexual bonds in favour of
same-sex friendship” (Dawson 31). Emilia expredbes she is attracted to her childhood
friend Flavia who died when they were eleven. BEasiliidealized discourse of same-sex
friendship” functions as the counter image of Palanand Arcite’s intimate relationship
(ibid). Emilia makes clear in reference to Flaviaut was her pattern; her affections - pretty,
| Though, happily, her careles were - | followedliii(72-74). She even further exclaims
“That the true love "tween maid and maid may beofdvthan in sex dividual” (l.iii. 81-82).
Thus Emilia prefers a single life and “embodies‘thear virginity’ (ibid).
38 The prison scene also alludes to the chivatrdeas the two kinsmen talk about how
they “desire the ways of honour” (ILii. 73). Mab®nding might contribute “to the ties of
heroism, loyalty and self-sacrifice”, but Sinfiddds that it can be “strikingly dysfunctional”

when it turns into “male rivalry” (76). The kinsméamporarily value chivalric heroism
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higher than sexual desires, but as soon as Enmjpeas, Arcite and Palamon’s ideal
friendship seems to be forgotten. The mere sidkeofdissolves their precious friendship.
The happening is depicted quite superficially asenof them knows Emilia at all. Instead, all
that Arcite and Palamon care about is how theyrmanage to possess the desired object.
Arcite and Palamon both fall for Emilia by love fast sight which symbolizes the starting
point for their ongoing rivalry in the future. Netleeless, one can also argue that their love
seems to be “more the product of their love for anether than any actual understanding of
the woman they are pursuing” (Dawson 36).

Love at first sight

39 When the two kinsmen fall in love with Emilidjesbecomes a “treasured object of
desire” and a price that is ought to be won (Rd&E).2n this rivalry for Emilia she herself
has no say in it. The kinsmen take “no notice wdeter of her feelings, or, indeed, of her”
(ibid). Instead, they remain deeply engaged inrtlself-absorption” (222). Emilia on the
other hand cannot decide whom she wants to marifysbie even wants to marry either one
of them. Her lack of options is superficially higjtited in the play. However, the play gives
her plenty of opportunities to articulate her thioisgand feelings. Although her opinion
might not be valued she nevertheless had the chianeceveal her emotions. Rose also
implies this view: “Is she merely a passive victimregard to choosing a mate, or is she
unwilling to assert her prerogative as a subject arake a choice?” (ibid). Nevertheless,
Emilia refuses to present a kind of inner co3nflcid she also avoids a conflict between
public and private spheres (ibid). She does ndé steat she is secretly in love with either
Arcite or Palamon. She deliberately does not wanhake a choice. Emilia knows that the
two men want to fight to their deaths because of nét she cannot reach a conclusion. Her
long monologue illustrates her inner feelings: M a fool, my reason is lost in me,/ | have no
choice” (IV.ii. 34-34).

40 Emilia’s long speech signifies her indifferenoe/ard her two wooers. She goes back
and forth in her speech and cannot decide for orteeoother as she favors none of them. In
the chivalric pattern women indeed have no say]HipM&lric love is constructed exclusively
in terms of male desire” (Rose 221). However, Eandilows herself to be objectified even
further because of her own indifference. She furthreakes her lovers appear
indistinguishable: “Cannot distinguish, but musy éor both” (IV.ii. 54). Emilia does not
seem to be in love. There is no hint of mutual @its, although the idea that marriage

involves mutual affection was already a part of &ssance ideas of love. One explanation
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for her reversed behavior is brought forward by Bamvwho claims that Emilia cannot

decide for one or the other — or even a man at decause her intimate friendship with

Flavia goes beyond the grave (32). It is equakeglli that her desire cannot be pinpointed:
“Desire is thus constructed as imitative and disgdia so that it matters less what the object
is, than that it is loved by the friend” (Dawson).3d sum, Emilia decides to play the passive
part till the very end while the Jailor's Daughtgets to play the progressive part: Her
decision of loving Palamon is made very early ia piay. In the end, the Jailor's Daughter is
afflicted with madness as she tries to break outenfrole. The Jailor's Daughter appears as

the counter image to Emilia.

Madness: The Jailor's Daughter and the Kinsmen

41 The Jailor's Daughter has many lines and scedles.frees her love Palamon from
prison because — like the two kinsmen — she falllove with her object of desire at first
sight. The Jailor's Daughter is aware of the hoglsituation due to the social gap that
divides their lives. She exclaims: “To marry himhepeless; To be his whore is witless”
(ILiv. 4-5). This awareness results in the Daughtésense of her own unworthiness”
(Dawson 30). After his escape Palamon owes hiddifihe Jailor's Daughter. Both flee into
the forest. She foregrounds her sexual desire andcdnfession cannot yet be considered
mad love. The Jailor's Daughter is interested ixusé fulfillment. She further elaborates on
her absolute love. After she gave Palamon histiibéine Jailor's Daughter admits: “I love
him beyond love and beyond reason,/ Or wit, ortgathave made him know it;/ | care not,

| am desperate” (ll.vi. 11-13). To love someonedmelyreason is an acknowledgement of her
absolute love as a kind of madness after all. Eierls Daughter not only reveals her love
for Palamon, but also points out the unmanly badrasi Palamon as he not even thanked his
rescuer let alone declared his feelings for hemwali. With his dishonorable behavior
Palamon violated the chivalric code and the Jal@aughter cleverly reminds the audience
of his ruthlessness: “He made such scruples ofvmtomg he did / To me and to my father”
(Il.vi. 25-26).

42 While Palamon disappears, the Jailor's Daughgerains alone in the forest and
eventually loses her identity in the woods (ll).iilnstead of acknowledging to herself that
her love has left her, she rather believes and fiat Palamon has been attacked by a wolf.
Another long monologue gives evidence of her irntnemoil. Her confused state brings her
so far to long for a “deathlike swoon” (Neely 89)east | should drowne, or stab or hang my

selfe. O state of Nature, faile together in me, [The best way is the next way to a grave”
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(111.1i.30-34). By referring to the ‘state of nawirthe Jailor's Daughter explicitly links her
(sexual) desire directly to the instincts which soeoverpowering that she cannot control her
emotions any longer. Her state of being in love esaker appear mad and her female malady
can also be characterized as a “delusional meldyictideely 84). Dawson points out: “For
lovesickness, like melancholy, is a disease that lma manifestectither as a destructive
bodily iliness,or as an ennobling intellectual affliction” (2). InreRaissance period, Dawson
elaborates further, lovesickness can be relatedhtee other female maladies, namely
hysteria, green sickness and uterine fury (1). Dawstates that in Shakespeare and
FletchersThe Two Noble Kinsmeovesickness is also connected with “uterine dists”

(1) as well as “green sickness” (27). One can calelthat the Jailor's Daughter undergoes
several “stages of lovesickness before descendimg madness” (Dawson 29).The
Daughter’s sickness is also insofar linked to femalaladies as it is associated with her
“menstrual cycle” (Dawson 22).

43 Still in the forest, the Jailor's Daughter allovherself to be dragged away by
fantasies. She dreams of a “stormy sea” which eamterpreted as a metaphor for her inner
turmoil. She starts singing — a behavior which eneyally associated with female mental
maladies. The Doctor who was later consolidatectume her also diagnoses “madness”
(IV.iii. 49), which is more specifically “melanchgl (IV.iii. 50). The Doctor comes up with a
treatment based on the symptoms the Jailor infdnms about: “She is continually in a
harmless distemper:/ sleeps little; altogether outhappetite, save often/ drinking; dreaming
of another world and a better” (IV.iii. 3-5). Thaildr's Daughter becomes “increasingly
unsettled from her lack of food and sleep” (Daw806h What makes her appear unsettled is
the way she openly confesses her love to Palanf@nn&t only conveys the message that she
is deeply in love with the kinsmen but also dirgakpresses her sexual desires. Quite like
the two kinsmen her world resolves around the guestow she can get sexual fulfillment.
However, her pleading for sexual fulfillment doex go along with the images of femininity
(for example virginity) and her role in society. Henging must come across as a disease to
explain her desires. Dawson states: “the disteraptre Jailor's Daughter fits into paradigms
of gender and illness, which suggest that femalediwkness is sexual, irrational, and self-
destructive” (30). Being lovesick or longing forxs@l pleasures are henceforth seen as
maladies which can explicitly be linked to the féensex. However, this does not mean that
her plea for sexual fulfilment was overlooked amppressed by male society. On the
contrary: Whereas the Victorians assumed that wohaehor should have no sexual desire

and that men had plenty, the English Renaissanseres that women had more sexual
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desire than did men. (Bach 29) In sum, the playngfily revolves around “male anxiety about
female sexuality” (Thompson 3).

44 The treatment of the Daughter’'s melancholy tesuml the loss of her maidenhead.
The Wooer plays a major part in the cure as heepdstto be Palamon. The Jailor's Daughter
is not in love with the real Palamon, “but her idléRawson 36) and lets herself be fooled by
the imposter. It is the Doctor in particular wh@egves of the illusion: “It is a falsehood she
is in, which is with falsehood to be combated” (iV93-94). Interestingly, the Doctor no
longer decides on religious treatment. The plagl$® no longer concerned with guilt and
punishment, but only with the treatment of the @laiDaughter. Only the Jailor objects
sexual intercourse as a possible treatment asang fier his daughter’'s honor. According to
Carroll, this fear can be linked back to the “mysgtef virginity” in the English renaissance
(28): Due to the “cult of Virgin Mary”, virginity \&s strongly valued (Barber 196). However,
the Doctor makes clear that the Jailor's Daughs#er lbng lost her honor anyway. And even
the Jailor himself acknowledges that her curremali®r makes her “So far from what she
was, so childishly, / So sillily, as if she weréoal” (1V.i. 39-40). To avoid ruining the honor
of the Jailor's Daughter and him even further, tM®oer promises her to marry her
afterwards and thereby he wants to live up to thedards set by the chivalric code. The
treatment also suggests that women depend on menstabilized personality and a healthy
condition.

45 The treatment, resembling “a kind of rape” (Eiaf 80), puts an end to the madness
of the Jailor's Daughter. However, one could cldahmat neither the Jailor's Daughter nor
Emilia got what they wanted. Emilia is about to gearried although she would have
preferred her single life and concerning the JailBraughter: “erotic satisfaction is also the
moment of its loss” (Dawson 36). This goes alonthw@arroll’s point of view: “The state of
virginity thus exists only as a condition of poiahtoss” (21). Dawson further points out that
the Jailor's Daughter might come to her sensesenfuture, realizing that her Wooer is not
what he pretended to be, but that can just beectlat “the delusional nature of erotic love
itself” (ibid). In sum, the tragicomedy settles foneasy compromises” (ibid).

46 All in all, the play “tests chivalric idealismgainst private (primarily sexual)
experience” (Rose 223). The women’s longing foruséxexperience and the foregrounding
of sexual desires is associated with madnBEss.Two Noble Kinsmdnghlight the gendering
of madness as a female malady. However, genderaxdness also means that during the
Renaissance period one can realize gender shifts the one-sex theory to the two-sex

theory. Originally women were seen as deficit mbnf that image shifted. Suddenly
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differences between men and women were recogni2aed. could argue that tragicomedy
performs and shows the shift and indeed also disgla constructiveness and artificiality of
the shift.

47 It has also been emphasized that madness inatlieomedy cannot be linked to the
subplot only which features the lovesickness of tagor's Daughter. In contrast, madness
can be linked to the main part as well which deypibe story of the two kinsmen. They both
fall in love with Emilia at first sight by neithémnowing her personality nor being interest in
her. Their falling in love can also be describedadsve beyond reason and thus it can be
connected to madness as well. As a result, madmd$se Two Noble Kinsmedunnctions as a

connecting link between the subplot and the maoh pl

Conclusion: Depiction and Function of Madness in Tagicomedies

48 The tragicomedieIhe Two Noble Kinsmeand The Winter's Talereveal many
differences and similarities. Both plays concludghwmarriage and family celebration.
However, one can argue that marriage is worked asuta compromise to comfort the
protagonists in the face of the loss of MamilliusdaArcite. Rose even argues that “the
heroics of marriage” emphasizes the “increasingtme of private life” in tragicomedies
(235). However, it remains dubious whether Hermiand Leontes or Palamon and Emilia
actually enjoy their future life as a married capMadness, either erupting due to
unfounded jealousy or overpowering lovesickness.onty sets conflicts in motion, but also
involves notions of gender and social criticisnboth tragicomedies.

49 Gendering of madness is strongly highlightedie Two Noble Kinsme®ne could
argue that not only the Jailor's Daughter, but dls® kinsmen develop an uncontrollable
madness. The Daughter falls hopelessly in love Ralamon while Palamon himself as well
as Arcite immediately fall in love with Emilia. Ore&an conclude that the kinsmen are also
afflicted with madness, however, they deal witldifferently: The Jailor's Daughter tries to
break out of her role and turns mad while the twusiken stick to the masculine roles
expected from them and decide on a chivalric tomera to solve out their rivalry. Leontes’
jealousy develops into madness and arises duestoftain perception and a visual crisis.
Unlike the Daughter’s madness, Leontes’ madnesstigreated by a doctor, but gets cured
by a reality shock. Both tragicomedies allude t@dgial gender shifts. Tragicomedy
acknowledges the shift, but also refers to its [@wis. These problems for instance involve

the chivalric code and its relation to sexual lanel the way women and men are still defined
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by the pattern. Although both plays indicate gersiefts and reversed roles, the future is still
considered in a skeptical way.

50 Linked to the expected roles of male and fenaaéethe men’s views on women’s
sexual desires. Women’s sexuality is no longereatiiut still causes anxiety and fear in the
male population. The desire for sexual fulfilmeritthe Jailor's Daughter is consequently
treated like a madness that needs to be cured. Mfrd toThe Two Noble Kinsmeithe
Palamon and Arcite are also eager to possess Easilshe becomes their desired object, but
react in the framework of the chivalric code agythght for their loved one in a tournament.
In The Winter's TaleLeontes unconsciously cannot handle HermioneXsaeattraction and
the uncontrollability of her desires and even cdess her death as he fears the reversal of
patriarchal social formations. Both plays depictwem as objects of desire that need to be
possessed by men; thereby involving the notionoafas criticism. The plays not only deal
with desire in the realm of heterosexual relatigpsh but further include homoerotic
discourses. All in all, both tragicomedies dwell madness, value systems and concepts of
love to illustrate how tragicomedy remains in bedwea nostalgic past and a not yet

optimistic future.
Author's Note
The article is based on findings from Prof. Dr. Meter's seminar on “Hybrid Genres:

Tragicomedy” and relates to her article “Vision amdkesire: Fantastic Renaissance
Spectacles” (forthcoming).
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Who Will Survive? On Bodies and Boundaries after tie Apocalypse
Lina Rahm, Linkdping University, Sweden

Abstract:
Preppers and Survivalists are commonly describgzkaple who believe in abrupt, imposing
and near-in-time disasters and who are actively @radtically preparing to survive this
imminent apocalypse. This paper examines how thay,band the closely connected
analytical categories of gender and sexuality,used to define survivalism. In other words,
how does corporeality structure survivalism — wletsgo be a survivalist and who does not?
In an attempt to answer these questions the pajpes to a theoretical framework that
combines the notion of trans-corporeality with fherformance of gender, sexuality and
embodiment in virtual digital space. To bring fodhe paper specifically concentrates on a
recent online discussion about “if, how, and to imeent one, as a survivalist, should or
would help a woman with small children alone inoaebt with no survival equipment after
TEOTWAWKI (The End Of The World As We Know It)” (Sadish Survivalist Forum, 2013).
This particular discussion is relevant since itwasshall see, puts analytical categories, such
as gender and sexuality up front, pointing to thetained importance as objects of study. The
results show a desire to protect the body from ghan change that often emanates from
other bodies. As such, the desire to remain badgiiliouched or unaffected emerges as a
foundation for survivalism.
1 Preppers and Survivalists are commonly descrasedeople who believe in abrupt,
imposing and near-in-time disasters and who algedgtand practically preparing to survive
this imminent apocalypse. Preparing to survivehia context, usually focuses on collecting
gadgets for defence, safety and food (‘bullets,dages and beans’), but also on social,
physical and mental preparedness. Importantly, Withinternet, online discussion forums
have become a central part of prepping and sursmalin these social arenas, survivalists
and preppers, who want to remain (relatively) amooys, can engage in discussions on
practices and scenarios. In combination this cseatesocio-material practice where the
personal body comes to the centre. The body arwdgacities are co-constructed with tactics
and tools in order to prepare it for the upcominglg. In this process, the internet is used
both as a source of information, but also as a twwagngage with peers. Consequently, for
this paper, | want to explore in more detail howqganceptions of the body affect the socio-
material practice of prepping. To bring focus te graper | will specifically concentrate on a
recent online discussion about ‘if, how, and to iwxetent one, as a survivalist, should or
would help a woman with small children alone inoaebt with no survival equipment after
TEOTWAWKI (The End Of The World As We Know It)Sivedish Survivalist Forum, 2007-
2011). This particular discussion is relevant since ag we shall see, puts analytical
categories, such as gender and sexuality up fpmifiting to their retained importance as

objects of study.
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2 There is very little written about survivalismdaprepping in general. The only major
study to surface this far is on survivalist cultimethe USA. In short, this study describes
survivalists as being mostly about ‘talk’ (rathéran ‘action’). Again this points to the
importance of online discussion forums as an avdmere survivalists can co-create imagined
futures and scenarios where their own preparedmiéigsrove useful. In many ways this is a
play with alternative futures. However, these fatuare limited in that they always result in
the necessity for survivalist skills (i.e. a preggimess for TEOTWAWKI). In a way, this
becomes a kind of hypothetical justification foeithcurrent way of life. Mitchell Jr. (30)
describes this as a situation where desires aieiegfly balanced against both current
capacities and the material objects at hand. A, suis clear that survivalists, while perhaps
mostly engaging in speculative prophesying, dosea ‘business as usual’ or ‘carrying on
and keeping calmi’as sustainable ways forward. Arguably then, safism can be viewed
as a norm-critical way of organizing everyday lifeheir views of the future clearly go
against a neo-liberal vision of a prosperous spaétlimitless growth. Nevertheless, the
guestion is what norms are challenged and what si@n@ left in place? For this paper, | am
specifically interested in examining how the bodyd the closely connected analytical
categories of gender and sexuality, are used toalsfirvivalism. In other words, how does
corporeality structure survivalism — who gets toasurvivalist and who does not? In an
attempt to answer these questions | will firstlyntuo a theoretical framework where |
combine trans-corporeality with the performancegehder, sexuality and embodiment in
virtual digital space. | will then go on to briefdescribe the method used for collecting and
analysing the empirical material (the online distois), moving on to the more elaborated
discussion of the findings.

3 Survivalism and prepping can be described ascalsmovement, which is also,
somewhat contradictory, extremely individualizedo Tctively prepare for imminent
catastrophes becomes a way of life for many, améhy of conduct within, what may be
referred to as, a risk society. The general ideth@term risk society is that modern societies
are organized in response to risks — risks thatnofmerge out of increased societal
complexity. This complexity also produces a serisésh for individuals, where a measure of
scientific knowledge (or pseudo-knowledge) is reeglito both assess risks as well as
understand oneself and one’s own position and Zbariof agency’. As such risk becomes
central to survivalism as it, as a movement, dedls a growing societal complexity through

! KEEP CALM and CARRY ON was the slogan of a moiiea&l poster produced by the British Government
before WW2. The poster is nowadays popular in verjparodies such as internet memes.
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considered future scenarios. At the same timegtiemlso individual risk to consider for
survivalists, as they constantly have to balanesgmal safety against (foreseen) collective
agendas. For example, the constant concern withgbanonymous and not revealing
important strategic locations, as well as the feflabeing stigmatized and met with scorn,
produce a social dilemma where the interests ofvifglist) individuals and (general)
collectives may collide. At the centre of this rskentation stands the body. It becomes a
nodal point for the entanglement of theoreticalcdssions and physical preparations.
Consequently, much like Lisa Blackman, | want tress how bodies can be seen as ‘enacted
materialities’:

Biology is socialized or enacted: it is boteal and made and requires a more

complex relational approach to understand its gyi¢amment. (Blackman 130)
In line with this statement, Alaimo (20) goes ond®velop the notion of trans-corporeality,
which highlights how the body is never a strictglideated autonomous object, but always
sensitive to the flows of the environment that gunds it. As such, trans-corporeality
includes, for example, industrial environmental téas, as well as various social and
economical forces. Humans are always entangled waithunpredictable material world.
Trans-corporeality then can be understood as a twayead corporeality as constantly
crossing borders and constantly shaping and belmpesl by social, technical and
economical forces. In this force field, charactetdiZoy emerging and enactive phenomena,
Alaimo draws on theorists Tuana and Barad to preploat these forces engage in a complex
interaction best explained through the conceptsimfa-action” and “viscous porosity”
(Tuana 188). In brief, Barad’s theory on agentgllism explains intra-action as a mutually
transforming interplay between discourse and nmalisriinvolving both human and non-
human actors.

Discursive practices and material phenomena do stexd in a relationship of

externality to each other; rather the material dahd discursive are mutually

implicated in the dynamics of intra-activity. (Bdra52)
Viscous porosity on the other hand is more focusetiow the mediating membranes, which
may be symbolic and/or material, are also intravadn the performance of phenomena (in
this case, the body). While these concepts haverelift analytical angles and subtleties to
them, what they have in common is an understangthgre co-evolving, co-affecting,
mutually transforming relations between phenomeaase boundaries to be continuously
reworked. Thus, | want to use the concept of ti@rporeality as an analytical tool which

can acknowledge the socio-material complexity ofisalism. Because, even if survivalists
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conceptualize themselves as detached autonomoivédumals, their stories are filled with
border-crossing accounts relating to other peopdedies, technology and the surrounding
environment. To rephrase, | want to trace how t@mporeality is performed in survivalist
practices and analyse
particular moments of confusion and contestatiaat thccur when individuals and
collectives must contend not only with the matéyadf their very selves but with the
often invisibly hazardous landscapes of risk sggievhich require scientific
mediation. (Alaimo 17)
4 In a similarly trans-corporeal line of reasonivgn Doorn asks “Where does the
human body end and technology begin?” (536). Astimeed, the ‘online’ is no longer easily
separated from the ‘offline’ (if it ever were). Seal such dichotomies are now, being
guestioned. For example, ‘the virtual’ provides iatdry relating to an imagined reality,
cyberspace and other ‘informational environmentkere the body was separated from the
mind via (computer) mediation. The virtual impligtgat the mind went into cyberspace whilst
the body was left behind, dispirited in front ofethcomputer. Virtual reality was
conceptualized asdgifferentreality, with other laws and possibilities thae tphysical ‘real’
world. Even though many studies have shown thatuai life’ on the internet is not
disembodied nor decontextualized, the image ofvineal as separated from the material
conditions of everyday life, is lingering. Van Daprdrawing on Katherine Hayles, means
that virtual practices are simultaneously mateyiedlal, socially determined and discursively
constructed. The virtual can be understood as amaterial potential that inhabits the same
room as corporeal agency in everyday practicesottaptly, the virtual also envelops our
memories, emotions and hopes, which influencescandreates our situation even though
they are immaterial. Thus, the virtual is not thgpasite of the real, but the virtual is a
constant part of the real. In digital spaces, themtial of the virtual can be actualized in the
form of digital objects (e.g. text, illustrationBlm clips). While users are not physically
present in the forum, their virtual presence tatesa different, but material, form in the
shape of the texts and pictures that are ‘suppofteddelineated) by the digital-material
architecture. The performative practices that ctrst the social network of Swedish
survivalists are made possible by technology. A¢ dame time, these socio-technical
assemblages are impossible without corporealitye Bbdy, the networked self and the
immediate surroundings (in the below quote exenegaliby ‘the city’) intra-act:

the body/city metaphors have turned concrete aedali Embedded within a vast
structure of nested boundaries and ramifying nekgjomy muscular and skeletal,
physiological and nervous systems have been gatlficaugmented and expanded.
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My reach extends indefinitely and interacts witle $imilarly extended reaches of
others to produce a global system of transfer, adicto, sensing and control. My
biological body mashes with the city; the city itdeas become not only the domain
of my networked cognitive system, but also — anttially — the spatial and material
embodiment of that system. (Mitchell 19)
Conclusively, it seems clear that there is a caecue in theories emanating from different
disciplines in acknowledging how material and disote objects and milieus are co-
constructing each other. Echoing the quote by Bisgakman in the beginning of this section,
| would argue that trans-corporeality is a condbpt takes a step towards “a more complex
relational approach” (35) between the body andsitsoundings. When applied to online
discussions, the entanglement of discourse andriaéte body and environment, becomes
perhaps even more pertinent.
5 With the advent of the internet individuals engdh@nd interested in survivalism has
been provided with new possibilities to interaad ahare information with each other. Before
the popularization of the internet, these practigese likely even more isolated (and thereby
also even harder to study). As such, the web stes discussion fora set up by, and
attracting, survivalists and preppers, provide aedgers with new sources of data regarding
these ‘clandestine’ practices. | have chosen tadoon one particular discussion in a
survivalist internet forum. The forum is part ofaager website, which functions as a social
network for people with an interest in survivalismd prepping. The website was set up in
2007 by a private person and is non-profit. To thase, the forum, which is the core of the
site, holds over 70,000 posts in more than 4,086udision threads. It has just short of 1,500
members of which two thirds can be seen as actiseussants. Membership is free and
admittance is limited to creating a unique useniitiz Most members of the forum have
chosen to be anonymous and anonymity, or OPSEQCgte security) as it is referred to in
the forum, is strongly advocated. Anonymity is melgal as very important as many
survivalists experience that non-survivalists rempuzzled by their practices, but also
because it is of practical importance not to revgalr BOL (Bug-Out Location) to
SHEEPLE (a blend of people and sheep — i.e. tlgetanasses who do not prep, but rely on
authorities for their post-apocalyptic safety) ¢ey survivalist for that matter. As such, the
forum is an arena where ‘secret’ and somewhat stiiged (and thereby individualized)
practices and practitioners can find common groamd share ideas, conceptualizations and
scenarios. Further, the forum also becomes a ‘middbund’ where material and virtual
practices meet and entangle. As mentioned, | anthfsrpaper primarily interested in how

ideas, conceptualizations and scenarios that radtge body come to structure survivalism,
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both materially and socially. Because of the limhiszope of this article, | will only describe
the method very briefly. | used basic forum datkection focused on a specific discussion.
In practice this meant copying and saving everyt pmshe chosen thread in a text file. The
analysis followed a thematic approach, which ingplée qualitatively oriented approach to
identify, analyse and report on emerging pattettmsnies). The method is characterised by an
openness towards the empirical material where thenglevant to the research question are
the most pertinent. A relevant theme captures daingeimportant in relation to the research
guestion, something that is regarded as a mearipgttern within the data material. An
important part of sound research ethics is to ptatdormants from harm. The Association
of Internet Researchers (AoIR) suggests that ‘haimould be understood contextually and
ethical considerations should be grounded in amuatde approach. Put simply, ethical
considerations state that the more sensitive tfegnmation, the more rigorous the ethical
decisions. The forum | have chosen to study isiplybaccessible for anyone with internet
access (public and private is, however, increagimigtky to determine). Thus, because |
have regarded the risk for harm as relatively snhddave chosen to be fairly open about the
choice of forum. However, informed consent is niotasly difficult to collect in online
contexts. Consequently, all data have been anomgmi&lso, new technology (i.e. search
engines) makes it so that verbatim citations caedssly traced, why | have also chosen to
paraphrase quotes, titles of threads and othempallg identifying headlines (as well as
translating them from Swedish to English).

6 While digital virtual spaces open up to the pubt/ of transgressing the social
categories of your physical body (e.g. age, gergténicity, dis/ability), many studies show
that we rarely make much use of that potential ti@ncontrary, our online selves are (these
days) analogous to our offline selves (also becthesaseparation between offline and online
is increasingly hard to make distinct) (Davis anenKedy). Digital practices also tend to
perpetuate and even augment already dominant igiesloand class hierarchies.
Consequently, instead of separating the digitainfrihe corporeal, it may be useful to
understand how material and digital virtual pragsiintra-act — that is how they co-construct
each other. As mentioned, the discussion | havearhto analyse begins with the question if,
and to what extent, you would, in a post-catastioplture, help a woman stranger with two
children. The exact question is:

So, the shit hit the fan, you grabbed your BOB Hougrbag] and left. On your third
day of walking, when camping in the middle of th@ods, a woman with two
children approaches your fire. They are dresseadtyaclothes and regular shoes and
their equipment consists of one backpack with twipty half-litre bottles of mineral
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water, some jewellery, a passport and some otHeablke papers. They are obviously

hungry, tired and freezing. What do you do?
The question in itself contains (the potential fm@ny assumptions and generalizations about
what it entails to be a survivalist. For example,specifying the encountered persons as a
woman with children, a distance between the gersenadivalist (a man) and others (women
and children) are made. Also, by specifying thigmnied and impractical) equipment, further
distance is made between ‘proper’ survivalists (math proper gear) and others (women
and children without proper equipment). As suclerehs a very heteronormative undertone
to the question. Over a time period of four ye2& different forum members discuss this
guestion resulting in a total of 51 posts and e=pli
7 The larger part of the posts reply that they wdwdlp the woman and children, but
put their own survival in the first room, not rielgi their own bodies. Possibly they would
also require something in exchange for their helg.(jewellery or sex). Some respondents
are quick to emphasize that one should wait uméilahildren are asleep before ‘seducing’ the
woman. Others reply that they would not take adsmgetof a female in that position.
Replying to this, yet others argue that trading $mxx shelter and food is not “to take
advantage of” and to “shy away from the fact theg selling of sex will be an asset for
women in a post-apocalyptic world is just stupidt. this point a new argument is made
about how the woman should be reprimanded for bsingaive as to approach the man and
the fire at all (as other men may not be as frigradl they themselves are). All these replies,
and the question itself, alludes to the importasfoesinforcing the body by equipping it with
large amounts of, for example, lighters, chocotaté other kinds of gifts or goods for trading
in order to bypass any threatening interaction$ wither bodies. Also, interestingly, the
placement of the objects on the body (chest podketlescribed as important in terms of
future interactions. Sexuality, economy, and séguritra-act in ways that emphasize the
norm of the male heterosexual body and the malepeg¢pared ‘proper’ survivalist.
8 The corporeality of survivalists extends virtyathrough for example stories of
knowledge and skills as necessary for survival,foxdhermore also through the feelings that
certain clothing (i.e. military/forest clothing) manvoke in others (e.g. respect, threat). The
type of clothing covering the body is important: B[§Battle Dress Uniform used by the
United States armed forces), Camo (Camouflage) @ Ktamouflage patterns used by the
Swedish armed forces) are seen as generatingafiffeesponses with the people one may
encounter. Generating discussions about being agenfriend or an enemy. In this case the

clothing becomes an additional mediating membramtwéen the body and other
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(potentially) colliding bodies. In terms of defiloih, the survivalist body emerges as one
wearing military clothes, being loaded with at te@8 kilos of relevant equipments and
armed. Other bodies are described as female, wh)d(non-survivalists (of course),
criminals, foreigners (who are described as ursididue to potential previous war traumas)
and mentally ill people (who in a post-apocalyptiorld purportedly can not get hold of the
necessary medication to “keéeir bodies in control”). The descriptions of ‘the atieare
consequently not a single unified account, althodigh making of others is in itself
consistent. Interestingly, the imaginary woman éechis described primarily as helpless, but
she is also portrayed as a potential threat, simdemale bear with cuds can be dangerous”.
This reference to ‘natural essentialism’ as a thueaerlying superficial helplessness, can be
seen a call to always be prepared, since in atgituaf crisis, man is described as returning
to an almost non-human primate state of survivaheffittest.
9 Users who identify as female highlight the imaf¢he female body as threatened by
male bodies. They describe a post-apocalyptic wottére the female body is also made
resilient through weapons. The potential threadsnfmale bodies are met with the parole
“shoot first, ask questions later”. A few storiggpose an imagined heteronormative future by
describing for example how they have knocked metn @uhow they wield weapons with
confidence (and thereby ascribe certain agencheo tgun-extended’ bodies). In general,
the thread can be seen as an attempt to presaribépest negotiate, who is a survivalist and
who is not. Many question the point of solitary\sual at any price, and do not see the
meaning of being “the one with the most weaponsantho”. Their argument comes to the
conclusion that the future will consist of “lonelgaranoid, armed, broken men scattered
around, and then silence”. A few more stories fugars defining as female speak to a more
openly violent future where, mainly male, bodiemtamiously threaten the survival of
oneself, and therefore must be eliminated:

If I were to encounter a person | deem not trusttyorl would not risk my own life

for that person. | will probably have to incapatgtthat person. | may come across as

raw, but that is, unfortunately, the only way toveve TETOWAWKI.
Perhaps as a joke, the strategy of SGT (trans. t9bigeShut Up) is put forward, while
others point to the necessity of cooperation angathy as being more fruitful for survival
(while at the same time also describing this taaigrobably being idealistic and utopian).
The female body responds to the patriarchal fubyrapplying the same tactic of reinforcing

the body through material means (in this case wesg)pdn the cases where alternative (e.qg.
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communal) hopes are expressed they are also immadisqualified as futile in the face of
male-controlled futures.

10 Digital environments are sprinkled with matetiaces in the form of digital-virtual
objects that actualize corporeality. As such, edayyinteractions become materialized in
digital spaces (van Doorn). | think it is usefuluderstand this discussion thread as a game
or strategic play, rather than a simulation. Thedd is a way to actualize what survivalism
is. It is a discussion that becomes materializeduilih the use of new media technologies.
Thoughts become text, films and other media objeatsich link to other texts and
visualizations where gender, sexuality and embodimee reconfigured. Disconnecting
gender and sexuality from the physical and singaiaman body in order to reconnect them
through mediating technology does not necessagsylt in subversive bodily acts. Rather,
this distributed agency repeats the regulating atiia system due to a limited repertoire of
actualizations (van Doorn). The masculinity embedidethe texts in the thread is actualized
by performing stories of heterosexuality and ‘thieeos’ — those who are not survivalists, not
(Swedish) men as well as through stories of thedgoasculinity: the autonomous hero; the
soldier; the survivor. What is described in theetlth can be seen as a form of dynamic ‘repair
work’ (Persson) where masculinities are emphasiregjotiated, patched and defended.
Other survivalists are seen as “comrades” ideutifiwainly through their clothing (i.e.
military). Jeff Hearn points to the strong connectbetween men, militarism and the military
in a historical sense It is hard to imagine a mmasculinized figuration than the soldier
(Hearn). The survivalist body is described as wepmilitary uniform. As such, it is made
masculine, and resilient, through both the vire@inotations (e.g. respect, threat) as well as
materially (e.g. weapons, equipment). Stories béosurvivalists as comrades, as well as the
thread in its entirety can be interpreted as a lsmmial activity where being masculine in
front of other men becomes crucial. These stonesrdimately connected to heterosexuality
and exclude anyone categorized as ‘other’ (Perssdre question spurring the discussion
actualizes shared ideas of ‘correct’ or normatiedieés and can be seen as unifying through a
masculine and heterosexual norm, but also as raigati different preferences for future
cooperation or loneliness and violent solitude. Tdugestion in itself may limit the
possibilities for reconfiguration by augmenting remnt norms rather than challenging and
problematizing gender and sexuality. Even though discussion negotiates, troubles and
repairs the survivalist figuration, heterosexualisy compulsory, male homosociality is
pertinent and other identity positions are margmeal. As mentioned however, certain

attempts are made at punching holes in the domimeieronormative stories, making them
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‘leak’ in a different ways (Shildrick). These legle® emanate from non-men who de-
heterosexualize the feminized body by equippingitlth weapons and pointing to its capacity
for violence (against men). Somewhat paradoxicdlngse stories also place themselves
within a future based on cooperation and empattori€s of the feminized body prepared for
violence can be read as a resistance towards statiere the female body is sexualized,
commoditized and described asmething othethan a survivalist. This can be read as a
resistance against a masculinized and heterosegdalnagination of a future of controlling
and accessing helpless female bodies. It can @sedxd as stories of being a prepper first-
hand, and of camaraderie that could span gendedantity positions.

11 It would seem that survivalism acknowledges andrcorporeal world, but
consistently falls back on ‘cis-corporeal’ solusofhat is, the interplay with the flows of the
environment and other bodies is seen as a soutteealts. At the same time, this porosity of
borders is what is being addressed in solutionsa@nal note, this virtual actualization of
bodies, gender and sexuality is materialized akiags (of memories). The thread | have
been discussing in this article is part of the selof the forum. The discussion in this thread
has been going on for four years (so far) andptid of the user-generated content that is the
forum. Because of this, it could be said that thitual play with imagined futures plays a
constitutive role in the materialization of genderd sexuality in both digital and physical
environments, but also opens up for possible futwoek of change. Survivalists seem to
subscribe to the idea that bodies are like billibadls bouncing off of each other, and the
importance of being prepared circles around malthrey skin of the body as tough and
impervious as possible. A trans-corporeal perspecticknowledges that the mediating
membranes (of the body and everything else) areusoBy invoking trans-corporeality as
an analytical term, | point to both the (futile®sttes to keep the personal body safe and
secure as well as to the necessity to considesdb@mmaterial flows that traverse bodies,
technologies and environments (in order to beiezd)l

If the material environment is a realm of oftenalotilable, interconnected agencies,
then we must somehow make political, regulatorgl enen personal decision within
an ever-changing landscape of continuous interjhdrg-action, emergence, and risk.
(Alaimo 21)
In conclusion, this creates an odd contradictiorenehadapting (adjusting to the situation)
becomes a desire to protect the body from changesugh, the desire to remain corporeally

unchanged or unaffected emerges as a foundatigufeivalism.
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The Viethamese Concept of a Feminine Ideal and tHenages of Australian
Women in Olga Masters’ Stories
Hanh Nguyen, University of Wollongong, New Southl&#a Australia

Abstract:
Doing research on Olga Masters’ life and writindpseme to understand the claim that
Masters’ writing often deals with many of the Aadititn women’s matters such as taking care
of the family, bringing up the children, building uheir agency. Together with my own
experience as a Vietnamese woman and helpful dispusvith the experts in the field of
Masters’ writing, | put forwards a hypothesis thhere are any similarities in Masters’
portrayals of Australian women and the Vietnamesecept of a feminine ideal despite of
cultural and geographical differences. The currpaper investigates how women are
portrayed in Olga Masters’ writing from the poinf giew of Viethamese traditional
perceptions of an ideal woman who holds four esslenharacteristics: Industriousness,
Appropriate Self-presentation, Communication Skilend Virtue. | will explore the
similarities in the reflection of that conceptiaonrh the two different cultures of Vietnam and
Australia. The paper will develop a textual dissauof Olga Masters’ writing and attempt to
show how, in spite of oceans apart, women bothustralia and Vietnam struggle to pursue
the so-called feminine ideal.
1 In this paper | compare Olga Masters’ portraydlsromen with the ideals which are
currently expected to be followed by Viethamese wonThe paper will investigate to what
extend Olga Masters’ work corresponds to the Vietese traditional expectation of feminine
ideals which are based on four essential attribubedustriousness, appropriate self-
presentation, good communication skills, and virtue
2 Olga Masters is known for her writing career rsdnply as a female writer
contributing to the canon of Australian literatareas someone who finished her first book at
the age of 63, but also as a public intellectuérofg critiques of Australian femininity.
Masters was born Olga Lawler in 1919 and grew upambula, a small country town in
New South Wales, AustralfaAlthough she came to journalism early at the afjd%
Masters turned to writing fiction only in her fiéig. Describing Masters’ happy and satisfying
feelings when she was accepted by@lodargo ChronicleLewis writes: “From the moment
she set foot in that newspaper office, Olga wasitobed. The smell of printer’s ink, the
clatter of the presses, the rush to get the pagaetyrfor printing - it was something she knew
was in her blood and she was happier than she éadl for a long, long time” (27). Since
then Masters’ ambition for writing never stoppetl.séems that working as a journalist
(casual, part time, or full time) brought Masteodsl| of practical experience for writing

fiction, and that her love of humanity and her @alrebservations of life never put her at a

! The information on Olga Masters is taken from BesrColeman’®©lga Masters: Reporting Home - Her
Writings as A Journalisand Julie LewisOlga Masters - A Lot of Living.
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loss of materials for stories. When asked in aerinéw with Jennifer Ellison about whether
journalism helped or hindered her fiction writingasters stressed that journalism was “a
great help, not a hindrance at all.” She furthetegbthat with fiction writing she didn’t find
she had to change her style very much (218). Mastad several collection of stories and
novels published between 1982 and 1988, nafileéyHome Girl{1982),Loving Daughters
(1984),A Long Time Dying1985),Amy’s Children(1987), The Rose Fanciegf1988), all of
which were very well received.

3 Her works of fiction made her a widely-admiredtgant at writers' festivals and
other literary occasions. In complimenting and gggping Masters’ creative ability, Craig
Munro, one of the judges of the SPACAL&vard, described her as “one of the most talented
writers [he’s] come across in the ten years othsis| been reading fiction manuscripts” (qtd.
in Lewis 127). Then in his covering letter to thaitersity of Queensland Press, he added
“Masters possesses not only the sure ability taatgbod story simply or effectively, but she
has that rare quality, a genuinely original voi¢&28). One of the critical works on Olga
Masters i9Olga Masters: An Autumn Croceslited by McGaw and Sharrad in which most of
the scholars who contribute essays argue that fastéds the ‘ordinary’ is a source of
amazement. They try to answer the questions hosvsieémingly ordinary woman came to
produce such extraordinary work. Deidre ColemanQOilga Masters: Reporting Home
introduces her as a typical journalist who tries st to reflect her own busy life as well as
to record the rhythms and daily events of ordindfiy in rural Australia with her rich
imagination (xiii-xxxii).

4 It is notable that despite Masters’ own writirayeer, her writing features women in
traditionally gendered roles, submitting to theamily desires and acting as consummate
homemakers. In one article, Katharine England daihat “Many of Olga Masters’ stories
are about homes — homes and the families in thewh,particularly about the women and
girls of those families” (29). Most women are sketd in Masters’ stories as
characteristically feminine, spending their timetwusework, attending to the children, and
preparing delicious meals for the whole family. ifhglace is in the home, the ‘good’
environment in which a woman undertakes respoiitsibibr the spiritual and physical
development of her children. One typical exampl&is Jussep who “made scones every
day before the afternoon milking” for the whole fgnfMasters “Scones Every Day” 3). The
traits of traditional femininity can also be seenMrs Schaefer who “was a very particular

2 The South Pacific Association of Commonwealth fiatare and Language Studies.
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housekeeper, sweeping and scrubbing and shiningndwese, washing curtains when they
showed the slightest sign of soiling, and she vaaatical about cleaning wio&s' (Masters
“The Little Chest” 29). It is also demonstrated Joan’s sacrifice in “The Children are
Coming” when she refuses to go out to a Sunday enovisit by the harbour with her
husband because their adult children are comingsit Joan insists thd{she] should be
out there in the kitchen doing thirigél55). The image of traditional femininity can be
exemplified in Carrie who sacrifices her own hapggs to stay at home and attend to her
blind father and household in “That Carrie One”cdtn also be the young Enid boving
Daughterswho becomes fond of a newly arrived and handsormaster, but dares not
express her love to him. These are just a few elesrip Masters’ depiction of Australian
women showing the traditional female virtues. ks to me that some of Masters’ female
characters really try their best to fulfil their rdestic duties by being good wives, caring
mothers, and industrious housekeepers. Her womeno#ien community-and family-
oriented.

5 From the last two years reading and studying ®gaters’ work, together with my
own experience as a Vietnamese woman and helpsgusision with the experts in Olga
Masters studies, | put forward a hypothesis thettetlare similarities in Masters’ portrayals of
traditional Australian women and the Viethnameseceph of a feminine ideal despite cultural
and geographical differences. The idea for thisepapalso inspired by a statement made by
Olga Masters during a 1985 interview in which slaneed every story in her first bodihe
Home Girlsin some way “involves a home girl and because rgeall home girls at heart.”
The reference seems very relevant in the Vietnameseept of ideal femininity when it
mainly emphasises the feminine and familial rolesmen. | will now give a general
overview of the Vietnamese concept of a femininealdbefore looking more closely at
Masters’ writing, focusing on two central questiofisst, how is the ideology of being
feminine represented in Masters’ work? And secdodwhat extent does Masters’ work
correspond to the Viethamese concepts of femimeals?

6 Consistent with a common Vietnamese saying twairien hold up half the sky’,
Vietnamese women have always been expected tontiaife, self-controlled, and virtuous,
working and sacrificing themselves for the bettertmef others. Femininity is defined in
terms of softness, chastity, determination, andl haork, which are perceived as inner
characteristics contributing to collective moral{see Furman; Wolf, Glover and Kaplan).
Looking back into the cultural and social developief Vietnam, it is believed that the

cultural heritage and traditional values of Vietndmave partly been derived from
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Confucianism-the foundation of East Asian cultiseg( Keyes 185-88). One consequence of
Confucianism in Vietham was its impact on the statéi women upon whom it imposed
rigorous standards of feminine modesty and chagfionfucian political culture emphasised
the importance of family life for personal develaggmh and strengthened the Vietnamese
family system with several cultural imperatives lsas ancestor worship, filial piety, and a
patriarchal family structure. Like many other caied in Eastern Asia, the Viethamese ideal
woman'’s characteristics are defined with the faseatial characteristics of ‘Industriousness,
Appropriate Self-presentation, Communication skaisd Virtue’ (see Binh, Van, and Khieu;
Anh and Hung). The effects of modern developmentieinam have caused many ideals to
be changed. Nevertheless, these four attributes hmamtained their cultural relevance and
are still understood as the standard ideal of famtinin Vietnam. These values demonstrate
that it is not just women’s external appearancéatso the harmony between beauty of form
and beauty of spirit which constitute perfect femitty (Anh; Nam). | will now comment on

each idealised component of Viethamese feminimty r@late it to Masters’ literary works.

Industriousness

7 To begin with, an ideal Vietnamese woman mushtastrious both in her domestic
and professional life. Women traditionally have eelegated to certain kinds of work (e.g.
child rearing and housework, though certain ocadopatsuch as primary school teaching and
nursing are also acceptable) (Lich 195-196). Gelyerbeing 'good' at being a woman
involves doing ‘womanly’ things at regular and ajpped times. This ritualized behavior
often involves to self-beautification, child-reaginhousework and cooking, all of which
attests to this symbolic order. Being industriongplies a woman’s involvement in female
domestic labour. According to the Confucian concépts women’s particular skill to take
good care of family happiness, domestic work anding children (Bich 212-15). In
Vietnamese culture, the woman should undertakeyeask inside the house regardless of its
difficulty, proceed with it in an orderly and efiemt manner, and complete it in time. This is
also what is meant by diligence in the Vietnamasws of a feminine ideal (Hy 68-69). This
is a function of a familial woman and also givesmvem one advantage over men. Women
may not compete with men in terms of physical giterbut men may not compete with
women for their domestic labour. Therefore, in Wahese culture, it is known that a good
wife often symbolizes her husband’s pride becahgecan assure a better domestic life for
the whole family and provide better upbringing tbe children (Bich 141). Industriousness

also proves necessary if she wants to succeedery @ocial field she takes part in. Even
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though the housewife is not endowed with any spemiafessional qualifications, she can
still achieve things that she desires. It is beealse has the willingness and determination,
which differentiates her from non-industrious wome&here is folklore, though it is not just
applied to women, saying that success includes ¥i¥igba genius but 99% being
industrious’ It is accepted that an ideal woman should be hartting at home and at work.

8 Olga Masters’ literary texts often suggest thatiety assumes female characters’
place is in the private sphere, in the home, whieeg are portrayed as being in charge of all
that goes on in their kitchens. Generally, femddaracters are portrayed as people who are
expected to uphold the values of stability and nitgra’ hey must make their homes a special
place, a refuge where their men can escape fronhitidy competitive, unstable, immoral
world. It is undeniable that a woman’s place waseoim the home. In the past, women were
merely required to fulfil the role of mother andusewife. As a mother, a wife, and a woman,
and also as a writer during a time with many cetdliand changes in women’s roles and
opportunities, Olga Masters provides readers witthtul account of what it was like for
home-bound women in the past. In her stories, gpcts many Australian women who
show caring and nurturing features. There is thagenof Mrs Schaefer who spends the
majority of her time and energy caring for her fgmin displaying her morally good
character and her unfailing domesticity, Mrs Schaehn be taken as representing the ideal
compliant and domestic woman that is epitomized @mkidered a necessity in creating a
good family life in the nineteen-thirties, but te®ry also implies that she often resents the
situation she has been forced into. Evidence fisrishshown when she bursts into tears when
her husband shows no respect to her at the teanis She seems to fulfil her duties only as
mere performance in order to meet the expectatdrsociety and to compensate for her
loneliness. Mrs Schaefer is portrayed as beingravarttional homemaker in the sense that
she does nearly all cleaning and caring for heand and children, so fulfilling the
household responsibilities expected of her.

9 When talking about women in the family, Mastefftero identifies them as ‘a
housekeeper’ as in ‘Mrs Schaefer was a very pdatidwousekeeper’ (“The Little Chest” 29)
or ‘Carrie was aware that she was trapped foresdrea father's housekeeper’ (“That Carie
One” 262). What emphasises Mrs Schaefer’s indusiness is that she attends to every
detail of the house, from the wooden drawer knolthi¢ curtains and the windows, from the
chest in the hall to the glass and china in thehkib. For every piece of the furniture, she

% The English version is that success is 1% ingpmaind 99% perspiration.
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shows careful consideration and scrupulous care.g8o spends the whole week cleaning
and washing. She even makes it one of her Satuedkg ‘to polish the little chest '. She
only leaves the house when all of her householésldtave been fulfilled (e.g. “Providing
the glass and china were washed and stacked om, ¢teah paper in cupboards, the house
was without dust, and of course the little cheshesh... she would join the crowd of
spectators at the tennis court”) (Masters “Theld.itthest” 31). She is so fanatical about
household work, she undertakes a great deal of stmn&bour. Obviously, Masters’
depiction of Mrs Schaefer reflects the industrioasure of a housekeeper in the family as a
typical example of femininity.

10 Enid inLoving Daughtersis another example of Masters’ portrayal of Augira
women’s industriousness. Enid is a serene andyayd| devoted to the care of her widowed
father, Jack, and the household. She was deschigedan Herk in “Missing Men and
Unmothered Sisters” as being “...steady, reliablel aroficient,..., replacing her mother in
domestic science (cooking, cleaning, and caretaki{r@®). When writing home, Edwards, a
new minister in the town, describes her as a hardiwg and tapable homemakeand a
good cook. Edwards keeps thinking of Enid in teoh&er smiling competence with stoves
and cool safes, with smooth linen and shining ceogkwith the fragrant and beautiful
harvest of her ordered garden (Mastarsing Daughtersl20). He even talks to himself that
“a man with support from a wife as beautiful an@rhing as that would do a better job for
the church” (Mastersoving Daughters

11 In Masters’ stories, we can see a close linkveet women’s virtues and domestic
duties. A woman is to care for the inner (privat@rld, while a man cares for the outer
(public) realm. Most of the time, Masters’ womeitlsto the gardens or kitchens. They keep
their hands busy all day; sometimes they complaioutitheir hard work, but it does not
mean they stop caring and serving the family. Thithe image of Tad’s mother in “A Dog
that Squeaked”. Although she shows no interesheénhtousehold tasks - “her face was shut
like a window and her mouth not a kissing moutshe still does them. As women, they try
their best and work hard to fulfil their duties.nSetimes, | think women in Masters’ stories,
frequently older women, are seen as feminine noaule of their appearance but for their
domestic skills. Apart from that, it also seemg th@ing housework may help women to hide
their feelings and loneliness. Since they cannatrobthe uncontrollable things in their life,
they attempt to control their physical environmértiey view their homes as extensions of

themselves.
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Appropriate Self-representation

12 The second important characteristic of a tradél Viethamese woman is signified in
her appropriate self-presentation. Self-presematidsso known as impression management,
is the effect on others from their manner of perfance (Leary and Allen 1198-1203).
People’s outcomes in life, and how they live angriact on a daily basis with others, are
greatly affected by the impressions other peoptenfof them. People generally want to be
liked and well regarded, because being thoughh @f positive manner has better social and
material consequences than being thought of ingatne manner (Leary and Allen 1193-
94). Therefore, they should recognize how theis@néation of themselves can affect that.
Appropriate self-presentation does not mean a wopwssesses the beauty of a pageant
qgueen or fulfils the commercial concepts of beasigh as being tall, thin, or sexy. To
Vietnamese people, beauty is about personalitypmaductivity, not just ‘gorgeousness’ or
‘cuteness’ (Van). A woman should be full-figureditivout resort to cosmetic surgery. This
virtue also emphasizes the fact that under no kistances should women appear in untidy
or sloppy apparel. A good outer impression can gbrihem many advantages in life.
Obviously, a clean, tidy, and careful self- preaéinh shows both self-respect and respect for
others.

13 It is suggested that a woman’s self-presentasoreflected by her natural beauty.
Metaphorically, a woman’s beauty and the naturafldvare often compared to each other.
Women's beauty may evoke the natural environméeir eyes, faces and curves mirror
flowers. Olga Masters was enchanted by the bedtutyeovorld around her, so in her writing
she would consider nature as an ideal representafictvomanhood, as can be seen in the
following examples: “Sybil, who was twenty and rilgee a black cherry, her body a piece of
fertile ground ready for seed,...” (Mastdrgving Daughtersl47) or “[Una’s] hair had been
curved over her cheeks, covering her ears likesbithgs” (116).

14 From the other angle of self-presentation, tieeeesaying that ‘no woman looks ugly;
there are just women who do not know how to malkengelves look beautiful—she must
learn to make the most of herself. Sharing the same, Birtwistle and Tsim state that the
feminine stereotype depicts women as being verycamed about their bodies, their
clothing, and their appearance in general (664-@3)eir figures and clothing, their
attractiveness is the criteria by which they moigero are judged. Not surprisingly then,
women are conscious of their visibility. This isdrin the case of the Herbert girls in
Masters’Loving Daughtersvhere both pay lots of attention to their appeegaand dress to

appear attractive. Masters notes that “the reprtatf Herbert girls who are well-dressed,
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gadding and unencumbered has spread far beyortwbtters of Wyndham” (164). A desire
to appear attractive is revealed when Enid, therelderbert girl hurriedly changed her
clothes and “tore off her apron” knowing that Edeshad come to visit her family. She
wants to her look best in Edwards’s eyes. Amfmy’s Childrenserves as another example.
As a way of presenting herself to others during demty arrival in city, Amy promises to
herself that “I'll dress nicely and always clean shoes” (35). The idea of being beautifully
and cleanly dressed not only meets her need to dwokl but also satisfies her desire for
social status. People will treat her differentlgdese of her visually pleasant appearance.
15 The notion of self-presentation also indicabesrhodesty and appropriateness of how
women dress and appear to others. One examplerihdlia Masters’ “A Spread of Warm
Blood”. Before going out to a social gathering,nstiag in front of the mirror, she “makes
sure the neckline was positioned exactly right bseashe is proud of her neck and
shoulders” (142). In many cases, women understameffect their clothes have and assume
a modest pose, imbued with ‘softness’, a qualitireed to be perfectly female in many
cultures. For example, at the social gathering,thacreates a good impression on others
with
a good view of [her] in the blouse, the lantermwabber giving the rust colour a sheen
and whitening her arms and darkening her hair, seiédooser so that fine hairs
escaped the coils on her ears and were burnisloedilke fine grass turned gold by
the sun. (150)
Communication skills
16 Communication skill is classified as the thittribute of an ideal woman, who is
characterized as speaking well and articulatingdavith grace and tenderness. Vietnamese
society often marks a woman’s femininity by how heice is pitched, by her excessive
politeness and hesitation to speak (Nam). Womenldhspeak words which are gentle,
pleasing to the ear, and loveable - words whicklréhe heart and are courteous, desired by
many and agreeable to many. She should speak Ipafita light, warm, but not harsh or
high-pitched tone. There is a Vietnamese saying“fftair speech costs you nothing so speak
in a manner that pleases the listeners.” A good avoshould know when and what to say
and how to broach a problem. She should be genteflaxible when communicating with
parents, her husband and those around her (BichH&t) manner of communicating also
shows her confidence and knowledge and the listerear easily judge her according to how
she speaks. Thus she must not boast about henstdfad she must be modest, allowing her
accomplishments to speak for themselves.
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17 As Matthew Budd claims "you are what you say); €bmmunication skills can be
rated as one of many essential features repreganttmen’s femininity. Echoing this point,
in his research Braun argues that women tend tomum® intensifying adverbs such as
“very” or “really” and women’s sentence structuiesolve the more frequent use of tag
guestions, questions in general, and hedges (qbéageli 5-6). He also adds that, together
with a female style of conversation that is morétp@nd contains indirect orders rather than
imperatives, this could be categorized as an alesehdominant behaviour in conversation.
This can be seen in Masters’ writing about woméersininity.

18 In Amy’s Children when discussing the matter of falling in lovelwdt married man,
Kathleen tries to persuade her mother, Amy, toteatllove affair, sounding very persuasive
and determined. In order to achieve her aim, Kathles still using “her amiable, even
pleasant tone” though Amy becomes so frustrated s(da Amy's Children 139).
Consequently, Amy listens and recognizes that: lkein's voice was a kind she had never
heard before. She thought of rain falling on a,temading the leaves brushing against each
other making a whispery sound, a light and slitheoise, so gentle it was hardly audible.
Hardly a noise at all, a precious sound, thin lnaing, only ears trained hard would hear the
vibrancy” (139). This suggests that communicatikiii & not only one important feature of
femininity but is a tool to broach a problem ineaninine way.

19 In the novellLoving Daughtersthe smart and handsome minister Colin Edwards
becomes impressed not only by the sweet appeacdridea but also by her ‘amiable voice’
which makes her more sexually appealing to him.ufhoafter their marriage, Edwards
sometimes shows his disappointment in Una’s indifiee to housework, he cannot help
meeting her requests whenever she whispers to hiansoft and naive voice: “Carry me!”
Una said. “Pretend I've hurt my leg”. He bowed hiad partly to hoist her on his back,
partly to shut out the frowning face of the chur¢B05). Edwards agreed to carry Una as
requested and by doing so he also wanted to evedsctutiny of the Church or the people
therein.

20 Masters’ women also show feminine charactessticthe way they suggest or ask
someone to do things. They tend use modals, tagtiqune; hedge words such as ‘I think’,
‘kind of’, and ‘sort of’ because modals and thes®wdg can be used to express hesitancy. For
example, when Una wants to go for a walk, she doé¢put a direct request to Edwards but
only suggestion “We will go for a little walk andogt it, shall we?” (Mastersoving

Daughters249). With that soft command, she makes it imgmssior Edwards to say no
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even if he would rather do something else. Obvigugbod communication skills are not

only a secret ‘weapon’ of women but also symbatiZeminine ideal.

Virtue

21 Finally, virtue is another important indicatdr an ideal woman in the Viethamese
concepts. People always want to know whether a woimas been well brought up.
According to how she behaves to others, peoplestemv the appreciation or disregard.
Therefore, women must be careful and sensitiveramyghing they do if they want to retain a
good image in others’ minds. A woman occupies mamsitions in life and is expected to
fulfil all of them. She must show her responsiilis a dutiful daughter, a devoted wife and
caring mother, as well as a conscientious worketh(B08-10; Jamieson 134). In terms of
marital virtue, an ideal woman is expected to bé&Haithful and honest. She treats her
husband well and always tries to support her mgerlaecause it is a long-term commitment
in her life. A good woman should place a high vadnethe relationship and marriage. When
married, it is totally unacceptable for Viethamsemen to engage in affairs or flirt with the
opposite sex (O’'Harrow 174-76) (in theory, men aog¢ supported in doing this either, but
they are not condemned the same way if they donévoare expected to be strong, upright,
loyal, and able to keep their dignity in any cir@temces. Traditionally, women, viewed
primarily in the relationships to husbands and fesi have been expected to make sacrifices
(Bich 37-42). According to tradition, it would better for a widow to live single and support
her children than to lose her virtue by remarryign). This concept puts more pressures on
widows, even very young ones, to stay with thesbdand’s family and not remarry.

22 According to Rosalind Hursthouse, a virtue His toncept of something that makes
its possessor good: a virtuous person is a mogalbd, excellent or admirable person who
acts and feels well, rightly, as she should” (8\wrdthouse presents an attractive picture of
virtue, for the virtuous person knows how to actaimorally appropriate way and can be
relied on to do so.

23 In Masters’ writing, most of the female charastare teenagers or mature women.
They show their great concern for being considéaedirtuous lady’ as illustrated in the
character of Amy, a mother of three daughters, whussband goes away to earn a living.
Having the appearance of an 18-year-old-girl, Al Ieoks attractive and always dreams
of a romantic life so she develops a secret affatin her boss Lance Yates. However, she
understands that this is a taboo. It is an immacilfor a married woman to have a love

affair. She tries her best to forget Yates by chamdper job and controlling her emotion.
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When they see each other again after a short separAmy is still attracted to his manly
appearance. However, as a married woman Amy hasutb an impulse to reach out and
take hold of Lance’s wrist, a nice strong one digalcto a yellowish hand.” Her face reddens
and she has to hide her passion by looking atah€Mastere&smy's Childrernl57).
24 In Loving Daughters the two Herbert girls are obsessed by the arrpdala
gentlemanly minister but dare not disclose thegtifgs. They try to out-preen each other to
impress him, deepening the rivalry that alreadystsxbetween them. Even when Edwards
and Una are married, Enid never stops loving hirawever, as a girl, she only secretly
dreams of one day being his wife or tries to captur intimate image of him by “[smelling]
his body on the sheet she held as close to helafasbe dared” (Masters 267).
25 It is suggested that in whatever situation fef iemale characters are portrayed, from
the cradle to the grave, a spirit of obedience anmdmission, pliability of temper, and
humility of mind is required of them. Vietnameseead of female virtue are not only
concerned with chastity but also with obedienceahee in Viethamese culture, fidelity and
wifely obedience is presented as a model of fereinimtue, a virtue synonymous with a
feminine submission that grounds the patriarchdéoof the country (Binh, Van, and Khieu;
Anh and Hung; Nam). Similarly, many female charexte Masters’ stories are portrayed as
examples of the virtue that a woman should be @mtdo her parents (when young), and her
husband (when married). It is the image of Carri@an® who is the eldest of the three
daughters of her blind father in “That Carrie One”:
It was a natural progress that Carrie stay on enhtbuse and care for him after her
mother died. Carrie was twenty-five and not likedymarry.... Carrie was aware that
she was trapped as her father’'s housekeeper. Téfengrs already running from her
face, taking the softness of it. The pupils of tearrless eyes had sharpened to arrow
points. (Masters 261)
26 The description suggests that Carrie completeskhausting duties with endurance
and without any complaints. She may continue toalehwith submissive devotion to her
father for the whole life though sometimes shé dtdams of having a job in a post-office or
a shop—it suggests that Carrie may resent thetisituahe has been forced into. Mentioned
in Masters’The Home Girlsare other traditional women like the mother in &T8nake and
Bad Tom” who dares not show her protection for $@m who is, in the father’'s eyes, ‘bad’
Tom. In that story, the power of the father is sorgy that the mother usually asks the kids to
“behave when Father comes” otherwise it would iata a bad day (170). The examples of
Carrie and the mother illustrate that obediencgemotion to the family becomes their nature.

This point also implies the fact that on one haMi@dsters represents fulfilling household
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tasks as one of popular indicators of traditiomahininity; on the other hand she may show
some disapproval in that kind of commitment.

27 As mentioned earlier, the important roles foetdamese women are still current in
the conception of womanhood. It is believed thattad characteristics of ‘Industriousness,
Appropriate Self-presentation, Communication Skisd Virtue’ are indispensable in a
woman (Binh, Van, and Khieu; Anh and Hung). The boration of modernization and
industrialization and the persistence of traditloatitudes serve to create a unique set of
tensions and strains on Vietnamese women. Womearitemporary Vietnamese society are
still expected to be ‘good daughters, wives, anthers’ even though the importance of their
daughter/wife/mother role has been significantiguaed by demographic and technological
changes. Meanwhile, qualities such as domesticitgturance, and softness that are believed

to be uniquely female remain central to the way mew women.

Conclusion

28 However, her emphasis on traditional femalestoMasters can also be seen as a
feminist writer. She is quite aware that motherhand women'’s roles are not invariable and
that they alter with community requirements, ecopoand the women’s own desires and
needs. Therefore, she builds up the character Amyny’s Childrenas a young woman who
is determined to break the traditional country-tosamcepts of being a wife and raising her
family during the years of the Depression. Amydriger best to get out of the circle of
fatalism, deciding to leave her children with hergnts to seek a better life in the city.
Another example of Masters’ feminism is Mrs Carroll “The Teacher's Wife”. Being
known as a small, dark woman with six children, stever bothers with the garden or
household chores but ‘got out of the house as aiteshe could ... [to] play tennis ... in a
dress shorter than those the other women wore’ thighdetermined thought of ‘being the
first’ on the Cobargo Agricultural and Horticultir@ommittee (Masters 76). These actions
and attitudes often symbolise not only that thesenen have broken out of the narrow
boundaries that society has sought to impose, Ibatthaeir freedom of spirit and disregard of
social conventions.

29 It seems to me that Masters’ female characeaibyrwant to stand in between the two
poles of traditional femininity and the modern vens Masters is thus looking for two kinds
of ‘heroines’ in her writing. She wants inspiringofessional ‘role-models’ of femininity but
she also wants rebellious female images, a womahbbshared passion and suffering, a

woman who sobs and struggles and rebels. On théame, they try their best to fulfil their
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domestic duties, being a good wife, a caring motaed an industrious housekeeper. On the
other hand, they still want to prove themselvaghtfng for their freedom, escaping from the
burden of housekeeping and domestic responsibilfasters celebration of strong,
subversive female characters is contrasted witly@saf traditional femininity and by doing
so, she reinforces their personalities rather tnditizing them.

30 It is notable that most of Olga Masters’ woméearacters are living country areas in
the period between 1920s and 1930s, the perioaitestthe Second World War as indicated
by Geordie Williamson: “[Masters’ fiction] take atheir background the Great War's
aftermath, the biting Depression years, the vastugtions of World War Two and the
creeping modernity that followed” (127) — she wa#ting about a period that is earlier than
the time she herself started writing. She was mgitabout it, looking back from the
perspectives of 1970s or 1980s and although it dogsnean that her concepts about how
women should behave have changed totally, they bhaaged quite a lot. Women are not
supposed to strictly abide by the aforemention&tbates: they become more economically
independent, intellectual, politically consciousidaeven sexually emancipated in some
extents. However, the standards as industriousreggsiopriate self-presentation, good

communication skills, and virtue still keep themrgortance and practicality in society.
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Re-Thinking Wellness: A Feminist Approach to Healthand Fitness

Kate Hendricks and Sarah Plummer, University obalaa, United States

Abstract:
Is wellness a feminist issue? Can self-care douii to popular paradigm disruption?
Fitness and wellness are often approached in diHgideon-feminist ways, with popular
culture’s emphasis on beauty and size detractiog fthe core benefit of any personal
wellness practice — empowerment. This paper explitve roots of feminist critiques of sexist
beauty norms and thinness mandates and analyseshese provide barriers to holistic
wellness in society at large, and within the festimommunity. From “besieged feminists”
to athletes and sex radicals, women are affectedhbynegative messaging currently
deployed concerning fitness ideals. Fitness idaatsbeauty norms combine to promote and
image of thin as ideal, rather than athletic oorsgr Mindfulness-based wellness practices
can build individual awareness and strength andtereommunities of connection that foster
social change. Self-care and the embrace of oysigdl, emotional, and spiritual selves is a
feminist notion.
1 A Christmas morning spent as a young girl conesnind whenever she runs
outdoors on a rainy day. She remembers how heryfaimse early, opened presents, then
looked outside to see new snow falling — it wasuliéd and they decided to go enjoy it. The
whole family bundled up and headed out to a quésidential street. By then, what appeared
to be light snow from inside a warm living room wa@ming down more like hail and icy
sleet. Her little sisters were on their bicyclesd @he rest of the family started off on a jog.
She smiles today when she thinks of what the neighbad to say later. She knows how
crazy they looked, a ragtag group of six runniranglin bad weather on Christmas morning,
dodging hail, laughing, and breathing hard. She erabers that day as happiness
uncomplicated by age or societal expectationsak wsceral and childish — it was joy.
2 Fitness in contemporary society can often be sextuof working in diametric
opposition to such celebratory expressions of mayisy. So often, physical endeavors are
linked to pursuit of an aesthetic, with no focusesnpowerment and strength. The National
Eating Disorder Association estimates that teniomllAmericans suffer from some form of
disordered eating. Physical activity has the paétd provide happiness and to celebrate the
female body outside of dictates about what it sthdoibk like. If strength and movement are
beautiful, not punishing, can the field of professl health promotion do a better job of
communicating that?
3 To make wellness a useful construct, one hastorétruct the vantage point from
which it is currently, commonly viewed. Does pursyiself-care really mean color-
coordinating sports bras and critically assessimgstvsize? When promoted in a healthy,

feminist fashion, wellness can be a vehicle forivimdial, community, and social
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empowerment. One only needs to sit in stillnesstake a few deep breaths to innately feel it
— wellness is about physical practice. Inhererglfish, personal endeavors, physical motion
and meditation provide pathways to connect thereatewith the internal, and to revel in
what can be found in that space.

4 Physical practice for many women is a thorny eptchowever. It is not as simple or
as pure as it might seem at first glance, as amyttiealing with the body and gender carries
with it the weight of societal expectations andéragnic ideals. Queer and trans scholarship
to date has been critical of fitness practicehat they are often used as a way of disciplining
the body and conforming to hetero-normative notiaisattractiveness and slimness.
“Women’s empowerment through fitness is thus largehagined in a very limited,
individualistic, apolitical sense that does notruld dominant ideologies or structures”
(Scott-Dixon 36).

5 Claiming that physical practice and wellness ideal pathways to happiness can,
however, be problematic for reasons outside of mmegéc beauty norms. Sarah Ahmed
decries prescriptive happiness in her work on thigiest. Prescriptive happiness exerts a
strange, subversive form of pressure on individudégions about what can and should bring
what feeling work socially as directives or mandateat paint outliers as unhappy, troubled,
and misguided. Ahmed’s deconstruction of the notiat happiness is a universally agreed-
upon state brought about by universally understoioclimstances and objects asks us to
think critically about the ways in which happinéecomes a form of thought control. Should
every feminist person feel welcome in today’s f#merena? Should weight loss and self-
loathing be accepted sources of motivation forijgra gym? Popular paradigms would have
us believe that it is completely acceptable to gidgirselves based on Body Mass Index
(BMI) and make fat-phobic statements amongst farrasded friends because to disagree
renders one an outlier or killjoy (Ahmed 7).

6 The study of feminism as an opponent of geneappimess is an interesting lesson in
the power of this notion to shape the box of aaapt behavior. If a strong emphasis is
placed historically on beauty, family, kinship, ahdterosexual partnerships as being the
sources of happiness, “feminists might kill joy pignby not finding the objects that promise
happiness to be quite so promising. The word fesmnis thus saturated with unhappiness”
(Ahmed 107). Feminism becomes the ‘f word’ in thMay. Prescriptive notions of wellness
are full of recrimination, but we continue to coutttem in benevolently condescending
terms. “The violence of what was said or the viokerof provocation goes unnoticed.

However she speaks, the feminist is usually theviewed as causing the argument, who is
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disturbing the fragility of peace” (Ahmed 187). Téire, to make wellness a construct
worth using, one has to deconstruct the perspefrive which it is presently viewed.

7 So where is the hope for physical activity a®arse of happiness? Is there a pursuit
of happiness that lies outside the boundaries @bbkpressures and preconceived norms? We
believe the answer lies in deconstruction of thentéself, and in a return to focus on the
individual. A young girl fell in love with physicactivity on a snowy Christmas morning.
She didn't love it because anyone told her to @abee she had already internalized societal
pressures about how large or small her derrieraldhme. The girl loved it because it was a
chance to get in touch with herself and bond watiify in a spontaneous, authentic way,
finding a pathway to that smiling place throughatheand movement. A woman can develop
strength and independence simply as happy sidecteffef a basic love of physical
movement; athleticism offers opportunity for magtexperiences in the corporeal realm and
increases self-efficacy. While physical strengtldl amdependence sound like concepts that
would deconstruct hegemonic ideals of femininitiness has been carefully commodified in
contemporary society and occupies a murky spadectrabe simultaneously feminist and
anti-feminist. Dominant wellness paradigms ofteasgribe appropriate physical practice for
women. For example, “while men’s participation iramy sport and fitness activities has
historically been consistent with dominant conammpi of masculinity as well as
heterosexuality, women'’s participation has tenaebring their femininity and sexuality into
guestion.” (Dworkin 286)

8 The result is a careful negotiation engaged inngny active women between
strength and predetermined notions of femininityotder to meet some physical ideal, many
women work hard to avoid increasing muscular masaiovert way, and focus their efforts
on things like calorie-burning. This focus is tiem pursuit of an aesthetic; such physical
practice is not a healthy, holistic endeavor, anelschot contribute to empowerment.

9 Women who won't restrict their athletic prowessl anuscularity in order to embrace
a feminine ideal potentially become successful givan sport or athletic endeavor, but don’t
often receive public accolades for that. The 1998m&n’s World Cup provided a great
example. When Brandy Chastain scored a game-wirgniad) against China, she celebrated
by racing forward and ripping off her jersey toealra chiseled torso. In media outlets, she
was alternately criticized for her ‘indecent digpland for her muscled form. Her legions of
female youth soccer fans however, cheered her antt{®ixon 22).

10 Our culture trivializes women’s physical actyvdas only associated with diet/weight

loss and appearance.” (Malin 72). However, a pasphysical practice embraces a “health at
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any size” approach, and although the notion seeamgie; it is important to let go of
predetermined judgments of what each of us shouwdjtw Positive practice and holistic
wellness requires an abdication of responsibildyntake others happy, and to meet any
preconceived notions about attractiveness or apijgtepess of an athletic activity. The
definition of fithess is less about results and enabout the power to do, the power to
express, the power to live fully.

11 There is, of course, a public health realityt tmaust be discussed when one thinks
about diet and physical activity. As problematicrasialized, gendered, and mysteriously-
determined BMI indicators may be, national numb#se each year. While it is hardly a
secret that Americans’ waistlines are increasing gearly basis, it is of greater concern that
lifestyles are increasingly sedentary. A reviewnafional averages shows steadily-increasing
figures. In 2001, the Center for Disease Contrdl alistudy using the Body Mass Index for
measuring height and weight proportionality. Thetiirdy showed that 21% of the population
was classified as overweight or obese. Today thetgmtage is closer to 33% (CDC 2009).
The problem is not a knowledge gap. The centeAfoerican Sports Data also conducted
independent studies that showed Americans know &#neyat risk; 61% of their surveyed
respondents felt they themselves were overweidig. i$sue is not a problem with behavior
as much as it is environment. Our bodies, mindd, sirits were never meant for the high-
tech, sedentary lifestyle that most Americans eulydive. Though much of the health and
wellness data collected at present concerns bodg lauad size, savvy, contemporary health
promoters must move away from an emphasis on BMI @pesity statistics, and move
towards emphasis on holistic wellness and the jbynovement. Research shows that
troubling BMI numbers will drop naturally as peoglet moving, and adherence to exercise
programs is increased with positive messaging anéradly framework (Malin 86).

12 Physical practice has to be a positive, indiaicded experience, not a chore put up
with for the vacuous goal of moving numbers on alescWhile tracking public health
statistics is epidemiologically useful, it is noseful in individual health promotion or
behavioral change. Throwing medical statistics raic{itioners does not motivate them to
move. Body Mass Index is not the best indicatototél body composition, although total
adiposity ratios may provide medical relevance.phbdity does create health risk, but it
cannot be the focus of a positive health practiteee Decreased adiposity will be an
inevitable result of a holistic wellness programd @ne need not self-flagellate on the way to

undertaking it.
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13 Positive practice is highly individual, becawskat speaks to one person may not
another. Our bodies were made to move in constatck of unity with our minds and
spirits. Those who have felt a natural stillnesshimi them while engaged in a physical
practice, love the sensation and will pursue it Aght to regain it if lost. When we discuss
the lethargic, overly-cerebral lifestyle most liire modern society, we believe we MUST
discuss holistic fithess and feminist approachewetness as part of the remedy. Holistic
fitness is any movement-activity that combines ampleasis on physicality with stress
management and mind-body connectivity. It can takay forms.

14 Perhaps the answer for some will lie in yogaraditionally defined, meaning more
than just the physical practice. It is the mostvarsal fithess modality that we have ever
encountered. It combines intensity with opennesiscamet, and is something accessible to all
different types of practitioners. It is a form okditation and exercise that can bring love,
respect, gratitude, and health into a practitiangfe. It has elements both of movement and
stillness that enables one to slow down and assessltivate compassion both for self and
others. We came across yoga as over-trained ahletking for something fun to try,
something new to master, and something to help begtlding muscles a bit more easily.
What we found on the mat changed our lives, angiied us to become yoga teachers.
Practice is about more than training the body,iarsdmething anyone can practice and study
while joyously never ‘mastering.” We still struggheth how much there is to learn, even as
we dedicate a great deal of time, energy, acadstudy, and personal thought to yoga.
Maybe you only grasp the practice when you acdgtthere is no mastering it.

15 Perhaps seated meditation, Pilates, weighndgiftidistance running, or traditional
aerobics will be a person’s movement modality aficé, or perhaps a combination of many.
The goal of a positive, holistic physical practiseo feel good rather thdaok good, though.

It provides a means for quieting the mind and ustd@ding how the body is connected to
every thought that crosses it. The focus in suphaatice is on positive sensations happening
in the present moment rather than a militant, legthing desire to burn fat. The feeling
resulting from an hour spent holistically shouldreeelry, not self-criticism.

16 The feminist looking for examples of criticaletry applied to the body can find
parallels in the sex radicalism. Nowhere is the mwibg of the physical more omnipresent
than in the sex radical feminist community. Notyoambracing the physical, but reveling in
it, sex-positive feminists offer powerful lessons the importance of physicality to a
complete, balanced person. Not always popularenféiminist movement, “whores...are the

dykes of the nineties, the lavender menace whors #till considered okay to ostracize”
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(Nagle 26). Feminism has not always created spac@Hysically-focused, sexual women
who embrace these notions with agency and thougess. It is easier to dismiss sexual
women and sex workers as victims somehow manigllatea misogynistic culture into
acting out the fantasies of heterosexual men,gast may be easier to dismiss the fitness-
minded woman as being manipulated by patriarchalityenorms, seeking to cash in on the
social capital promised to the thin and beautiful.

17 It is both the definition of feminism that mwdtange in order to include both ‘good
girls’ and ‘bad girls,” physical women and sedentary intéliats, not they who must
conform to a ‘good girl’ image so as to be consedefeminist. Sex trade workers like Nina
Hartley claim, in effect, to be feminists in exdad ask questions of the movement that apply
as much to sexuality as to physical fitness. “Isat in our best interests to become friends
with our bodies, fully at home in them” (Nagle 58xcluded from a rightful place in the
feminist movement, they demand to be recognizesh@mbers of the women’s community.
Feminist athletes value the physical perhaps fraigatly different perspective than the sex
radical feminist, but the emphasis on connectivitydividuality, and self-knowledge
espoused by both communities is markedly similar.

18 The writing of famous dancers and burlesqueopexérs like Lily Burana and Diablo
Cody celebrate the sex radical feminist’'s confudilemnd of celebratory exhibitionism, social
capital gained through adherence to normative lgestahdards, and rebellion against notions
of ‘appropriate’ female behavior. Their writing thatically resonates with feminist athletes.
Burana and Cody write of enjoying the physicalifyesotic dancing and of embracing the
foreign image of self created with costumes andiaet whether on stage or in the dark
recesses of the club. Dancing was a choice theenaaflirtation with a world they wanted to
know about, and an exhilarating experience. Theywkthat the female body can be both a
site for individual empowerment and for influencg destructive, disciplinary, patriarchal
beauty norms. The brave, personal way that bothradicals and athletes navigate this
guagmire is inspiring. Our feminism is complicat®dsuch a lifetime love for the physical —
this respect for the social capital that strengtth lbeauty yield, and this understanding of the
dual purpose physicality can fulfill. It empowers even as it is weaponized against us.

19 The question of celebrating the sexual and physs more about choice than
anything else. The freedom to choose how, with whanmd whether to operate inside or
outside prescribed constructs is a right that #epositive feminist claims that threatens
dominant discourse. While a liberating propositionthe individual woman, agency of this

sort is terrifying to those in the heterosexisex'gs-for-reproduction’ and ‘women’s-bodies-
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are-for-others’-enjoyment’ camps. Sex-positive feists laud the individuality of human
sexuality, celebrate the physical body, and bumgdsevith feminist activists who combat
sexist notions of female aesthetics by embracieg tthysical selves only from the neck up.
Popular notions of serious feminists are that eflibleaguered, embattled, non-sexual frump.
As a result, some feminists fear naming their pdalgy and sexuality, as both are too easily
used as weapons to discredit or silence.

20 “The female body is a site where social coded hationships of gender, race,
sexuality, and class are rehearsed, enforced, amested” (Verbrugge 55). Acknowledging
this, many feminists seek to demonstrate resistagcdisconnecting from that bodily site.
Sex positive feminists provide a powerful model iaw to reconnect, celebrate, and affirm
the power of the physical whether for sex, fithdgdistic wellness or a combination thereof.
Feminists have generally accepted the wisdom thiatirtnt beauty ideals are destructive to
women, but this may have also ushered in the samstidangerous illusion that healthful
exercise is not feminist and that fithess spacéd twoly potential for negativity (Malin 82).
In order to resist beauty myths, many feministhegscself-care through physical movement
altogether, and call it liberation.

21 Allison Piepmeier writes about the notion of feist besiegement in her chapter of
the Rethinkinganthology. She argues that because the acadestdoofi Women’s Studies is
often targeted for funding cuts or questioned mmteof its academic rigor, feminists have
taken on a combative narrative in their theory aodversations surrounding feminism.
Because feminism is under attack, serious feminmstst constantly be on guard, fighting for
recognition and legitimacy (Piepmeier 124). To bed¢e physical movement isn't ‘serious’
and to champion sexuality is too risky for the fersii academic, she implies. As the field of
professionalized feminist theory emerged out ofvesttcommunities in the late 1960’s, it
was subjected to internal and external critiquaspiReier argues that “program directors,
especially those who were instrumental in initigtprograms in the early days of the field,
often had to learn to operate in hostile environisie@hey developed besiegement
mentalities as a self-preservation strategy” (128)this narrative became unconscious and
normative among feminists, it contributed to a eurhg feeling of marginality and
paranoia.

22 Constantly feeling combative has held feminisisk from embracing new critical
theories or accepting feminism in all of its form$ere is an acceptable, canonical type of
feminist and then there are unacceptable outsigleosrefuse to stick to the script. Piepmeier

cogently argues, “the besiegement mindset thusrmesa tool that not only differentiates
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between the discipline and the outside world bat it used within the discipline to police its
boundaries and ultimately hold it back from certkinds of academic change” (134). For
embattled feminists, the acceptable model is catebrd not unacceptably-sexual; physical
self-care and celebration are hardly emphasizefhdmn a focus on the physical is considered
a throwback, a misplaced priority, or a concessmrpatriarchal beauty norms. As such,
fithess becomes the province of the failed feminist

23 Castelnuovo and Guthrie examine feminist avarsmothe physical ifFeminism &
The Female Bodyarguing that since feminism works to change tlag wociety perceives
women and how women perceive themselves socialty rmentally, there is a natural
correlation to the physical realm (72). Strengthhaf physical form is resistance to patriarchy
in its own way. Embracing the physical requireg@agdeal of permission to be selfish. An
exercise regimen is an investment in the self;esitikm requires a great deal of time and
personal commitment. For a woman to embrace thigl lef physical activity may not just
require a reevaluation of self-care priorities aacdamation of her time, but also a feminist,
holistic approach to fitness.

24 A spiritual connection is important in holistieliness, and the goal of movement
should be to foster the connection. Using physitaement to improve one’s connection to
the present tense improves total quality of lifel asm an exercise in mindful living. The
purpose behind a wellness program must be to ingppality of life, strength, and to
provide empowerment to live more fully. A feminisbommitment to exercise in this
empowering sense can improve lives.

25 The intention of encouraging wellness, not ts®) will be met or missed depending
upon the professionalism and foresight of currezdlth promoters. Second-wave feminism
was fond of the mantra, “the personal is politicdl/hen it comes to health and lifestyle,
nothing could be truer. Our failure in the healtbfpssion to create deliverables salient at the
local and individual level is a betrayal of those wstrive to serve. Consistently failing to
approach health and wellness from a critical amggates, alienates, and fails to reach. The
effective health promoter must be cognizant ofadbeundrum faced by the physical woman
operating against norms that abuse or disciplind,umderstand the intersecting pressures of
gender, race, class, and sexual identity on choraae around wellness. Feminist and queer
theories provide an impetus to think critically asetonstruct before internalizing or worse,
delivering harmful messaging. Critical analysisaigorofessional responsibility for health

promoters and wellness professionals.
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26 The answer lies in the personal — we must rereeriat the roots of the wellness
profession are intensely personal, and any prograth initiative must bear in mind the
myriad of social, economic, environmental, and walt factors relevant to a target
population. Interventions must always be fine-tyrreterencing a specific demographic both
externally and internally.
27 There is no one-size-fits-all with health pragnaing. Using theory for guidance and
reference, professionals must stay mindful of dofaators when communicating about
wellness. As much high-level research is being ootetl to explain the neuroscience, the
genetics, and the statistics of health, professsomaist work incredibly hard to stay in touch
with the population they mean to serve. There @amd ego in health promotion, and there
can be no judgmental, normative ways of commumgaliealth messages. With health, it is
always personal.
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Body Talk: Reconsidering the Post-Feminist Discouesand Critical
Reception of Lena Dunham’sGirls

Stefania Marghitu and Conrad Ng, King's Collegedam England

Abstract:
This paper will address the ways in which Lena Camhthe creator, head writer, producer,
sometimes director, and star of the television ese@irls, defies the glorification of
traditional femininity and denounces the repredena of what Angela McRobbie named
the 21st century “postfeminist masquerade.” She défies the televisual male gaze, as first
posited in film theory by Laura Mulvey, by estahiisg a new form of authorship in TV.
Flawlessly sculpted, sexualized female bodies frewery era have long populated the
landscape of HBO, the premium cable channel tmatGirls. Contrasting many depictions of
twenty something women on television, Dunham chedseebare the imperfections of her
body in her performance. Shots of her naked figiften highlight her hardly flat stomach,
double chin, and knickers not purchased from amyeliie shop. Although her character is not
sexualized in the typical sense, her weight do¢semaler her asexual or deter her from being
both desired and desirable. And lastly, although skries frequently relies on romantic
relationships, it is essentially about the friendstand bonds between the fdzirls, and the
ritual of undressing is not sexualized, but shdwesihtimacy of the characters.

1 Since its premiere in 201Zirls has continued to be a hotly debated cultural
spectacle widespread in conference panels, thiekepi and numerous online outlets.
Questions of the representations of privilege, rgemder and sexuality inform discussions
on the series, while its creator, writer, star awinetimes director, Lena Dunham, has
become the pinnacle of both praise and scrutinynham’s often-naked appearance, which
falls between normative Hollywood standards of aativeness and those of comically
asexual overweight actresses, remains a ubiquitqis.

2 Straddling comedy and drama throughout each 2kx@i episode on HBO, a
premium cable channel with few limits (unlike netwdelevision programs such as ABC,
NBC, CBS, and FOX that restrict explicit contendamly on advertising revenuegirls
affords ample opportunities for the 27-year-old glsowcase her bare body in various
graphically depicted sexual encounters. Ase New Yorkés television critic Emily
Nussbaum puts it:

Besides, | could see that there was another thingndtice aboutGirls: Lena
Dunham’s body, which she had placed, quite deltbgrain the spotlight. Unlike
many women on TV, Dunham is short and pear-shapleel.has a tattoo of Eloise on
her back, plus ink done by her friend and co-stamitha Kirke, whom she knew in
high school at St. Ann’s. The filmmaker can lookabiful in the manner of twenties
movie star Clara Bow: She has a small chin, a bawthy and very large brown eyes
flecked with gold. But just as often, she lets bHrtook like hell. Dunham films
herself nude, with her skin breaking out, her balljolds, chin doubled, or flat on her
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back with her feet in a gynecologist’s stirrupse$é scenes shouldn’t shock, but they

do, if only because in a culture soaked in Photpsiral Botox, few powerful women

open themselves up so aggressively to the judgofertyeurs.
3 Despite the amount of discourse on her body, deademic works have focused on
the duality of Dunham’s authorship as a showrurared star. Her choice to defy Angela
McRobbie’s definition of the post-feminist masquiea along with the frequently
disseminated construction of the male gaze as distussed by Laura Mulvey, marks a
transition in the post-feminist and post-networkdscape. It is our intention to initiate this
focus. Possessing an unprecedented level of ceeatintrol on the HBO platform, Dunham
establishes a new form of authorship and perforntgtwithin a medium that has merited
heightened cultural primacy in the 2000s. Althodlyl series is structured as a 30-minute
comedy rather than an hour-long drama, it doesralgt on network sitcom conventions
because it holds more creative liberties. As Amabnola noted in “Postfeminist Television
Criticism: Rehabilitating Critical Terms and Iddging Postfeminist Attributes,” “Scholars
generally concur that feminist discourse is pred@mily found in the comedy genre because
of narrative and generic qualities that both intrel and then contain potentially subversive

content.”

4 While recent television studies scholarship sashlason Mittel’'sComplex TVand
Michael Z. Newman and Elana Levind’sgitimating Televisiomave sharply pinpointed the
various complexities behind the role of the conterapy showrunner, few works have yet to
highlight female showrunners, particularly alongsi@minist television criticism. For the
purposes of this paper, we aim to focus on a afitteminist reading of how Dunham
achieves authorial control of her work as the shiwer and star oGirls. The issues of
gender alongside race, class, and privilege indeedhin problematic within the series
because it is a series focusing on white and uppedle class characters. The latter part of
this paper will then focus on an investigation o tritical reception of the showrunner and
her series, and as part of this subsequent analysiwill address commentaries on the series
in relation to race and privilege. We find this eslly fitting as the divisions amongst
critics and audiences further illustrates a postifigst, post-racial, and post-network cultural

landscape.
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5 In The Aftermath of Feminism: Gender, Culture and &o€lhange McRobbie
asserts that the pressures of maintaining the ftigestandard” when popular media is
omnipresent in everyday life leads to a represematf women through a “post-feminist
masquerade” (64), a 21st century take on one otéiméral themes in Mary Anne Doane’s
1982 Screenarticle, “Film and the Masquerade: Theorising Bemale Spectator” (74-88).
The preponderance of idealized bodies in film,visien, and advertising, coupled with the
influence of consumer culture encompassing thenlessi of beauty products and regimens,
leads to a microscopic attention to physical apgess and self-surveillance. McRobbie
asserts that this masquerade is “a new form of eepdwer which re-orchestrates the
heterosexual matrix in order to secure, once adhim,existence of patriarchal law and
masculine hegemony” (64). She cites the protagmfi$iBO’s last female-centered series
Sex and the Citgs emblematic masquerade.
6 In understanding the significance of represematof women, Mulvey’s 1975 Screen
article “Visual Pleasure and Narrative Cinema” m®vhelpful. Mulvey propounds the
concept of the “male gaze” of cinema, in which wonthe passive image/object and man
is the active viewer/subject. Consequently, womely siew themselves based on how they
are perceived by men. Mulvey’s contributions coméirto be frequently cited in academia
because they remain highly applicable to today'dimd-ilm, and furthermore television and
popular media, are hardly made from an opposingnéle gaze” or the perspectives of
women. The skewed onscreen representations rasut inequalities with which most
minorities struggle behind the camera.
7 Dunham defies the televisual male gaze widespieatiBO, Hollywood, and
mainstream media. Concurrently, her character’ssighlity in Girls does not render her
character asexual or undesirable in the eyes maictiite men. She makes a point to reveal her
naked body in scenes of a sexual nature as weéllas® depicting everyday life. The series
illustrates the following:

1. An ideal body does not lead to sexual confidencesairsfaction, in spite of the

idealized bodies and sex scenes pervasive in fildnTa/.
2. Acts of female nudity can lead to physical humat, this does not render the female
character asexual, unattractive or undesirablerastat.
3. Women can be shown naked, even together, witheusdbne conforming to the male

gaze by possessing a fantasized sexual connotation.

! The series eventually became a symbol of postristméonsumerist fantasies in its last seasonsaadilm
spin-offs.
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8 On the subject of physical expectations foistpdruwomen, Dunham revealed in a
2013 Playboy interview what she would do if she were to wakewith the body of a
Victoria’s Secret lingerie model. Her answer:
| don’t think I'd like it very much. | don’t wantotgo through life wondering if people
are talking to me because | have a big rack. Notgothe babest person in the world
creates a nice barrier. The people who talk toareuthe people who are interested in
you. It must be a big burden in some ways to Itak tvay and be in public.
It should be noted that she did not pose nake®lmyboy, and has not posed naked in other
mediums not created by her, demonstrating contradiethorship of her body. While the
magazine typically asks young and attractive asé®40 undress for their most coveted
cover or centerfold feature, the “20 Questions’tisacfeaturing Dunham typically focuses
on interesting personas in popular culture, masjuently of the male persuasion.
9 Despite its many explorations of romantic relagioips, Girls strives to be about
friendship, and the only line we see Dunham’s attaraHannah Horvath write in her book
is: “A friendship between college girls is gran@ded more dramatic than any romance.” In
the series’ pilot, Hannah differentiates hersafiirher roommate Marnie (Allison Williams),
stating she looks like a “Victoria’s Secret angafid herself as a “fat baby angel,” whereupon
she grabs a cupcake and asks that Marnie and ffereloal Charlie (Christopher Abott) avert
their eyes. Hannah and Marnie fall asleep watchihg Mary Tyler Moore Sho{CBS,
1970-1977), and later in the episode hang outeir thathtub together. While Hannah has no
gualms with devouring a cupcake naked in the tad, ia spite of her recently uttered self-
deprecating comment, she remarks to a demure Mamnapped in a towel, that she never
sees her naked. Coincidentally, Marnie’s sex lifthwZharlie is absolutely lacking from her

perspective.

10 In Season 1, Episode 3, “All Adventurous Womes'DHannah’s boyfriend Adam
(Adam Driver) grabs the sides of her stomach duangpst-coital session on his bed, and
makes flapping noises and gestures to produce &cabmuppet-like quality, stating that her
stomach is funny. She replies that she does ndt feisher body to be funny. He suggests

she only needs to lose three to four pounds, aksliashe has previously attempted to lose
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weight. He bursts into laughter as she turns arpand lightly yet still defensively states that
no, she has not, because she had “some other nsnicemy life.” With that statement,
Hannah acknowledges her imperfect body, but comrsludl is not one of her defining
characteristics. Hannah asserts this belief to Adaho asks her to touch his non-existent
stomach fat in return. In this scene, Dunham taeitldresses the state of American television
as far as women’s bodies are concerned. Adam unsingdy remains unaware of the weight

of her statement.

11 One of the most blatant examples of the ‘doudténdards’ imposed o@irls is
observed in the reactions of its viewers, whichetdélke form of disbelief that Hannah is
attractive enough for her partners; they range fAmtam to a wealthy and handsome 42-year
old doctor played by Patrick Wilson in Season 2js&ge 5, “One Man’s Trash.” That
Dunham has become something of an auteur bringattemtion the treatment of male
entertainers who retain a considerable amount otrob over their work. Did we ever
guestion or castigate Woody Allen, Jerry Seinfaldd Louis C.K., among a hundred other
performers, whenever their onscreen personas sfatfgsvoo sexual partners? Did we ever
scrutinize their bodies? Did anyone ever stop tovasether Alvy Singer was too short and
spindly for Annie Hall? Perhaps it is the redeemungplities inherent in their comedic
personas — their power, success, humor or charmatddads us to believe they could have
sex and be in relationships with attractive womnd this is what we come to learn about
Hannah. Dunham suggests that an ‘ideal’ body doats necessarily lead to sexual
satisfaction. Taking again from tiRkayboyinterview, she states:

My goal is to have a sexual verisimilitude that Hesetofore not been seen on

television. | did it because | felt that the dejoios of sex | had seen on television

weren’t totally fair to young women trying to wréeir brains around this stuff.
12 In contrast, Marnie, the tall and svelte “Vic&s Secret angel,” has perpetually
lackluster intercourse with Charlie. This is notsty that Hannah has not had her fair share
of sexual misadventures, but she is more privyiéagure when possible. Marnie is portrayed
as being unable to experience sexual gratificatiand is more interested in the

socioeconomic status of men and how it can eldvatdrom her own circumstancésVhen

2 As far as the two other “Girls” are concerned, jittery Shoshana (Zosia Mamet) is insecure abeutdwn
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nudity in the series is taken out of a sexual canthe female body is depicted for purposes
heretofore unseen on television. Images of the saghéemale figure, particularly Dunham’s,
function as a storytelling device that can not aemyrance the dramatic impact of a scene, but
also sustain the visual joke in a sequence.

13 In Season 2, Episode 3, “Bad Friend,” Hannalegak freelance writing job and
consequently tries cocaine for the first time. Tpmtagonist explores the concept of
vulnerability and youthful adventure by doing drugisis is a prime example of Dunham
locating the comical impact of female nudity in Iperformance. “Bad Friend” makes use of
the proverbial ‘double act’ dynamic in comedy, tgbut is quickly subverted; the female is
not relegated to the position of the ‘straight marme uncovered female body produces
humor in a rave sequence where Hannah trades shints stranger on the dance floor, and
emerges from the crowd with a mesh top and herespgxposed. What makes the sequence
interesting is its complete lack of a sexual coatiob.

14 The visual joke is sustained in the next segeieinowvhich Hannah finds herself in the
same outfit under the dull fluorescent lightingafdrug store. Removed from the sweaty
commotion of the rave, her state of undress in adane setting illustrates the absurdity of
her dalliance with cocaine. In her performance,\wiesver sees that the interpretation of the
female body is inextricably tied to the contexthich it is presented. And as demonstrated
in this episode and many other instances througti@miseries, while female nudity can be

used in service of humor, it is merely one of trengndevices shoring up the joke.

15 At the drug store, Hannah finds that her fornekie neighbor Laird (Jon Glaser),
who is attracted to her, has been following hethélgh he is not as debonair as her past
suitors, his attraction is signaled when he cadis“h pretty face,” much to Hannah’s surprise

and delight, indicating that her sexual desirapibtintact in spite of her antics.

status as a 20-year-old virgin in the first seaseiije Jessa (Jemima Kirke) understands sex asamsnef
dominating the opposite sex rather than that okagpcing pleasure or establishing an intimate ection. We
never see Marnie, Shoshana, or Jessa as exposthash, although Jessa exposes her bare breasteebel
tendencies may very well be attributed to the as&e’ choices.
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The episode culminates in Hannah's tryst with Laad artificially created experience of
vulnerability which will serve as the subject ofrtaeticle (a la the confessional pieces of
xoJane.cord). With that, Hannah proves herself the author &f dwn sex life. Throughout
the series, Dunham’s character is still very muckedous romantic lead with attractive
partners. Dunham, then, is never rendered asexuaunattractive because of her
imperfections in the form of humor or less tharaideed appearances. Both her character and
real-life persona never attempt to live up to atfesninist masquerade, proving that this
assumed standard is not necessary to gain personarofessional success and self-
fulfillment.

16 Girls routinely posits images of the female body — whare, on the surface,
conducive to scopophilia — in prosaic situatiormfoonting its viewers with the possibility
of women'’s bodies not being titillating so muchsasply existing on television. Such is the
implication of scenes featuring female charactergarious states of undress and engaged in
everyday activities, as well as intimacy basedamdie friendship. Echoing the scene in the
bathroom in the series’ pilot, the conclusion oS 2, Episode 4, “It's a Shame About
Ray,” sees Jessa seeking comfort from Hannah tagedisintegration of her marriage. When
she joins Hannah in the bathtub, female nudityosmalized as the turmoil experienced by
the character forms the subtext of the scene. fitegiation of humor via bodily functions —
signaled when Jessa disposes of her snot in thevatgr — further solidifies the moment as

one of female bonding in which nudity is merelycamstantial to the narrative.

17 WhenHustler magazine released@Girls pornography parody in May 2013, Dunham

explained her reaction on her Twitter account:

% xoJane.com is a lifestyle website aimed at a lgrigenale readership, featuring articles repletthwlietails of
its writers’ personal lives. Jane Pratt, who fouhdlee website, has admitted to encouraging herexgrito
experiment with lifestyle trends as a means of ggtitgy content
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Okay, | wracked my brain to articulate why | cgo4t laugh off a porn parody @irls
and here are 3 reasons:

1. Because Girls is, at its core, a feminist actiomevHustleris a company that markets
and monetizes a male’s idea of female sexualit] [si

2. Because a big reason | engage in (simulated) asris@ex is to counteract a skewed
idea of that act created by the proliferation ofrpsic]

3. Because it grosses me out.

It's important to me to be honest about the conippdsxof having that out in the world.

Love, Lena (porn name: Murray Broadway) [sic]
18 There is a phenomenon in which the significasfdemale performers to the medium
of television is skewed by depictions of their @dders’ sexuality. Dunham, then, stands as
something of an oddity in the media, lauded for &elievements on and off screen, and
scrutinized for embracing nudity in her performadder access to multiple creative roles
parallels that of another performer-showrunner:aTifey, who is widely credited for
advancing the position of female talent in telemisi As the first female head writer of
Saturday Night Liveand creator oBO Rock(NBC, 2006-2013), Fey’s contributions have
generally been made within the confines of netwtetkvision, whose broadcast regulations
preclude nudity. Perhaps therein lays lies theetkfice between the public reception of
Hannah Horvath and Liz Lemon, and, by extensioaiy thff screen counterparts. That is not
to say that Fey has been exempt from an invidio@n@ation of her appearance by the
media, but the sexual exploits of her mostly askxum Lemon, sparse and only ever
implied, have somehow made her public persona palegable than that of Dunham.
19 The disparate portrayals of these two figurethexmedia belie the nearly identical
nature of their professional roles, which signiftae impact still inherent in female nudity.
Fey’'s contributions are no less provocative thamtum’s; the central premise 80 Rock
serves to lampoon the very industry which cataputter to fame. But when Dunham bares
her body inGirls, it is as though all attention is diverted fronr B&atus as a storyteller to a
wrongly supposed request to be viewed as a sexpedtacle. Facing similar issues in
network television, Mindy Kaling has sought to expl the romantic experiences of a young
professional in The Mindy Project (Fox, 2012-prekeof which she is both performer and
showrunner. In response to commentary about heactea’'s appearance, Kaling has stated
that she does not view her character’'s weight aptublem, but a constant means by which

her onscreen counterpart is defined by her sexadhg@rs and those inhabiting her reality.

* Tina Fey’s tenure as head writer of Saturday Nigh¢ began in 1999 and ended in 2006.
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Both Kaling and Dunham have been the subjects alianeoverage, but most of these
features, no matter how complimentary, ultimatetypbasize the ways in which their bodies
deviate from the idealized female form. While tlwenantic prospects of Kaling’'s Mindy
have been misinterpreted as an invitation for tdience to speculate the desirability of the
performer, Dunham’s character has elicited unwaedrcommentary on her body. The
otherness attached to Dunham and Kaling’s physjcdly popular media attests to a
propensity to define female talent as aberratidnghgsical ideals without consideration of
their various talents. As Kaling stated in a Sefiten?2013 feature fdParademagazine:
| always get asked, “Where do you get your confo@é¥i | think people are well
meaning, but it's pretty insulting. Because wham#ans to me is, “You, Mindy
Kaling, have all the trappings of a very marginadizperson. You're not skinny, you're
not white, you're a woman. Why on earth would yamelflike you're worth
anything?”
Kaling also remarked, “While I'm talking about wHyn so different, white male show
runners get to talk about their art.” As she anchiitam are the creative voices of their
respective series, the chasm between media attesriovn to their bodies and their status as
television auteurs could not be more pronounced.
20 In the past, discussions of body image were ddetontrary to the advancement of
women. Christina Hendricks, who portrayisd Meris (AMC, 2007-present) sexualized Joan
Holloway, is often lauded as a healthy alternativethe waif figure, yet she frequently
admonishes treatment of her body type as ‘otheheklVthe fashion editor ofhe Sydney
Morning Herald referred to her as “full figured” during a 2012tdarview, Hendricks
subsequently refused to comply with any other qoleston body image, stating that being
labeled as such was “just rude.” Meanwhile, Dunlsarassertion of control over the
representation of her body — done in service oétipg) the Hollywood status quo — is what
intellectualizes her role iGirls.
21 At the forefront of recent series produced bym&o and about womerGirls
propounds the discussion of female bodies on t@avias one which is highly significant,
and one which is ushering in a new era of authprsinid agency. While its depictions of
mainly privileged Caucasian women can be undersésod cause for contention in racial or
socioeconomic terms, Dunham’s voice as a showruanerperformer is undeniably making
substantial strides for women in television. Duntard her critics, with varying results, have
discussed the issue to engage with the publictdst@gly enough, one of the most powerful
showrunners of primetime television, Shonda RhiroésGrey’s Anatomy(ABC, 2005-
present), Private Practice (ABC, 2007-2013), andScandal (ABC, 2012-present), is a
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professed fan o&irls, although she has previously castigated serids asiBunheadgABC
Family, 2012-2013) for its lack of diversity. Rhigieseries utilize ‘blindcasting’ in the hope
of illustrating diversity and equality in terms adce, ethnicity, gender and sexuality. In a
2012 interview with CNN, Rhimes commented on diitgnis contemporary TV anirls:

| don’t know if there is a responsibility on therpaf the creator, | mean there is a
responsibility on the part of the network. It's yenteresting to me that HBO didn’t
say: why isn’t the show more diverse? We believeiversity, so why don’t we make
this show be more diverse? | think that's wherayl the fault. I've seen ‘Girls.’ |
think it's delightful, I love it. And | think Len®unham is tremendous and interesting
and a really talented writer. She made a statemibate she said [she] didn’t want to
try to represent experiences that were not [hem,cand what [she] knew was this.
The idea that she felt her experience wasn't relateo anybody who wasn't white is
disturbing to me. Because | watch the show- | findkelightful. So why couldn’t one
of those girls been Native American or Indian orafysor Hispanic or black and it had
been exactly the same story? | don’t understand itviwpuld have to be a different
story because the person was a different color.
22 Dunham’s statement about the limited represenstof racial minorities irGirls,
presented in an NPR interview in which she alsoarked on her fear of racial tokenism in
televisual storytelling, remains contentious. Adedty, casting Donald Glover as her love
interest in only the first two episodes of the seteeason did not prove an effective exercise
in addressing the racial problems@ifrls. His character, an African-American Republican,
contributes to the central conflict of his storgiby admitting his dislike of Hannah's
writing, which leads to a clumsy discussion of thdiffering politics and interracial
relationship. The conclusion of his two-episode, drowever, reveals the difficulty of
initiating an honest discourse on race, even ifsitbetween two educated metropolitan
twenty-somethings amidst a presumed post-racial risme Hannah, offended not by his
politics so much as his remarks on her writingggsentially apolitical and self-absorbed. Her
ex-boyfriend’s stance on social issues is neveunlded; instead, his Republican alignment is
an assumed negative trait which she uses as asefautheir break up. Glover’s presence
in Girls possibly predated the series’ racial backlash,cashowrunner Jenni Konner
mentioned in &aloninterview that his role was planned before th&aai response. If this is
unknown to the viewer, it appears as an attemahittokenism instigated by criticism. Most
recently, Danielle Brooks, a recurring cast memberthe commercially and critically
popular, female-dominated and multi-rac@range is The New BlackNetflix, 2013-
present), announced in &onyinterview that she will be the first black femakest member
in the third season o6irls. However, she is only confirmed for an appearamc®ne

episode. Perhaps the biggest problem that causedhtial backlash dBirls was the initial
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buzz surrounding the series, a laudation of deqdine universal experience of post-college
twenty-something women struggling with professioaaltl personal problems. We have of
course come to learn that while many of Dunham’senrelatable scenarios may resonate
with members of races and socioeconomic groupsHraey®r own, the series is directly
inspired by the showrunner's personal experiencebs social circles, many members of
which appear to be white. The same can be saiddore of the most popular film and
television series based in New York, includfgends, SeinfeldndManhattan

23 In a Salon piece titled “Girls’ Still Racist,” Julianne Esbedo Sheperd astutely
points out that the series depicts an almost caelgl€aucasian cast set in Brooklyn, a city
that she cites as the most statistically divergbenUnited States. She concluded that “despite
all its frank talk about abortion and HPV and s#xs show’s advances in the realm of
progressive womanist television are very nearlyaunmuined by its oblivious, exclusionist and
unknowingly racist (the worst kind, no?) aspectnt Kendra James’ piece f®acialicious
propounded more personal criticism, as she ham#asiupbringing as Dunham, and even
attended the same university, Oberlin College. Sbments on the racial stereotypes
presented by minor characters and concludes:

Lena Dunham and | may have a bit in common, butindigss of what Emily

Nussbaum says, | do not consider Girls to be FoorlBy Us. Nussbaum’s “Us"and

Dunham’s show eliminate not only the other twodhkiof Brooklyn that exist, the

reality of a minority-majority NYC population, batso the reality that my friends and

| are currently living. Once again, we've been ethom a narrative.
24 TV critics such as Maureen Ryan and Alyssa Russg have perhaps made some of
the most well-rounded commentaries on this subjectlation to the television industry,
with Ryan’s Huffington Postpiece, “HBO’s ‘Girls’ Isn't Racist, Television iRacist (And
Sexist),” and Rossenberg’'s “Women of Color in Tamn, Part 1” echoing Rhimes’
sentiment that the onus of dealing with a lack igésity should fall on television networks,
which happen to be dominated by Caucasian men. dlbes speaks to the significance of
media industries studies in probing these issues] anderstanding the imbalanced
infrastructure of the film and television landscaperegard to issues of class and privilege
and middle class feminism, while all of the chageginGirls come from upper middle class
families, one of the main struggles of the serigsbtagonists is unemployment or

underemployment compounded by the loss of finardeglendency from their parents. This

®> Nussbaum’s “For Us By Us” assertion is mentionecher March 201New Yorkmagazine article, “Its
Different for ‘Girls™ in which she quotes her celgue an®alonTV critic Willa Paskin: “the show felt, to her
peers, FUBU: ‘for us by us.” Paskin and Nussbaumtsere appropriating the slogan of the African-Aican
apparel company, FUBU.
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relatable component has not always been welcomadsamificant counter-critique. When it
comes to a discussion of privilege and class agtehin the series, all censure seems to be
directed at Dunham and her background as a webléhy Yorker with two famous artists as
her parents. All of her series’ co-stars also cdram wealthy and famous families, further
fueling the flames of class-based criticism.

25 Williams is the daughter of NBC news anchor BWNdilliams; Mamet is the daughter
of playwright David Mamet; Kirke is the daughterBdd Company drummer Sam Kirke. As
stridently as these family connections were pubdédi in the months followindsirls’
premiere, HBO was more likely to have offered Dunhler own series because of the
success of her second independent filimy Furniture (2010). Shot in her childhood home,
the film is a more faithful portrayal of her actliféstyle than what is depicted @irls.

26 These examples of criticism aimed at the sefa of racial and socioeconomic
diversity are far more intellectually sound in gast to those concerning her body. Drawing
a slight parallel betwee@irls and HBO’s other well-known series centered on fwamen

in New York City, Andrea Peyser of tidew York Postleclared that Dunham’s series was
Sex and the Cityfor ugly people.” The issue of appearances fothes crux of her review:
Girls’ four main characters are “20-something white gakhe writes, who “dress in
mismatched consignment-shop rags.” As it appelesinterpretive processes of many critics
sustain arrested development as soon as they nlisher surface ofGirls. The deeper
implication of Peyser, among other critics, takumgbrage with the ‘ugliness’ of the series is
that despair runs counter to comedy.

27 Echoing Peyser’s preoccupation with the exptiogtaning ofGirls’ graphic content,
Linda Stasi of theNew York Posttakes a more unapologetic approach in skewering
Dunham'’s physicality as it appears in the seriesoad season. ComparisonsSex and the
City are ineluctable in her criticism, positioned framd center as the dubious paragon of
feminist television. That Stasi exaliex and the Citgs the be all and end all of television
series about women is a questionable conceit, thaufyrther foregrounds the implication
that attractiveness is analogous to success, omehwdetracts from the critical acuity of
many who have attempted to reviGals.

28 The issue of conventional attractiveness hasadpmally surfaced in the narrative of
Girls, and certain critics have accordingly designakedaharacter of Marnie as their source
of reprieve from the perceived “ugliness.” Of cayrsuch an attempt is usually made at the
expense of thoughtful analysis of the series’ pigttand genre conventions. That the

character is somehow unable to find love is mosioos to Stasi, who finds fault in the
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verisimilitude of the character’s storyline. In pesse to Hannah securing a romantic
relationship in the time between the first and selceeason, Stasi writes that “sometimes it
just doesn’t pay to be smart, breathtakingly béalythice and kind.” The fixation on images
of success ultimately dissuades critics from treskamining the narrative forces at work in
the series and the ways in which they are estadisimd conjoined, as in the interweaving of
tragic elements in the framework of a situatiorahedy.

29 What Stasi and others fail to acknowledge ist thkarnie obsesses over her
appearance in order to find a rich suitor to imgréver own socio-economic standing. This
dated practice is reminiscent of recent collegelgmées in the era of Betty Friedan’s 1960s
treatise The Feminine MystiqueFollowing Marnie’s break up with long-term boynd
Charlie, she pursues a famous conceptual artigtusecshe is ostensibly enamored with his
lavish lifestyle. Her own career is stagnant, and semains unfulfilled when she bases her
happiness on a male partner. Upon learning of @&wmfame and success in the world of
mobile applications in Season 2, Episode 8, “It'acB” she attempts to rekindle their
relationship. While the two engage in physical eshtigain by the end of the second season,
she disingenuously fawns over his new accomplistisnand abilities as a lover. Upon their
reconciliation in Season 2, Episode 10, “Togeth®tdrnie claims she does not love him for
his money because she does not even know how meidim$r He quickly declares it is
indeed “a bunch, a lot, a lot of money.” The tweskat the end of the scene.

30 A trenchant exchange between Hannah and Mamiggason 2, Episode 2, “I Get
Ideas”) delineates their differing views of theodies as well as the patriarchy under which
they operate. After being rejected for a curatopasition, Marnie becomes a hostess at a
high-end restaurant with the help of ShoshannaRad who encourage her to capitalize on
her beauty in the professional world. Hannah is tban accepting of her friend’s new job;
expressing disgust over the “rich, old men” whogfrent Marnie’s workplace, she exalts
herself for making “clean money” and not “cashing bn her sexuality. That Marnie
vocalizes her desire for someone to tell her “h@wItie should look” in Season 2, Episode
4, “It's a Shame About Ray,” is a telling exampliecharacterization because none of the
other three primary female characters have so gpewdlored direction in life. To place the
trajectory of the character in an economy of beaittycould be said that Marnie, the
“Victoria’s Secret angel,” has always stood to gtie most for adhering to expectations
imposed on women, but it is clear that within tlarative, she is defined as a passive agent

in such an economy.
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31 Ironically, Hannah faces a similar dilemma irwnod) her sexuality and professional
prospects in Season 2, Episode 9, “On All Founs,which the drafts of her e-book are
rejected by her editor (John Cameron Mitchell), whonot interested in her outlook on
female friendship so much as her sexual historyndh’s editor demands to know about the
“sexual failure,” the “pudgy face, liquid semen asabness,” a comically preposterous take
on female objectification in the reality of Girldonetheless, Hannah capitulates and agrees
to write about her tryst with a teenager (in Sea2orEpisode 7, “Video Games”). The
possibility of Hannah’s foray into the world ofditature being hijacked and distorted into a
lurid account of sexual encounters is left unexgoas she subsequently suffers a mental
breakdown. But the outcome of her struggle is ré&snent of her ill-advised decision to write
a crowd-pleasing story about death in Season 50Epi9, “Leave Me Alone,” and as per the
narrative patterns of tragedy in which the characegjuently finds herself, the possibility of
Hannah achieving success — even if she succumbgsinale objectification — was simply
not meant to be.

32 Accusations of anti-feminism leveled against sagies could be attributed to its
scenes of unfulfilling sex, which, Sarah HugheJ bé¢ Independent suggests, are redolent of
the protagonist's “lack of self-worth.” In a bid tvace the series’ backlash to its most
inflammatory elements, Hughes indicates that sowrnee hbalked at the idea of watching
young women displaying visceral reactions to segt I is these depictions of ungainly
sexual exploration that have received the brurthefcriticism, with the assumption on the
part of the media that a sex scene ought to béfygnat especially one in a comedy. The
unacknowledged irony lies in a secondary assumgpparent in many reviews of Girls: if
the series’ depictions of sex were outright titifig, it would somehow be found more
agreeable. Could the series, which eschews theg#isiic notions, be alternatively accepted
as a more challenging viewing experience?

33 Nussbaum locate&irls within a continuum of “culture-rattling narrativesbout
young women” ranging from novels about the femaigeeience since 1958 to the music of
contemporary female singer-songwriters. A recurrintgrest in privilege among young
women is apparent in cultural products which haftenoelicited criticism informed by a
gender divide:

Because such stories exposed the private livesatd mtellectuals, they got critiqued
as icky, sticky memoir — score-settling, not ath ¢ontrast, young men seeking
revenge on their exes are generally called “conmsdiar “novelists” or “Philip
Roth.”) There’s clearly an appetite for this prutieitual, in which privileged girls, in
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their rise to power, get humiliated, first in frti, then in criticism — like a Roman

Colosseum for gender anxieties.
34 A retributive undercurrent, as it appears, ltagy Ibeen entrenched in the genre of
comedy, though whether these narratives are caesidzuel or mean-spirited hinges on the
existence of a dominant female perspective. Simppty art which explores sexual politics in
heterosexual relationships with a male voice teladescape reproach. As observed in the
critical reception ofSirls, any trace of privilege or cultivation in the veiof the female artist
tends to be commandeered as the thrust of criticldrare is a wealth of astute observations
on relationships and sexuality in the traditioncoimics debasing themselves in sitcoms,
though they are often expressed from a male pergpedNussbaum links the auteurist
sensibilities and often unsavory aspectsGifls to an attempted reinvigoration of the
tradition characterized by such seriesSasnfeld(NBC, 1989-1998) andlouie (FX, 2010-
present). What other critics have considered at fatilthe series — a narrow focus on
privileged Caucasian women and their sexual misadves — is regarded by Nussbaum as
its moorings in a burgeoning medium, a “modern” mad television which simply “makes
viewers uncomfortable.” On the topic of unsympatheharacters an@irls’ darkly comical
leanings, Hughes indicates a possible transatlalivice in the series’ critical and public
reception, writing that it would be less likely$tand out in the United Kingdom, where “the
self-absorbed and unaware” are celebrated in sgcémerican viewers, she suggests, have
yet to fully accept “truly dislikeable” female claaters as viable sources of amusement,
precluding their enjoyment of dark comedies temgevigh insufficient sentimentality. Much
of the uproar in response ®irls is therefore a result of viewers’ visceral disli&€ the
series’ characters as much as its digression fhanrfdrmalistic constraints of the traditional
sitcom. Perhaps the critical vitriol is incited rimt Dunham’s physical portrayal of Hannah
so much as her character's flaws and contradictiovtsch is emblematic of a certain
subgenre of television embodied by women behavidjyb And as demonstrated by the
reception ofGirls, this is a subgenre struggling to ingratiate ftgeth television audiences
due in no small part to its gendered component.
35 While it may be a series exploring the famitemrain of issues that define Generation
Y, Girls is, to the delight of some and consternation dferd, largely shaped by the
auteuristic sensibility of its creator, Lena Dunh&bhe is by no means a female anomaly
within established models of television productiand yet it is in a discussion of gendered
authorship where the individuality of her statusdiaes apparent. Also brought to the

foreground, however, is an important discourse aibiwal qualifiers applied to a given piece
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of entertainment by critics and audiences alikeesehqualifiers, as demonstrated by the
public reception of the series, are a product ofmaisms in the media which innately, and
occasionally selectively, respond to far-reachingfucal issues of gender status, privilege
and race. At its most reductive, television crémi faults for depicting a reality in which
gender ideals are flouted, presenting such anrdafae the defining quality of the series’ and,
by extension, its stars. For a more enlighteningpgse, it does not attribute the intrigue
surrounding Dunham to her being female or feminrmsta field dominated by male
showrunners, but rather the wide range of respashker being such an entity. Indubitably,
Dunham has garnered unparalleled and unprecedendadive control in the noteworthy
format of HBO’s original programming. But if a womia contributions to quality television
were examined with an overstated focus on her gerfter significance is ultimately
minimized; paradoxically, the realm of 30-minutermdies, as well as hour-long dramas,
requires an influx of female talent to make thesedgr qualifiers obsolete.

36 Considering the patriarchal dominance in HollgpdloDunham and her contributions
have elicited necessary conversations about the foeevomen to generate content. Should
productive analyses ofsirls continue to differentiate ‘women’s entertainmeritbm
‘entertainment about women,” media industries Wwi#l more mindful of underrepresented
media practitioners and audiences. It is our hbpefuture discussions of talent in television
will not be stultified by gender, ethnic, racialsmcioeconomic definitions, but benefit from a
more tempered view of an artist’s unique backgroandl issues of underrepresentation in an
entire industry. Subsequent criticism about thaaem of a limited, privileged demographic
in Girls will pave the way for new voices which miag taken into account by its creator. In
this symbiotic relationship, cultural criticism ameminist media readings will continue to

prove its own value to television viewership.
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