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e at Text in Context: A Graduate Student Journal would like to extend warm regards
to the readers, writers, and thinkers that made this inaugural issue possible. This
journal developed from an interest in showcasing the excellent writing, thinking, and
research from graduate students at Southern Connecticut State University, which blossomed
into an ambition to invite graduate students from outside Southern and create an academic
journal of merit and distinction. It is our mission to present scholarship from current graduate
students and recent alumnae from a variety of disciplines. Text in Context publishes scholarship
exploring the text itself and its function and implications in an accessible electronic medium to
students and enthusiasts of textual studies.
Our fall issue comprises two sections: “Text in Context,” which will appear in every
issue and explores a variety of disciplines, and the selected papers from Southern Connecticut
State University’s 2013 Graduate English Conference: Is It All About the Text? Reading, Teaching,
Writing, Technologizing, Theorizing. These papers are representative of current graduate students’
scholarship, featuring a keynote presentation from Alice Kelly of the University of Cambridge
as well as an invited undergraduate panel. The response to our initial call for papers was
excellent. In addition to receiving an enthusiastic response from those who participated in the
spring conference, we received many submissions from other universities.
Our next issue will feature a themed section entitled “Sex in Context.” Please find our
submission guidelines on page 104 or in our most current call for papers at http://call-forpapers.sas.upenn.edu/node/54469.
The editors at Text in Context would like to thank the readers who assisted in the peer
reviewing process: Elena Byrne, Dana Canastar, David Capps, Alexandra DeLuise, Colby
Fitzgerald, Siobhan Jurczyk, Andrew Phelps, Sarah Reeves, and James Rizzi. Reviewers were
anonymously matched with authors according to their specified areas of expertise and interest.
Many of our reviewers have also contributed scholarship to this issue of the journal.
We would like to extend special thanks to Dr. Vara Neverow. She has been a mentor
and a driving force behind the conception, creation and publication of this journal. As a teacher
she has helped us and others craft our work; as a colleague, she has inspired and brought us
together; and as an advisor she has navigated us through the processes of publication.
We recognize that without the many readers, writers, and thinkers that have given their
time, effort, and hard work, this journal would not be possible. It has been our pleasure to
create this journal, and we are delighted to present an issue filled with insightful and creative
scholarship. We hope you find the contributions as engaging has we have.
All the best,
Chelsea Marie Dodds
Jennifer V. Garcia
Nicole Lowman
Katherine Sutton
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This paper examines the journey the eponymous character Jane must, in traditional
bildungsroman fashion, make in Charlotte Brontë’s Jane Eyre, to discover her adult self
and her place in society. While at the harsh boarding school, Lowood, Jane witnesses a
teacher’s harsh denunciation of Helen Burns in front of the other students. Later, in a
private exchange, Jane invites Helen to explain how she can withstand such cruelty. Brontë
reveals Jane’s start on her path to maturity when Helen shares with Jane that Jane must
learn to separate true spirituality from social conventions. As Helen shares her beliefs
with Jane, Brontë closely mirrors the structure, tone, and content of the King James Bible,
and Helen’s message evokes themes of salvation and redemption. Brontë, through Helen,
asks Jane to accept spirituality’s essence, for only then will Jane be able to accept herself
and cope with life’s injustices.
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The Apostle Paul’s letters contain several verses, including 1 Corinthians 14:34-35 and
1 Timothy 2:11-14, that appear to explicitly relegate women to silent and submissive
roles. Throughout history, Biblical commentators have used these texts to restrict the
activity and voices of women in the church. However, an exploration of first-century
Judeo-Christian life suggests that these texts are conditional upon certain cultural factors.
Generally speaking, attitudes toward women in the first century were largely negative.
Because of women’s presumed inferiority, women were expected to submit to and accept
the management of male relatives, faced restriction from most educational opportunities,
and were not considered authoritative speakers. However, Paul actively supported
specific women as they assumed positions of leadership, including Phoebe and Priscilla
(Rom 16:1-3). That Paul praises these women indicates that he was not forbidding all
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women to speak because of their gender but was only restricting women who lacked
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role of male property, or as another literary instance of female liberation. But there is more
than that in the story: the prospect is that gender, more than representing “contrasting
images” of carefully divided social agencies, is instead a sequence of neutral practices
interchangeable between men and women. This paper discusses how the experience of
the Great October Storm of 1893 influences Chopin’s writing of The Awakening. It focuses,
in particular, on how the geographical vulnerability of Grand Isle, where part of the story
unfolds, becomes a means of reorganization of gender roles. Ultimately, the essay shows
that the states of emergency in the scale of hurricane threats activate a reorganization of
social practices prompting new human avenues.
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Samuel Beckett’s Endgame, explored through a postcolonial lens, endorses a sympathetic
response for Clov, a representation of a colonized subject. However, Hamm’s storytelling
highlights his angst as a decolonized oppressor, which is rarely emphasized in postcolonial
literature. Though in most postcolonial literature, it is commonplace to sympathize with
the plight of the colonized in finding a definite culture and sense of self within a language
devoid of the cultural values and identity, Beckett’s play illuminates a similar plight in
the often overlooked identity of the colonizer. Hamm’s stories and Clov’s engagement
with the stories reveal Hamm’s desperate attempt to (re)construct a sense of self through
storytelling. This paper explores how identity is inherent in and constructed through
storytelling, and, most importantly, how humanity is often revealed when the narrative
self is revealed.
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Christopher Marlowe’s Edward II explores the turbulent reign of the eponymous king
culminating in his deposition and infamous death. Much of the play’s criticism since the
Victorian era has focused on the homosocial (and potentially homosexual) relationship
between Edward and his favorite, Piers Gaveston, the object of scorn for the nobility
and ultimately the impetus for the play’s civil war. This essay attempts to explore the
relationship not merely as one of amorousness or passion but as one defined by Edward’s
resistance to the English social hierarchy by identifying with Gaveston, an outsider and
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exile. Edward’s insistence that Gaveston is his second self and the various ways that
this may be represented on stage beg questions about the construction of identity in the
Renaissance and the power that Edward wields in choosing to fashion his identity, one in
opposition to societal norms and expectations.
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Kim Stanley Robinson’s 1993 novel Red Mars is a work of speculative fiction about the
colonization and terraformation of the Red Planet. The novel presents a complicated
interworking of systems, structures, and ideologies. It is a text that seems to ask: “What will
the future look like?” Fredric Jameson has argued that science fiction is the displacement
of the present’s ideological contradictions into the future, that science fiction transposes
ideologies into different realms of space and time. My paper argues that, in its attempts
to imagine the future, Robinson’s novel ultimately suggests that we are unable to imagine
a near future where capitalism does not occupy a dominant position. I also argue that,
in doing so, the novel also demonstrates the way that capitalist hegemony overcomes
other emergent ideologies: global humanism, ecological conservatism, anti-governmental
communism and anarchism, and even scientific progressivism.
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This paper was the keynote presentation of the 2013 Southern Connecticut State University
Graduate English conference and appears here largely unchanged. I present an overview of my
doctoral research, which examines the impact of the vast mortality of the First World War on
representations of death in women’s writing from 1914-39. I briefly discuss the sociohistorical
context, followed by examples drawn from my work on nurses’ narratives and Edith Wharton.
I conclude with a brief discussion of the significance of the First World War for modernist
literature. This paper also addresses the nature of academic research more generally, such as
framing an academic argument and incorporating archival research.
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This paper examines how Mina Loy uses her poetry to rebel against society’s construction
of time. Loy tackles the concept of time and exposes its imprisoning qualities. Through her
own original style, Loy forces her readers to reconsider the “truths” they have been taught
to accept. With her explosive statements, Mina Loy’s poetry is revisionist and finds comfort
in change.
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This paper offers a personal explanation of some of the more important influences on the
poetry I write. It includes examples of my work, plus brief selections from Allen Ginsberg
and Walt Whitman, who are two of my greatest influences. The highlight of the paper is a
poem that was cobbled together from lines from Whitman, Ginsberg, and myself, which
serves as a method for comparing our poetic voices. Influences from musicians, visual
artists, and family members are also cited. The paper was presented at the SCSU Graduate
English Conference as part of a panel entitled “Kill Your Heroes: The Cycle of Inspiration
and Honing Your Own Voice.”
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As a “New Woman,” an Anglo-Jew, and a lesbian, Amy Levy was marginalized in traditional
Victorian society three times over. The cultural norms of Levy’s era made her feel like an
outsider. This paper discusses Levy’s feeling of “otherness” and how it shaped both her
poetry and prose.
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There is an undeniable importance in teaching literature. Literature allows people to imagine,
communicate, analyze, and predict. Certainly, the same skills that enable students of English
literature to parse texts are relevant to students outside of the English discipline. Often, firstyear college students are challenged with a new sense of academic freedom with which they
previously were unfamiliar. First-year experience programs allow students the opportunity
to acclimate themselves to their new environments. This paper examines the ways in which
Inquiry-Based Learning (IBL) programs have been applied to college curricula. Included
in this application of IBL programs is a discussion of the benefits and drawbacks of this
new teaching pedagogy. After considering the benefits and drawbacks of IBL programs, this
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paper also aims to justify why Lewis Carroll’s Alice in Wonderland and Through the Looking
Glass provide a strong literary basis for teaching the themes of independence and inquiry.
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This essay discusses a pedagogical approach to teaching Mary Shelley’s Frankenstein to high
school seniors. It includes the rationale for this unit through the pre-reading, reading, and
post-reading plans, which will deliver a layered and student-centered learning unit allowing
students to practice essential learning skills. The ultimate goal is that students will not only
gain an appreciation for the fiction but also be able to make connections between literature
and life, particularly as it relates to their own interests, and build confidence in their ability
to be autonomous learners.
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When the Merchant of Venice was first staged at the end of the sixteenth century, actual Jewish
people were largely unknown to the English population. Consequently, Shakespeare’s
depiction of the Jewish usurer Shylock in a city-state far away from England is highly
interesting. This paper attempts to explain why Shylock is condemned and judged in the
way that he ultimately is in front of the Venetian justices. It argues that, during the play, it
becomes apparent that Shylock, despite his struggle for a self-proclaimed identity, will not
be seen as someone other than a “bloodthirsty” Jew. Indeed, it is his demand for authority
over himself that leads to his punishment, society being determined to keep him in his place
and, when he fails to accept his place at the margins of society, refusing him the right to exist
in society at all.

Cruel Intentions: Heathcliff & Catherine in Wuthering Heights
Amanda Gamache

page

73

In chapter fifteen of Emily Brontë’s Wuthering Heights, Heathcliff and Catherine are reunited
for the last time. This essay takes a close look at the conversation between Heathcliff and
Catherine after they have embraced. Their conversation reveals the true nature of the love
they have for one another as well as how their love opposes the social idea of love.
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Arthur Hugh Clough’s Amours de Voyage is a novel in verse, which satirizes not only Victorian
society but also some of the criticism of his time; his non-hero, Claude, represents some of
the questions and ideas present in poetry criticism, as well as the attitudes and actions of
his peers. Through Claude, Clough answers the question: “Just what role does action play
in poetry?” Clough has been able to write a substantial poem based almost entirely on the
concept of inaction. Amours de Voyage clearly represents Clough’s belief that men are defined
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by their deeds, showing that the deeds that are not done can also speak volumes for the
character of a person.
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Edmund’s character in King Lear is commonly viewed as inherently “evil” by nature.
Unfortunately, the psychological and emotional ramifications of the way in which the
surrounding characters treat Edmund is not often considered in his actions in the play. This
essay explores Edmund’s actions in this context. and looks at the psychological implications
of a society with unjust standards and expectations for “bastard” children, as well as the
practice of primogeniture in inheritance. Edmund sees these discrepancies in society and
uses the traditions of society to attempt to gain what he feels he rightfully deserves.
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The early twentieth century was an age characterized by industry, growth of large cities,
devastating warfare, and socioeconomic bifurcation. Modernist literature seems to have
been a direct result of these and other societal influences. As the century progressed, literary
tastes shifted to what has now been labeled “postmodern.” This movement was one realized
in direct opposition to the conventions of society that had led to modernism. Literature has
now entered a new century and the postmodern label may be insufficient to describe the
current ethos from which contemporary fiction is being produced and to describe what
current authors wish to reflect in their writing. Specifically citing the categorization of
character groups in T.C. Boyle’s A Friend of the Earth, this essay is an attempt to define the
current state of American fiction as one in post-postmodernity, a continuation of the dialectic
nature of fiction produced over the past century.
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When Maurice Hall and Clive Durham read Plato’s Symposium at the beginning of Forster’s
novel Maurice, their relationship grows complicated, stuck between a bond based on
platonic love and one of sexual desire. While this may seem like a coincidence, it is common
in the ancient Greek culture in which The Symposium takes place for young men to have
an “asymmetrical” relationship. Additionally, the older lover generally has a beard, which
parallels Maurice’s moustache during his relationship with Clive. These ideas are further
emphasized in The Symposium, which makes reference to homoerotic or homosexual
relationships with males. Forster’s Maurice can be read as a modern interpretation of The
Symposium, where the reader is able to follow the progression of both Maurice and Clive’s
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sexual maturity, as well as the acceptance of their sexualities, through their similarities to The
Symposium such as the age and social status of the lovers, as well as their facial hair.
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in Chabon’s The Amazing Adventures of Kavalier & Clay
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Amy K. Karhu

This paper examines the factors driving the character of Sam Clay in Michael Chabon’s The
Amazing Adventures of Kavalier & Clay. As a physically short, weak, Jewish male, Sam Clay
remains on the fringes of society. His father’s abandonment leaves Sam with feelings of
rejection and colors his relationships with others, most notably with the charismatic Tracy
Bacon. Sam’s inability to accept his homosexuality emerges as the dominant force driving
his character. Exploring the social, religious, and legal prohibitions against homosexuality in
early-twentieth-century America, this paper goes on to analyze the impact such admonitory
attitudes had on the physically and socially vulnerable Sam Clay.

Trauma and the Time Traveler:
Iconography and Supplementation in Octavia Butler’s Kindred

page

96

Andrew Phelps

The iconography of American slavery is repellent and the historical discourses that swirl
around it are equally impenetrable. Both seek to encapsulate, periodize, and contain the
trauma of this not-so-distant past in order to deny its capacity for contaminating the present.
This historico-cultural amputation provides us with the illusion that the forces that allowed
for the American institutionalization of dehumanization have failed to follow us into the
post-civil rights era. In Kindred, Octavia Butler holds a mirror up to our imagined national
corporeal wholeness, revealing this amputation and forcing us to acknowledge the empty
sleeve and feel the phantom limb of slavery. Butler accomplishes this imaginative feat
by re-contextualizing the impenetrable icons of the slave trade and problematizing their
associative discourses to expose the residual contamination that, although transformed,
have been transmitted through time and space to the present.
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Jane’s Growth to Spiritual Maturity in Charlotte Brontë’s Jane Eyre as
Inspired by Helen’s Religious Philosophy: A Close Reading
Elena Byrne
In Charlotte Brontë’s Jane Eyre, the eponymous character Jane must, in traditional
bildungsroman fashion, journey to discover her adult self and her place in the society. She
must develop her own philosophy of morality, one stripped of social conventions, so that
she can navigate the difficulties of life. Jane’s true journey to a more deliberate sense of selfconsciousness begins when she witnesses a Lowood teacher denouncing, in front of the other
students, Helen Burns as a “dirty, disagreeable girl” and protesting that “nothing can correct
[Helen] of [her] slatternly habits” (53-54). Jane then invites Helen to explain how she can
bear such treatment. Brontë begins Jane’s path to maturity when Helen shares her religious
creed with Jane; Helen has separated religion from human artifice. In Brontë’s Preface of 1847,
she explains that it is crucial for each person to distinguish the two potential evils of “selfrighteousness” and “conventionality” from “the world-redeeming creed of Christ” (3-4). Jane
needs to learn to separate the real meaning of spirituality from social conventions. As Helen
presents this “creed” to Jane, Brontë closely mirrors the structure, tone, and content of the
King James Bible (the Bible) and her message evokes the Christian concepts of salvation and
redemption. Brontë, via Helen, asks Jane to embrace the message, not the trappings. When she
understands spirituality’s essence and can embrace that discovery, despite its divergence from
social conventions, she will then be able to accept herself and cope with life’s injustices. She can
then help others (notably Mr. Rochester) to make a similar discovery.
Brontë frames Helen’s message to Jane in a structure very reminiscent of Biblical
passages. For example, Brontë begins Helen’s speech with shorter sentences that lead into a
series of complex sentences. Helen observes to Jane that “life appears to me too short to be
spent in nursing animosity, or registering wrongs,” and then launches into one sentence of
multiple clauses. This complex sentence lays out Helen’s philosophy: all are “burdened with
faults in this world: but the time will soon come when, I trust, we shall put them off in putting
off our corruptible bodies” (58). Clause by clause, she continues her thoughts, concluding that
“debasement and sin will fall from us” and “only the spark of the spirit will remain” (58). With
a series of clauses and then a colon to set it off, Helen succinctly states, “I live in calm, looking to
the end” (59). This structure echoes that of many passages from the Bible. For example, Psalm
23 uses short sentences to introduce the focus of its middle section. The speaker asserts that
“the Lord is my shepherd; I shall not want,” which follows with several sentences composed
of multiple clauses. The speaker’s point, that “yea, though I walk through the valley of the
shadow of death, I will fear no evil: for thou art with me; thy rod and thy staff they comfort me”
(Psalm 23:4) is complicated and uses several clauses. Similarly, the psalm’s conclusion, as with
Helen’s speech, is a series of clauses, ending with its main point placed after a colon: “and that
I will dwell in the house of the Lord for ever” (Psalm 23:6).
In Helen’s speech, Brontë uses several tones and literary techniques that resemble those
found in the Bible, specifically in Psalm 23. The meter of her blank verse speech seems to be
iambic, with an unstressed syllable followed by a stressed syllable. When Helen says, “we are
and must be, one and all, burdened with faults” (58), the stress is on every other word, with
“are” as the first stressed word. Similarly, when a speaker inflects a psalm, as in “The Lord is
my shepherd; I shall not want” (Psalm 23:1), the metrical pattern is the same: the first word is
unstressed, the second stressed, and the subsequent words alternate this rhythmical pattern.
Within this metrical inflection, Brontë repeatedly uses alliteration and relies on the
sibilant sound of the letter “s”. Helen refers to the “singularly deep impression [the teacher’s]
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injustice seems to have made” on Jane’s heart. Then, when Helen tells Jane that her anger is
wasteful, that “life appears to me too short to be spent in nursing animosities or registering
wrongs” (58), Helen again uses the “s” sound to enforce her message, while combining it with
the alliterative “r” sound. This pattern recurs repeatedly in Psalm 23, as demonstrated in such
combinations as “still waters,” “restoreth my soul,” “paths of righteousness,” and “surely
goodness and mercy shall follow me” (Psalm 23: 2, 3, 6). In Helen’s words and in the Psalm,
this alliterative device entices the reader to listen to and believe the message.
The substance of Helen’s philosophy itself may be read to closely parallel Matthew’s
Gospel. In her opening words to Jane, Helen recalls Matthew’s proclamation, that “blessed are
the pure in heart for they shall see God” (Matt. 5:8). She shares her anticipation with Jane that
they will find this purity when they shed their “corruptible bodies,” which will enable them to
be close to God; that the time will come “when debasement and sin will fall from us…and only
the spark of the spirit will remain” and the human soul will be pure, like “a seraph” (58). Here,
Helen urges Jane to see that the goal is to reach the essence, the soul’s core, and at that pure
place, happiness will exist. Indeed, before her death, Helen reassures Jane that Jane “will come
to the same region of happiness: be received by the same universal Parent, no doubt” (82).
Helen proceeds with her vision of what will occur when false trappings are removed.
Her analysis closely adheres to the early verses of Revelations, attributed to John the Apostle.
Helen believes that if one works to remove those social artifices, one, while alive, can become
close to God. The true reward, to be with God, will come at death: Helen looks to “a mighty
Home” where she will spend “Eternity” (59). Her sentiment recalls John’s words in Revelations,
that “he that overcometh shall inherit all things” (Rev. 21:7); essentially, that if one remains
faithful to God and stays true despite hardships, one will unite with God and find everlasting
peace.
Helen then contends that, with her “creed,” she can distinguish clearly “between the
criminal and his crime” and she can “sincerely forgive the first” while she can still “abhor the
last” (59). This sentiment recalls the doctrine of forgiveness, as in Matthew’s admonishment,
“that ye resist not evil: but whosoever shall smite thee on thy right cheek, turn to him the other
also” (Matt. 5:39). Helen tries to impart this difficult concept to Jane: to turn the other cheek
does not mean one allows unremitting cruelty. One must delineate between a sin as it affects the
soul’s re-birth, as in Revelations, versus the action itself, which affects a person on the earthly
level. Helen, following the New Testament approach of forgiveness, can forgive the sinner even
while recognizing the sin. In so doing, Helen tells Jane that “revenge never worries” her heart
and “injustice never crushes” her (59). She tries to introduce to Jane the idea that people can
change for the better and that Jane would do well to afford them the opportunity to so change.
Helen frames her discrimination between the sinner and the sin with the words, “first” for the
criminal, and “last” for the crime. These words recall God’s phrasing where he tells John that
“I am the Alpha and Omega” (Rev. 21:6), the first and last. The sin is the first thing and may
potentially damn the soul if the sinner fails before death to be contrite and repent, the last thing
the sinner should do.
Helen’s words also recall the approach to sinners and repentance in Revelations. John’s
words in Revelations separate repentant sinners from the unrepentant sinners: he refers to the
time when human life ceases and it is too late to change one’s approach. John writes that those
who do not repent, “the fearful, and unbelieving, and the abominable, and murders…and all
liars” shall die and permanently be separated from God; they “shall have their part in the lake
which burneth with fire and brimstone” (Rev. 21:8). The difference between the words of John
and Helen is timing: John reveals what will happen at that end of time, while Helen worries
about sinning during life. Helen’s approach affords the sinner more opportunity to repent
because there is still time. John reveals that the time for change, or the sinner’s last chance, is
gone. Both of them, though, look to the same point: unity with God.
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Helen views this place of unity with God as a peaceful, comforting space, a haven that
is available potentially to all people once they shed their “cumbrous frame[s] of flesh” (58).
Helen views her physical state as a tabernacle, “as the temporary abode of the soul or of life”
(Oxford English Dictionary). She looks to the next tabernacle, “the tabernacle of God” (Rev.
21:3). She yearns to go to this tabernacle, this “dwelling place…of God” (OED). Helen refers to
her creed as something “in which I delight, and to which I cling for it extends hope to all” (59).
Her tabernacle overlaps and complements the tabernacle of Revelations, in which “God shall
wipe away all tears from their eyes; and there shall be no death, neither sorrow, nor crying,
neither shall there be any more pain: for the former things are passed away” (Rev. 21:4).
Helen seeks to impart all of these points to Jane in this quick philosophical exchange.
Jane must learn to distinguish between social conventions and moral truths. Helen inspires
Jane to begin this journey and she helps Jane to begin her healing process; she helps Jane to see
that despite pain, goodness exists. Helen’s surname of Burns may perhaps reference the “fire
and brimstone” of Revelations (Rev. 21:8), but it is her given name, Helen, that indicates that
her role with Jane is as a healer. Its etymology indicates its derivation from the Old English
verb “haelan” and its evolution to its Low Germanic form “helen” (OED). Thus, Helen’s name
comes from the verb “to heal”. Helen will help heal Jane, help “restore [her]…from some
evil condition or affection (as in sin, grief, disrepair, unwholesomeness, danger, destruction)”
(OED); Helen will “save [and] purify” (OED) Jane, or at least begin Jane’s path to that healing.
Once Jane embraces this theology, she will then, as the feminine representative of John the
Apostle (of whom she is a namesake), use Helen’s philosophy and help Mr. Rochester heal
himself.
Works Cited
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Must Women be Silent?: Using First-Century Cultural Contexts
to Argue Against the Modern Application
of Paul’s Statements Restricting Women in the Christian Church
Sarah Reeves
Almost 2000 years ago, the Apostle Paul, a prominent leader of newborn Christianity,
wrote a series of letters to advise various churches. These letters cover a wide variety of issues,
including calls to care for the underprivileged, to be wary of misleading teachings, and to
resolve bickering amongst church members. The letters also, however, include texts that
appear to explicitly relegate women to silent and submissive roles, texts that have long been a
source of frustration and debate through the centuries and in the present-day Christian church.
Three examples are especially frustrating. The first is 1 Corinthians 14:34-35, which tells us that
“Women should remain silent in the churches. They are not allowed to speak, but must be in
submission, as the law says. If they want to inquire about something, they should ask their own
husbands at home; for it is disgraceful for a woman to speak in the church” (New International
Version 2011). Another challenging text is in Ephesians 5:22-24, where Paul instructs, “Wives,
submit yourselves to your own husbands as you do to the Lord. For the husband is the head
of the wife as Christ is the head of the church, his body, of which he is the Savior. Now as the
church submits to Christ, so also wives should submit to their husbands in everything.” Finally,
in 1 Timothy 2:11-14 Paul states that “A woman should learn in quietness and full submission.
I do not permit a woman to teach or to assume authority over a man; she must be quiet. For
Adam was formed first, then Eve. And Adam was not the one deceived; it was the woman who
was deceived and became a sinner.”
Taken at face value, these texts appear to relegate women to the role of silent submissive
wives; women do not seem to be granted the authority to speak on scriptural matters. And
indeed, Biblical commentators throughout the ages have used these texts to restrict the activity
and voices of women in the church. One example is John Calvin, a founder of the Protestant
church, who stated that “woman…by nature is formed to obey; for the government of women
has always been regarded by all wise persons as a monstrous thing; and, therefore…it will be a
mingling of heaven and earth, if women usurp the right to teach” (Calvin’s Bible Commentaries
52). Though not as strictly enforced today in most Christian contexts, these ideas have continued
to be passed on from generation to generation within the Christian church.
Given the debate over Paul’s view of women, more attention needs to be given to
Paul himself and the contexts in which he lived. Paul was born with both Roman and Jewish
citizenship and spent part of his life in both Jewish and Roman-influenced cities and so, I
include a summation of both Jewish and Greco-Roman attitudes toward women.
Generally speaking, attitudes toward women in the first century were largely negative.
According to D. M. Scholer, “Women were perceived by extant male writers to be responsible
for most (all?) sin, and especially for sexual temptation and sin” (1095). In Jewish literature,
women were linked to Eve, who was the first to eat the fruit of the Tree of the Knowledge of
Good and Evil and who then offered some to Adam. Women were thus believed to share in
Eve’s blame for the origin of sin and fall of humanity. Meanwhile, in Greco-Roman literature,
women were also portrayed as sources of temptation. This is seen in The Iliad, where Helen’s
ravishing beauty seduces Paris into stealing her from her husband, throwing the Greeks
and Trojans into a war that cost thousands of lives. Scholer explains how, in “the rabbinic
Tosefta, which may well in this case reflect first-century AD tradition, a Jewish man prayed
three benedictions each day, including one in which he thanked God that he was not made
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a woman” (“Women I: Gospels” 1095-96). The Greek philosopher Plato is likewise recorded
as giving thanks that he was not born female (along with gratitude for not being an animal,
a barbarian, or from a lesser city than Athens) (Lactantius Divine Institutes 3.19). Because of
women’s presumed inferiority and inherent associations with evil, women were expected to
submit to and accept the management of male relatives. They lacked many of the rights held
by men such as the right to give admissible testimony in legal matters, a constraint that could
have had implications for women’s right to speak in spiritual contexts.
Having explored both Paul and his cultural contexts, we can perhaps understand why
Paul would instruct wives to “submit to your husbands”, “be silent in the churches,” and
“learn in quietness and submission.” However, Paul also makes several statements that appear
to clash with the attitudes of the day. In 1 Corinthians 7:3-4, Paul gives wives equal sexual
rights with their husbands, stating that “the husband should fulfill his marital duty to his wife,
and likewise the wife to her husband. The wife’s body does not belong to her alone but also
to her husband. In the same way, the husband’s body does not belong to him alone but also to
his wife.” Acknowledging a wife’s right to an equal amount of sexual fulfillment is an unusual
statement given the popular belief that women were inferior. An even more unusual statement
is in Ephesians 5:21, where he tells his readers, without reference to gender, to “submit to one
another out of reverence for Christ,” perhaps leaving room for situations where a husband
might be submissive to his wife. Later, in verse 28, Paul seems to outrightly dismiss the notion
that women are inferior to men, commanding husbands to love their wives “as their own
bodies” stating that, “he who loves his wife loves himself.” In fact, Paul goes on to state in
Galatians 3:27-29 that: “all of you who were baptized into Christ have clothed yourselves with
Christ[;] [t]here is neither Jew nor Greek, slave nor free, male nor female, for you are all one in
Christ Jesus. If you belong to Christ, then you are Abraham’s seed, and heirs according to the
promise” [emphasis added]. Paul claims here that, under Christ, men and women are equals,
both able to claim the right as heirs to God’s promises. The idea of women having the right to
inherit anything was almost unheard of in the first century CE, as property ownership usually
passed only from one male relative to another.
That Paul makes some statements that depict women as inferior and others that state
they are equals suggests that one side of the argument must be qualified. I suggest that Paul’s
statements about women’s inferiority are qualified by the contexts of his time and culture. To
better understand these contexts, we must understand what criteria were required for anyone
(men included) to speak with authority about scriptural matters.
As it happens, it was the ancient world’s cultural expectation that, until students (of
any gender) reached a certain level of competence, they were expected to be silent listeners at
appropriate moments in the learning process. The Greek philosopher Pythagorus is purported
to have set strict guidelines for silence upon his students: “for five years they kept silence, doing
nothing but listen to discourses, and never once seeing Pythagoras, until they were approved;
after that time they were admitted into his house, and allowed to see him” (Laertius 8.1.8). It
took many years of study for a scholar to achieve a respected level of competence. This practice
is also suggested in the Gospels when in John 9, the Pharisees are interrogating a man Jesus has
healed. The man responds, “I have told you already and you did not listen. Why do you want
to hear it again? Do you want to become his disciples too?” suggesting the common practice
of listening to a rabbi repeat his teachings. Silence, then, seems to have been an expected
practice of all students, whether they were male or female.Also, taking a closer look at the
Jewish and Greco-Roman educational systems, we find that few students progressed much
beyond basic elementary education which ended at the age of twelve. An advanced education
“was primarily for the wealthy or elite” and, of those who attained it, the majority was male,
especially in the Jewish educational system where “the schools, elementary and higher, were
open to boys and men only” (Swift 115). Thus, only Jewish men could enter the public sphere,
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study Scripture and law, and gain the authority to speak about them. Greco-Roman women
had greater educational opportunities than Jewish women, but even so, these opportunities
were rarely equal to those offered to men. Without education, these women lacked the tools to
become qualified to speak or teach about scripture.
Now if Paul recognized that there were problems with allowing uneducated women to
speak with authority on scriptural matters, the next question is, did he see a solution? In Paul,
Women, and Wives, Craig Keener suggests that Paul did indeed see one, and in fact advocated
for women to be empowered with the education they needed. In 1 Timothy 2:11 Paul states
that “a woman should learn in quietness and full submission,” meaning that Paul did not want
uneducated women to remain ignorant, but to be empowered with some form of education. As
already described, silence was the expected posture of all students when learning, regardless
of their gender, so this is not something that Paul is uniquely commanding to women. He is
simply telling women what the proper posture is, perhaps because, since many women did not
go to school, they were not aware of the expected protocol. While Paul is not radical enough to
suggest that women should disrupt the pattern of society and enter the male-only schools, he
does suggest a more culturally acceptable route to education: that women can learn from their
husbands, who would have had more access than women to an education.
Despite the way Paul’s statements have been used over the centuries to silence women
in the Christian church, Paul himself praised and supported qualified women as they assumed
positions of leadership. Romans 16 contains Paul’s grateful references to a number of women
who had “worked very hard in the Lord”, including Mary, Junia, Tryphena, Tryphosa, Persis,
Hermas, Julia, Olympas and other “sisters” whom Paul does not specifically name. Two women
of especial interest, however, are Phoebe and Priscilla.
Phoebe is described by Paul in Romans 16:1-2 as follows: “I commend to you our sister
Phoebe, a deacon of the church in Cenchreae. I ask you to receive her in the Lord in a way
worthy of his people and to give her any help she may need from you, for she has been the
benefactor of many people, including me.” This description is intriguing for several reasons.
First, Phoebe is referred to as a deacon, a title that suggests an authoritative role among the
church leadership. According to the footnote in the 2011 edition of the NIV translation, “The
word deacon refers here to a Christian designated to serve with the overseers/elders of the
church in a variety of ways.” If Paul meant for women to always be silent and submissive, then
it would make no sense for him to praise Phoebe for her authoritative role among the elders of
the church, let alone request that other churches follow her wishes and assist in her mission.
This could very well be due to the fact that Phoebe was rare among women in the first century,
in that she may have had the wealth and resources to gain an education. Keener notes that the
word “helper” “referred in antiquity to patrons, some of whom were women” (“Women II:
Paul” 1109). For Phoebe to be an especially honored patron, she was probably among the more
wealthy members of the church, a position which may have given her the rare opportunity to
gain an education and thus be equipped with the skills and knowledge needed to speak with
authority.
Priscilla is similarly intriguing. Despite the fact that she is female, Paul names her as
one of his “co-workers in Christ Jesus.” Acts 18 also records her as taking part in the teaching
and training of Apollos, an accomplished preacher. Though she is joined by her husband in this
endeavor, it is interesting to note that her name is listed first. Frederick Cwiekowski notes that
“the fact that Prisc[illa] is mentioned before her husband…may suggest that she had a higher
social status than her husband. It may also mean that she was the more important figure of the
two” (111). Priscilla’s higher social status may explain how she was able to obtain an education
which would give her the ability to speak credibly to Apollos.
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So, if Paul’s statements restricting women’s speech and authority over men were meant
for all times and all places, then his praise of Phoebe and Priscilla pose a serious contradiction
to these statements. If, however, his statements were conditional upon women’s educational
status, then this would help explain why Paul praises Phoebe and Priscilla for successfully
holding positions of authority in the church.
In summation, most first-century citizens lacked the qualifications required to speak
authoritatively about scripture, but women faced the most difficulty in meeting this criteria.
While Paul viewed women as equals to men under Christ, he could not have ignored the reality
that most women in his day lacked the education needed to speak with authority on scriptural
subjects. However, Paul gave instructions to women on how to handle their situation, while
advocating for their education and their equality with men under Christ. For again, as Paul
says in Galatians 3, “all of you who were baptized into Christ have clothed yourselves with
Christ[,] [t]here is neither Jew nor Greek, slave nor free, male nor female, for you are all one in
Christ Jesus.”
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Coastal Vulnerability as a Means of Destabilization
of Gender Roles in The Awakening
Anna Ciamparella
In 1899 Kate Chopin publishes The Awakening, a novel that will be known as her best
work. It narrates the story of Edna Pontellier who awakes from patriarchal constrictions
challenging traditional gender roles. Most of her réveil takes place between Grand Isle and
Chenière Caminada, islands in the Gulf of Mexico located not too far from New Orleans. Today,
of these two pieces of land, only Grand Isle survives. Albeit partly destroyed, it endured what
was later determined a category-four hurricane that on Sunday, October 1, 1893, landed on the
vulnerable shores of Chenière Caminada killing half of its population. Kate Chopin knew well
both places: she was wont to vacation on Grand Isle and attend mass at Our Lady of Lourdes,
the only church on the Chenière. According to Barbara C. Ewell and Pamela Glen Menke in
“The Awakening and the Great October Storm of 1893,” the hurricane experience influenced
the writing of story (6). Some of the critical history of the novel often focuses on the heroine’s
awaking as a discovery of her lesbian sexuality, or as her revolt against male authoritative role
implying that the text is another literary instance of female liberation.1 However, in focusing
on Edna’s husband Lèonce Pontellier, I will argue that The Awakening, rather than just being a
story of female freedom, is also an account of male emancipation. Chopin, indeed, placing the
events in a region geographically vulnerable, destabilizes patriarchal norms creating for her
main characters unexpected gender possibilities. I will first indicate that the threat of major
natural hazards bestows upon littoral communities the ability to reshape their social relations,
then in light of this reorganization, I will examine Lèonce’s potential for re-inventing his male
role.
As Ewell and Menke write, “the power of large natural (or unnatural) disasters to
reshape experience and self-definition is a commonplace of human history” (3). Here “to
reshape” should be interpreted as that ability to re-enact one’s identity. Due to their physical
locations, seaside communities experience firsthand the impact of major storms; however, if
on the one hand, the hurricane threat makes these people vulnerable, on the other, the state of
emergency trains them to rearrange their social structures. “Vulnerability,” Neil Anger explains
“is usually portrayed in negative terms as the susceptibility to be harmed,” but he argues that
“vulnerability research and resilience research have common elements of interest: the shocks
and stresses experienced by the social- ecological system, the response of the system, and the
capacity for adaptive action” (269). To individuate a common ground between these two types
of research entails a redefinition of the term “vulnerability” as the ability to respond and cope
with major hazards. Thus, by describing seashore residents as vulnerable, one refers both to
their susceptibility to be damaged and to their ability to react to the harm. These populations,
developing coastal resilience, may as well sharpen their capability to reassess their social
organizations. Indeed, “[w]hen existing organizations seem incapable of meeting the needs
of the emergency response,” FEMA claims in its “Hazard, Vulnerability, and Risk Analysis,”
“they expand to take on new members, extend to take on new tasks, or new organizations
emerge” (156), namely, they reorganize their public roles to cope with natural disasters.
“The Storm,” a short story Chopin writes before The Awakening, suggests precisely such
reorganization. It shows the author’s fascination with the hurricane experience, and indicates
that the tempest is more than just the background of the tale: it is what causes the encounter
The history of this criticism is very extensive. Here I am referring in particular to the essays
included in the edition of the novel edited by Nancy A.Walker
1
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between Calixta and M’sieur Alcée, giving them the chance to consummate their sexual union
and to reorganize their social roles. Seeking shelter, M’sieur Alcée arrives at Calixta’s house,
and the woman, alone in the premises, appears as if she were expecting him. The storm makes
their rendezvous natural and welcome despite the fact that both characters are wed. The tempest
changes the degree of engagement with their spouses, and bypassing the connubial limitations,
which, until then, inhibited the extramarital relationship, modifies their social role.
Whereas in “The Storm” the tempest overtly becomes the means through which Calixta
and Alcée can finally get together, The Awakening carries a subtler connection with the extreme
weather because the plot takes place the year before the Great October Storm. All the same,
the geographic susceptibility of Grand Isle determines a social vulnerability that causes its
residents to adapt to unusual adaptations. The island is, per se, an eclectic place where different
human experiences coexist. Here the Chinese, Creole, and Cajun cultures intermingle with
preexisting geographic instabilities. Such hybridity creates looming possibilities for social
changes. Yet, throughout its history, Barataria Bay, of which Grand Isle is part, has been the
setting for piracy and treasure hunting, experiences that reinforce the imagine of a place where
unpredictable events can destabilize a conventional lifestyle. Martha R. Field, also known as
Catharine Cole, who wrote for the Daily Picayune from 1881 to 1894, in her Louisiana Voyages,
claims that on the islet “all life is set by the rising and falling of the tides” (5). The place is
peculiar, irregular, precisely because “the perspective is the present tense,” and “meetings are
often scheduled as ‘just come by’,” says Martha Serpas in her op-ed in The New York Times after
the Deepwater Horizon Disaster.
In The Awakening, Chopin, too, indicates that on Grand Isle life events are unpredictable.
Here, indeed, Lèonce, inexplicably, has to cope with Madam Lebrun’s birds who have “the right
to make all the noise they wished” and the freedom to both accept and refuse the vacationers’
attentions (22). The author also adds that Mr. Pontellier “had the privilege of quitting their
society when they ceased to be entertaining” (22). In this scene, the man’s privilege is artificial
because the birds’ tedious singing bestows on Lèonce the privilege to quit their company. In
other words, they choose when to become annoying, forcing the man to leave their coterie. By
doing so, they bereave Mr. Pontellier of his authority to control the action. The “expression
of disgust” with which Chopin depicts him in the act of leaving the birds’ company indicates
precisely the affectedness of his right and the imposition of the creature’s will on the man. It is
an episode awkward and unpredictable in a story that is neither science-fiction nor fable. The
birds on Grand Isle indeed become something more than animals. It is the place itself that, by
living under the continuous alert of a major natural disaster, “attempts to change prevailing
patterns of civil governance…,”creating new relational patterns between humans and their
biological environment (FEMA 162).
The islet’s vulnerability permits Chopin to experiment with new social structures,
and to re-invent human relationships. The Awakening suggests a discourse of gender that goes
beyond the dichotomy of male/female. It prospects beforehand a re-evaluation of gender as
a sequence of neutral social practices that are interchangeable between men and women. It
indicates that as Edna’s femaleness, Lèonce’s maleness, too, is built on a grid of power relations
that imposes on him a constructed image of his role in society. Patriarchy acts upon him as a
controlling system regulating the rapport with his wife and his family and dictating specific
domestic rules for which the wife takes care of the children and the husband takes care of the
finances of the house. Abiding patriarchal norms, Lèonce is dumbfounded by Edna’s dearth of
motherly skills, but when he asks, “if it was not a mother’s place to look after children, whose
on earth was it?” (27), his bewilderment builds the possibility for a different organization of
the family. By doubting Edna’s domestic role, he realizes his failure as a father figure, but he
recognizes that he could do more for his children if he could reformulate patriarchal ideas and
reorganize his family structure.
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If he could re-adjust his lifestyle, he could be with the children. What prevents him
from raising the children is that, “he could not be in two places at once, making a living for
his family on the street, and staying at home to see that no harm befell them” (27). The phrase
“on the street” suggests that his traditional duty toward the family casts Mr. Pontellier out
of the domestic sphere. His professional activities consume most of his time, and thus he is
subjected to his maleness and his social position. In other words, it is precisely the social role
Lèonce plays that prevents him from physically being with the children, which is a situation he
reproaches. By claiming this lack of time, he realizes the mistakes he makes with his children,
and suggests a revision of his paternal role. Asking “whose on earth” could replace Edna as a
mother figure entails that somebody else can indeed substitute that domestic role. Lèonce does
not mention anyone in particular, but since the quadroon nurse and the grandmother already
take care of the children, one can speculate that he himself could perform the motherly part.
Yet, in the third chapter of the novel, when Lèonce enters the children’s bedroom, something
important happens: he alters his patriarchal position into an unusual role for a nineteenthcentury male. The man “turned and shifted the youngsters about in bed” not only to assure
that the children “he loved very much” are “resting comfortably,” but also to take practical
care of them (26). Turning them while they are asleep seems a graceless deed, but as Chopin
puts it, “the beginning of things, of a world especially, is necessarily vague, tangled, chaotic,
and exceedingly disturbing” (35). And Lèonce, approaching the children as he does, begins a
re-invention of gender role: a turn that must have been, “exceedingly disturbing” in the end
of the nineteenth century. The man initiates this re-organization in the novel, and if on the one
hand, he represents what T. J. Jackson Lears calls in his No Place of Grace: Antimodernism and
the Transformation of American Culture, 1880-1920 the “crisis of cultural authority” of the fin-desiècle that has both private and public dimension and for which “the bourgeois family seemed
a hothouse of suffocating repression” (6), on the other hand, as a vulnerable coastal resident,
he changes his patriarchal role and takes on the new challenge of being a non-traditional father,
and of finding a new domestic possibility for his maleness. The geographical vulnerability
of the place, together with its social susceptibility, permits him to debunk patriarchal male
restrictions.
Chopin uses the novel’s setting to also depict an image of Lèonce as an unconventional
husband who accepts, without questioning, Edna’s awakening. The relationship between the
woman and Robert Lebrun plays an important part in her discovery, and Mr. Pontellier seems
to know that the two may have an affair. Indeed, in the early scene where he observes them
returning from the beach, Chopin defines Lèonce as one that “could see it plainly between the
gaunt trunks of the water-oaks and across the stretch of yellow chamomile” (23). “Plainly”
suggests that he can distinguish clearly what happens between Edna and Robert. What makes
this scene even more interesting is that the audience sees it through Lèonce’s eyes. In other
words, it is Lèonce who shows certain details to the readers. What these latter know is what
the man sees. “When they reached the cottage,” Chopin writes, “the two seated themselves
with some appearance of fatigue upon the upper step of the porch, facing each other, each
leaning against a supporting post” (23): this is what Lèonce indicates to the audience. The
scene proposes that the two, perhaps, have engaged in more than just swimming. “Facing
each other” denotes the complicity of two who know each other well enough to overcome
embarrassment. Mr. Pontellier observes them without judging them, without attempting any
gesture of jealousy or concern because on Grand Isle he finds the freedom of approaching life
without social limits. Thus he accepts Edna’s unorthodox lifestyle. He does not intervene in his
wife’s affairs and appears almost bored when Edna and Robert try to report their “utterance
nonsense”. Lèonce “yawned and stretched himself,” as if these games, “some adventure up
there in the water” (24), as Chopin calls them, are not a newness in Grand Isle, a place prone to
manage unpredictable situations as the Great October Storm, one year later, will prove.
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Whether or not Mr. Pontellier is making the right choice in accepting Edna’s alleged
extramarital relationships is not what the novel tries to establish. The Awakening is not a
didactic tale, and more than an attempt to advance women’s liberation, it is an endeavor of
gender liberation that creates new social possibilities for both men and women. Due to the
tragic ending of the story, it can be inferred, perhaps, that the endeavor is eventually a failure;
all the same, with her novel, the author leaves a wake, a memory of possible destabilization of
traditional gender roles. Chopin builds on the debris of the aftermath of a deadly storm that
becomes the subtle context of her novel. The social instability the hurricane generates prompts
a re-evaluation of gender roles. Lèonce’s behavior on Grand Isle leaves a “social memory…
that draw[s] on reservoirs of practices, knowledge, values, and worldviews and is crucial for
preparing the system for change, building resilience, and for coping with surprises” (Adger et
al. 1037). This memory helps build socio-ecological resilience to cope with future disasters and
reassess patterns of human relationships. It proves that gender role destabilization is a concrete
possibility tied to those environmental and social changes that coastal regions experience due
to their continuous status of emergency. Gender can be re-built and re-thought especially when
reconstruction seems unachievable.
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Once Upon a Clov, There was a Hamm:
The Overlooked Identity in Beckett’s Endgame
Mariam Galarrita
In Samuel Beckett’s Endgame, storytelling plays a role in (re)constructing identity
in a post-apocalyptic world that is devoid of a distinct culture and social system. For the
characters, without an established culture or social system, the aspect of their identity that
is constructed and maintained by their milieu becomes insignificant and meaningless. Nels
C. Pearson substantiates this by showing how the alluded postcolonial structure of Hamm’s
and Clov’s relationship unravels and inverts itself by the end of the play. Pearson posits that
Hamm and Clov had a master/slave relationship, but, post-apocalypse, the two become codependent upon one another in their decolonized space. Moreover, because of this shift in
power dynamics, Hamm’s storytelling becomes the sole device to re-colonize the space and
reinstate the master/slave relationship (221). Hamm’s and Clov’s interaction with each other
makes the relationship tensions apparent, and Hamm’s storytelling further emphasizes, not
only the tension, but the unraveling of his role as a colonizer, his frustration, and his attempt to
maintain this status. In most postcolonial literature, it is commonplace to sympathize with the
plight of the colonized to find a culture and sense of self within a language devoid of a familiar
cultural value and identity; however, if we read Endgame as a postcolonial text, as it is often
read, we overlook, unsympathetically, the similar plight of the often-disregarded identity of
the colonizer.
Hamm’s storytelling aims to regain significance in his life and to establish a cultural
and social system that will (re)construct and sustain his identity. Paul Ricoeur’s theory of
“belonging” suggests that the “embodied existence is the structure of being-in-the-world”
(qtd. in Kaplan 91), which proposes that without a contextualized “world” in Endgame, the
characters’ identities suffer degeneration and extinction because there is no world to engage
with in order to construct an identity. Storytelling thus attempts to provide a context or point
of reference for the characters. Similarly, Janet Varner Gunn offers that “‘the story told through
the convention of first-person narrative is always a story which both discovers and creates the
relation of self with the world in which it can appear to others, knowing itself only in that
appearance or display’” (Gunn qtd. in Cavarero 36; emphasis added), provides a way for a
character to “work backwards” by drawing from her memory to create a cultural discourse in
the form of an autobiography in order to transfer the remembered cultural and social markers
into an uncultured space. However, Gunn’s theory has its limitation: the narrator’s self-created
relation with the world only affords him the knowledge of himself as the world knows him,
and ignores how the narrator might privately view himself, which for the purposes of this
paper is a necessary view in order to delve into Hamm’s obsession with storytelling.
In contrast to Ricouer and Gunn, Monika Fludernik’s narrative theory examines how
the content within a story constructs identity. Fludernik theorizes that a storyteller often
attempts to project his own character when telling a story about himself. She fleshes out that
“natural narrative creates and elaborates an image of the self which the narrator wants others
to recognize as his or her character or personhood” (260 emphasis added). With Fludernik’s
theory in mind, Hamm’s story about the beggar and the beggar’s son establishes Hamm’s
perception of himself as a man of high status, significance, and authority: “The man came
crawling toward me, on his belly. Pale, wonderfully pale and thin, he seemed on the point of—”
(Beckett 59 emphasis added). Hamm’s next line, “No, I’ve done that bit” (59), shifts from his
“narrative tone” to his “normal tone,” indicating that he is retelling the story and that he has
repeated that opening line before. Hamm’s implied dissatisfaction with the opening of his story
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is an exercise of control and craftsmanship. In the opening line, the scene described evokes a
master/slave relationship dynamic, where the man, “pale and thin” from malnourishment
consequent of poverty, approaches another man that revels in the obvious circumstantial
difference—evident in Hamm’s adverbial choice “wonderfully.” Hamm’s use of “wonderfully”
to qualify an inhuman state also connotes a sense of self-aggrandizement, which characterizes
Hamm as wanting of compassion and humanity, and more concerned about his status and
the events that highlight it. Despite this negative light, Hamm creates and narrates an image
of himself for others to see based upon cultural and social status markers that we can safely
assume he prefers and privileges to project. Similarly, outside of the story, Hamm projects an
authoritative stance: he appears to “rule” from a “throne” centered in the middle of the room
making demands of Clov.
Hamm’s story of the mendicant and the boy also reveals Hamm’s desire to belong by
establishing a situation in which he is a necessary component of society. Hamm’s acceptance
of “petitions” that require a resolution projects a sense of authority over order (60). Hamm
also cites a custom paid to rulers, where a subject may not look upon the ruler, and demands
it of the “pale and thin” man as though he were paying homage to Hamm: “No no, don’t look
at me, don’t look at me. He [poor man] dropped his eyes and mumbled something, apologies
I presume” (59). That Hamm “presume[s]” that the poor man apologized for looking at him,
suggests that Hamm already views himself as a ruler. And what is ruler that cannot grant
requests? Hamm exercises his authority by offering the poor man a “job as a gardener” (68).
Outside of the authoritative and powerful nature of being a ruler, there are also the aspects of
respect, obedience, and loyalty. With a postcolonial reading of the text, it is easy to overlook
these aspects of a ruler: we may pay too close attention to power and domination. It is possible
that while Hamm portrays himself as a ruler, it is his need to belong and to be needed that
is manifested in this story that suggests that Hamm is also looking for loyalty, respect, and
obedience—traits that later reveal themselves in a more sincere and familial tone.
In addition to power and the lesser-known traits the Hamm is looking for, he also
attempts to establish his wealth and somewhat bitter generosity. Hamm’s next part of the
story takes place during Christmas Eve, and he tells the poor man to “speak up” because he
has to “put up [his] holly” (60). We also learn that Hamm is preparing “final touches, before
the festivities” (59). Hamm exhibits the extreme disparity of wealth between himself and the
poor man: while the poor man crawls on his belly “pale and thin,” Hamm stands above him
putting up decorations before participating in festivities. The juxtaposition of the two images
and circumstances evoke some critical thought about Hamm’s inhumanity in a world of
abundance; that juxtaposition to Hamm’s post-apocalypse existence makes the audience think
twice about humanity and what it means “to have” and “not to have.” Hamm’s obsession
with wealth here, where he is casually filling his pipe and feeling a sense of “Ah!” upon the
approach of the man, expresses his inhumanity (59). Hamm does reveal generosity ultimately
by sharing his “granaries” of corn (60), albeit with a spoonful of disdain. Even when he offers
the poor man a job, Hamm refers to him as the man “crawling on his belly, whining for bread
for his brat” during a season of gift giving and generosity (68). Hamm’s storytelling here and
what he reveals about himself recall what Fludernik theorizes is the aim of a narrator: to create
and elaborate “an image of the self which the narrator wants others to recognize as his or
her character or personhood” (260). In a post-apocalyptic world, where all external traces of
cultural and social values and identities are erased, it is important that Hamm reconstructs
those systems and roles in order to establish himself and, ultimately, to rebuild his milieu.
Although Hamm presents himself to the world as an authoritarian figure, there is a
tinge of uncertainty and fear—an aspect that a postcolonial lens leads us to overlook. Hamm
subtly reveals this in the opening scene when he reflects upon his misery and reveals to the
audience his insecurity and need to be defined. When he asks if there is misery “loftier than
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[his]?” (Beckett 9) he is creating his past and his present. “Formerly” there was misery that
stood above his, but in his current state, there is no comparison, especially to his mother’s and
father’s misery, who also happen to be in the same state of isolation, and ironically worse off
because they live in dustbins (9). Hamm reveals that he perceives himself as a victim that is far
worse than the current state and discomfort of his parents. When Hamm proudly states that
his bigger size acquires him the “fuller” of something (here, misery), he is relating size to the
qualification of emotion. Hamm also continues to play the victim again and gloomily recognizes
his demoralization and that he will also be “emptier” for his size (9). Hamm’s reflection and
comparison to his parents exhibits his insecurity of being less in some way to another person;
he also exhibits his need to define who he is and his importance by defining a distinct role
from the others as a victim. While playing the role of the victim tends to garner sympathy,
his determination to be the victim with the most misery makes it difficult to sympathize with
him at all; however, Hamm’s claim to victimization, the demoralized tone of his rhetoric, calls
attention to a sense of desperation, which changes how we perceive his stories about power
and wealth.
Hamm at the beginning of the play is not the same Hamm that is projected in the stories.
In the beginning, we see a Hamm that is dispirited, a victim of circumstances, whereas Hamm
in the stories is powerful and wealthy, even disdainful. Through a postcolonial lens, we could
read this disparity as a colonizer attempting to regain what little control he has left through
his stories, and his misery is a reflection of his loss. However, through narrative theory, I posit
that Hamm may be compensating for his misery, his handicap, and his poverty through his
stories. George Currie theorizes that “people in real life rarely act with the purpose of having
their behavior inform us about their Character; when they do, it is usually because they hope
to misrepresent it” (63). Hamm’s story of power and wealth may be an attempt to mislead
his audience, to direct their attention away from his misery and desire for loyalty, obedience,
or need to belong. It is possible that Hamm is looking to fill a void, to fill that emptiness,
perhaps through a familial bond. Later on in the play, Hamm attempts to establish a father/
son relationship with Clov:
HAMM. It was I was a father to you.
CLOV. Yes.
[He looks at Hamm fixedly.]
			

You were that to me. (Beckett 46)

Here, Hamm in his conversational narrative reveals a more sympathetic side; he
establishes an alternative role, albeit still an authoritarian but softened with the notion of a
familial bond. But the roles reverse, perhaps to parallel the marked shift of age and time. Where
Hamm once was more able than Clov to be the “father figure,” Clov must now assume the
caretaker position, as Hamm is fully handicapped. In the scene where Hamm asks for his dog,
he reveals the regression of his character from that of a man to a child, where he would desire
a toy dog to admire him. Emphasizing Hamm’s child-like regression is Clov’s placation of
Hamm, telling him the dog is standing on its three legs when it is not. The dialogue is also
reminiscent of the way a father talks to his child:
		

CLOV. He’s [the dog] standing.

		

HAMM. [groping for the dog] Where? Where is he?

		

…………………………………………

			[his hand on the dog’s head] Is he gazing at me?
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CLOV. Yes.

		

HAMM. [proudly] As if he were asking me to take him for walk?

		

CLOV. If you like. (64)

The relationship dynamic here endorses sympathy and it also changes the way we view
Hamm despite his authoritarian image. Through the dog’s “gazing,” Hamm still reveals his
desires to be a master but, here, it is Master/Dog.
The Hamm outside of stories calls for sympathy, even pity when Nagg’s prophecy that
Hamm will need someone to listen and no one will be there comes true when the mysterious
boy arrives and Clov sets out to leave. During Hamm’s soliloquy, Clov is listening but Hamm
is unaware of it. A miserable, hapless Hamm bookends the play, and engenders a closer look
at the Hamm that surprises us in the middle of the play through storytelling. A postcolonial
reading often limits our view of the character that does not garner sympathy, often the
colonizer. Through this political lens, Hamm is a colonizer desperately attempting to re-assert
his authority; however, his stories reveal a different Hamm, one that accounts for the miserable
Hamm at the beginning, and hapless one at the end. Hamm’s obsession, as Ionesco points
out, is storytelling. It is through storytelling that Hamm reveals his own humanity. Stories in
Endgame function to reveal the narrative self, to construct identity, to assert authority, and most
importantly, they reveal our deepest humanity.
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“’Tis Somewhat Hard When Kings Must Go”:
Identity of Resistance in Edward II
James Rizzi
Among the few props utilized on an early modern stage, letters are perhaps the most
dynamic. Forged notes lead to the downfall of Malvolio in Twelfth Night and Edmund in King
Lear; Bel-Imperia’s epistle, written in her blood, sparks the revenge plot in Kyd’s Spanish Tragedy;
and the First Folio begins scene five of Macbeth with a stage direction introducing “Macbeth’s
Wife alone with a Letter.” Lady Macbeth enters the play and is immediately subsumed by her
initial role as mouthpiece for her husband. The words themselves are not important; rather the
importance of this scene lies in the fact that she is reading them, performing them, and that
they are not her own words but her husband’s, and when she has finished, she reveals much
about her own character in her contrasting soliloquy.
Marlowe’s Edward II, predating Macbeth by nearly a decade, begins with a similar
theatrical device. Piers Gaveston enters reading the words of King Edward II from whom he
had been banished during the lifetime of Edward I: “My father is deceased; come, Gaveston,
/ And share the kingdom with thy dearest friend” (I.i.1-2). In these first two lines, two men
are essentially intermingled in this transposition of Edward’s words in Gaveston’s voice. Even
before any other aspects of the play have been introduced, they are constituted on the stage in
one person and prefigure the dramatic problem of the play: that Edward views Gaveston not
merely as another character but as another self.
When the two meet, Edward refuses the rhetoric of rank: “Why shouldst thou kneel;
knowest thou not who I am? / Thy friend, thy self, another Gaveston” (141-142). Gaveston
had anticipated that he should kneel “to none but the king” (19), but Edward picks him up
and makes the two men equal. Gaveston’s fantasy of being the favorite of a king is dangerous,
verging on Marlovian ambition, but Edward’s actions are even more troubling: in attempting to
demonstrate Gaveston’s equality to him, Edward lowers himself rather than raising Gaveston
up; rather than making Gaveston another Edward, Edward makes himself “another Gaveston.”
That Edward I banished Gaveston fearing his influence on the youthful Edward
certainly has psychological implications in the play. Edward insists on identity formation
that prefigures Lacan’s mirror stage, and Gaveston becomes more than his double; Gaveston
becomes the projection of Edward’s own selfhood, something without which Edward cannot
be Edward. Such theories about identity formation are not uncommon to early modern drama:
in Shakespeare’s As You Like It, the two female cousins were raised as a pair of sisters—“We still
have slept together, / Rose at an instant, learned, played, ate together…” (I.iii.67-68)—and Celia
tells Rosalind that she will join her in exile, claiming that if Rosalind deny her that, “Rosalind,
lack’st thou then the love / Which teacheth thee that thou and I am one” (I.iii.90-91). Similarly,
when Edward must sign the warrant for Gaveston’s renewed exile, he says, “Thou from this
land, I from my self am banished” (I.iv.118). In the ambiguity of the text-as-spoken, Edward is
banished from “myself”—the reflexive term speaking of Edward’s ultimate self-negation—and
he is also banished from “my self”—the possessive implying Gaveston as second self ripped
away from Edward. Edward attempts to maintain his feigned equity with Gaveston by stating
that he is banished in place of or at least simultaneously with Gaveston, yet the reality of the
scene retains the inequality of the men—Edward stays; Gaveston must go.
That Edward suffers a loss is obvious; however, Gaveston’s motivations in the play are
more opaque. William Kelly notes Edward’s similarities to medieval type characters and that
he relies on the external judgments of Gaveston, Baldock, and Spenser to affirm his identity (5).
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In Brecht’s revision of the play, Eduard is notably more flat than Marlowe’s Edward. Likewise,
Brecht casts Gaveston as a peasant and an idiot incapable of manipulating Eduard (Laboulle
216-218). Marlowe’s Gaveston is, however, quite capable and acts aggressively toward the
discontented nobility.
Gaveston’s ambition is not against Edward, yet in striving toward and being taken
up as Edward’s equal, Gaveston transgresses a strict boundary in a dangerous way. Marlowe
had explored the idea of split kingdoms when he translated the first book of Lucan’s
Pharsalia, citing the problems faced by Rome divided among Caesar, Pompey, and Crassus;
nevertheless, Gaveston’s ambition, mingled potentially with pure love for Edward, seems to
resist a Machiavellian tone since he is implicated not in a partnership—“Dominion cannot
suffer partnership” (Lucan 93)—with Edward but rather in a schema of doubled selves. Instead,
Marlowe plays upon other themes found in Lucan and seems to evoke it as a paratext for
Gaveston’s early speech:
It shall suffice me to enjoy your love,
Which whiles I have, I think myself as great
As Caesar riding in the Roman street,
With captive kings at his triumphant car. (I.i.170-173)
In Pharsalia, Lucan shifts almost immediately from the triumph of Caesar’s return to a scene
of the haruspex foreseeing Caesar’s doom, and soon after Gaveston has made this allusion,
Edward begins to seal his own fate. Moreover, Lucan’s work examines whether Caesar held
a right to his power or whether he gained it through ambition. Gaveston’s allusion, then,
naturally incorporates questions of transgressive ambition into Marlowe’s play.
When the Bishop of Coventry enters at the end of this speech, Edward not only refuses
to restrain Gaveston but actually incites abuse against the Bishop, thereby beginning to bring
about his own downfall. This scene demonstrates the extent to which Edward indulges
Gaveston, taking delight in Gaveston’s acts of revenge as if they were his own. In their 1970
production of the play, the Prospect Theatre Company takes this scene as an opportunity to
show Gaveston as a more domineering physical figure: Gaveston moves from kneeling equal
to the king to standing and forcing the Bishop to his knees; Edward’s lines of encouragement,
“Throw off his golden mitre, rend his stole, / And in the channel christen him anew” (I.i.186187), come after Gaveston’s bullying actions, the words becoming more descriptive than
prescriptive, and he rises from his knees only to stay the knife of an otherwise murderous
Gaveston. Even persuaded to let his enemy live, Gaveston’s power in this staging is excessive.
Embracing the king, he lays Edward on the ground, kneeling over him in a blend of passion
and ambitious violence.
Prospect is not shy in addressing the question of a homosexual relationship that binds
Edward to Gaveston. This idea predates the Victorian era, but diatribes written by Charles
Knight and Charles Dickens characterized the age’s renewed interest in the story (Horne 34).
Nonetheless, some artists such as Marcus Stone began to consider whether the king’s crime
was sexual or merely antisocial, and the rise of Queer Theory has furthered the discussion
(32). Alan Bray’s highly influential rereading notes the close semblance between highly-praised
male friendship and widely-demonized sodomitical relationships. Bray argues that Marlowe
attempts to retain opacity, placing Edward’s relationship instead “in a tension which he never
allows to be resolved” (49).
In the early modern period, the bonds of male friendship were the cornerstones of
relationships vital to society—father-son, master-servant, etc.—and far from subversive,
physicality such as embracing, kissing, and sharing beds were affirming actions (50). Sodomy,
however, was a transgressive sexual, religious, and political crime (41). Bray notes the vagueness

28

associated with attempting to actually delimit the boundaries between the virtue of friendship
and the wickedness of sodomy, and Jonathan Goldberg likewise recognizes the threat against
Elizabethan men: since the stereotype was that of the sodomite traitor or heathen, one had
the potential to suffer all such accusations if one were to be accused of being transgressive
even in only one way (19). Such an accusation could easily be the malicious slander of one’s
enemy who need only accuse his fellow man of being too close to the blurred line separating
social virtue and vice (50-51). David Stymeist draws parallels between Marlowe’s play and the
historical trial and execution of Mervin Touchet, Second Earl of Castlehaven, in 1631, arguing
that it was not merely his sexuality but a “confluence of political agendas” that was the ruin of
Castelhaven (233-34). Likewise, Stymeist asserts Edward’s purported homosexuality may have
stemmed from the nobles’ jealousy of Gaveston and their political worries.
Edward is distracted from state business—“soldiers mutiny for want of pay” (I.iv.407)—
and Gaveston is the enforcer of that distraction. He plots to have “Italian masques by night”
(I.i.54), and Edward rewards Gaveston with titles unbefitting his birth while Gaveston brags to
those nobles disenfranchised by his presence. It is not, then, that Gaveston and Edward may
have a sexual relationship that upsets the nobility, but rather the disorder and transgression of
norms that results from such a relationship that threatens the system by which they hope to live
and prosper. His recognition as a sodomite alone, Stymeist argues, is not enough for the nobles
to challenge Edward, but rather “Gaveston’s insolent abuse of the lords, as well as commoners
and the clergy, [which] stems directly from his desire to be publicly acknowledged and the
cognizance that he will never be accepted” becomes a challenge in and of itself (239).
Edward’s father had banished Gaveston in hopes that Edward would be better able to
conform. Nevertheless (or perhaps because of the forced separation), Edward attempts to define
himself as separate from the restricting forces of the hierarchy. Edward identifies obsessively
with the quintessential rebellious force, Gaveston the exile, rather than with the nobles, his
wife, or even his own brother. When Mortimer Senior tells Edward, “If you love us, my lord,
hate Gaveston” (I.i.79), Edward is silent but the answer is clear: he will not hate Gaveston and
therefore he will not love the nobles, those that represent order and the hierarchy so essential
to Edward who derives his power from it even as he rails against it.
Difference constitutes selfhood for Edward. He defines himself not by what others
project onto him—his place as king in a rigid hierarchical system—but but transgressing those
projections. He seems to delight in the dismay of his nobles when Gaveston joins him on the
throne, physically occupying a taboo space—“What, are you moved that Gaveston sits here?
/ It is our pleasure; we will have it so” (I.iii.8-9). In this moment, Edward is fully in control of
the power that emanated from his throne, but he has seized that power by denying the rigid
structure in which it operates, and thus the incensed nobles—those in reality most able to grant
or deny the king his power—move to depose him. When, instead of Edward stooping to be
“another Gaveston,” Gaveston seems to assert himself another Edward—“Were I a king—”
(27)—Mortimer Junior reminds him of the real power structure that must inevitably replace
Edward’s fantasy one—“Thou villain, wherefore talks thou of a king, / That hardly art a
gentleman by birth?” (28-29).
Stephen Greenblatt argues that Marlovian heroes tend to define themselves in opposition
to orthodoxy, but that in doing so they affirm the structures against which they seek to rebel—
“they imagine themselves set in diametrical opposition to their society where in fact they have
unwittingly accepted its crucial structural elements” (209). Edward clings to Gaveston in the
first half of the play because through Gaveston Edward can perform that radical opposition
and therefore radical selfhood which grants Edward the agency to make choices rather than be
swayed by the demands of his political identity. When Gaveston is killed, however, Edward
is not cast into the role of a negated self. Instead, he nearly immediately (in theatrical time)
chooses another man to desire. Greenblatt takes this inconstancy as proof that Edward’s “object
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of the will is little more than illusion” (217), but Jonathan Dollimore notes that, particularly
on an Elizabethan stage, grief is often translated into a powerful yearning for revenge (40).
Rather than surrendering and allowing Gaveston’s death to be in vain, Edward further refuses
to conform and shifts his desire to Spencer Junior and Baldock. The Prospect production may
affirm Dollimore’s potential reading of the scene when their Edward embraces and kisses each
of the men as he had Gaveston. In their final moments, Spencer and Baldock kneel and cling to
Edward like frightened children, and, just as Edward had stooped to be “another Gaveston,”
he kneels to be their equals before he leaves. Edward kneels not to the authority come to take
him to prison but to his friends with whom he has striven against the authority.
Deprived of all friends, Edward’s selfhood is defined even more clearly in opposition
to society. He knows that Mortimer will rule, not the prince, and therefore he resists his own
deposition as long as possible. Separated from his crown, Edward begs, “Come death, and
with thy fingers close my eyes” (110), or, failing that, “if I live, let me forget myself” (111). Even
in these moments, however, Edward heroically remembers his objects of love/rebellion: “O
Gaveston, it is for thee that I am wronged; / For me, both thou and both the Spencers died,
/ And for your sakes a thousand wrongs I’ll take” (41-43). Christ-like, Edward accepts his
suffering because it is a means of retaining his identity constituted in non-conformity.
Edward’s famous death scene is also the scene of Edward’s final attempts at resistance.
Wary of Lightborne, Edward does not sleep at first—he does not give himself over to any other
power at this point—but is only overcome by sleep. Edward briefly forgets his self-deposition
in begging for mercy—“Know that I am a king” (V.xxiv.88)—but soon remembers how far from
Edward Edward has fallen—“Where is my crown? / Gone, gone” (89-90). But even before the
appeal to his now-gone crown, Edward makes another attempt at resistance and transgression
against the structures of power: bribery. “One jewel have I left,” he tells Lightborne, “receive
thou this” (83). In the Prospect production, the “jewel” is actually the picture of Gaveston that
Edward has worn around his neck since scene four—“Here, take my picture, and let me wear
thine” (127). This reminder of Gaveston seems triumphant: the desolate king managed to retain
the image of his second self. Gaveston’s miniature is an icon carried by the Christ-Edward.
The bribe fails, however, and Lightborne gruesomely murders Edward. Yet even in his
murder, Edward himself becomes the ultimate symbol of resistance. Greenblatt asserts that
Marlovian selves are too fluid from reality to succeed in asserting themselves into the reality of
their plays (219), yet Marlowe’s ending reinforces Edward’s heroic identity—even (or especially)
in death, Edward’s transgressive sodometry is affirmed and his abused body becomes a fixed
testament. That testament is what ultimately brings about the ruin of Mortimer at the hands of
the vengeful Prince, and if Edward’s selfhood of resistance and transgression are consumed by
the tragedy, in being so consumed it also finally succeeds against the authority that destroyed
it.
Works Cited
Bray, Alan. “Homosexuality and the Signs of Male Friendship in Elizabethan England.”
Dollimore, Jonathan. “Emergence: Marston’s Antonio Plays (c. 1599-1601) and Shakespeare’s
Troilus and Cressida (c. 1601-2).” Radical Tragedy: Religion, Ideology and Power in the
Drama of Shakespeare and His Contemporaries. Chicago: U Chicago P, 1984, 1986. 29-52.
Print.
Goldberg, Jonathan. “Introduction: That Utterly Confused Category.” Sodometries: Renaissance
Texts, Modern Sexualities. Stanford: Stanford UP, 1992. 1-28. Print.
—, ed. Queering the Renaissance. Durham: Duke UP, 1994. 40-61. Print.
Greenblatt, Stephen. “Marlowe and the Will to Absolute Play.” Renaissance Self-Fashioning:
From More to Shakespeare. Chicago: U Chicago P, 1980, 2005.193-221. Print.

30

Horne, Peter. “The Besotted King and His Adonis: Representations of Edward II and Gaveston
in Late Nineteenth-Century England.” History Workshop Journal 47 (1999): 30-48.
Print.
Kelly, William B. “Mapping Subjects in Marlowe’s “Edward II.” South Atlantic Review 63.1
(1998): 1-19. Print.
Laboulle, Louise J. “A Note on Bertolt Brecht’s Adaptation of Marlowe’s ‘Edward II’.” The
Modern Language Review 54.2. (1959): 214-220. Print.
Marlowe, Christopher. Edward II. Ed. Martin Wiggins and Robert Lindsey. New York and
London: Methuen, 1967, 2009. Print.
—. “M. Annaeus Lucanus, Pharsalia, First Book: The First Booke of Lucan Translated into
English.” Perseus: Tufts UP. c. 1582. Web.
Marquand, Richard and Toby Robertson, dirs. Perf. Sir Ian McKellen. Edward II. Prospect
Theatre Company and British Broadcasting Company. 1970. Television.
—. Macbeth. The Norton Shakespeare: Based on the Oxford Edition. Stephen Greenblatt, et al.
eds. New York: W. W. Norton & Co., 1997. Print.
Stymeist, David. “Status, Sodomy, and Theater in Marlowe’s “Edward II.” Studies in English
Literature 1500-1900 44.2 (Spring, 2004): 233-53. Print.

31

Kim Stanley Robinson’s Red Mars:
Imagining Ideologies into the Future
Zachary Griffith
Kim Stanley Robinson’s 1993 novel Red Mars is about the colonization and terraformation
of the red planet, a process that begins in 2026 with the arrival of a multinational group largely
comprised of scientists that is later mythologized as “The First Hundred.” Their mission, K.
Daniel Cho explains, “begins with the intention of appropriating the planet’s natural resources
to feed a futuristic system of capitalism” (65). The novel presents a complicated interworking
of systems, structures, and ideologies. It is a work of speculative fiction, a text that seems to ask:
“What will the future look like?” In this sense, Red Mars is a projection, a work of imagination
that not only creates a new world on Mars but also transplants elements of the present into that
new world in a strikingly complex way. Red Mars presents a narrative that painstakingly details
the ideological and societal complications of world building. Crucially, these complications
and contradictions are also reflections of the present. Thus, Red Mars, in asking what our future
might look like, in turn also asks about the present. Ultimately, Robinson’s novel is not so much
about Mars in the twenty-first century as it is about Earth in the late-twentieth (and beyond). In
imagining future, Red Mars interrogates where late capitalism will take us.
This feature is inherent in the novel’s utopian (or quasi-utopian) project—that is to
say, any sort of narrative that imagines the future is necessarily tied to its historical present.
Fredric Jameson has argued that science fictions are displacements of the present’s ideological
contradictions into the future (“Progress” 283), that science fiction (SF) transposes ideologies
into different realms of space and time; it takes the unimaginable and attempts to imagine
it, bringing with it the sociopolitical conflicts of its time. As a result, these narratives contain
more than just aesthetic or even allegorical or parabolic value; they also reflect the historical
ideological conflicts in which they were produced. Each SF text, then, presents a different answer
to essentially the same question: what will today’s future look like? Since our imaginations of
tomorrow are built out of the conditions of today, we cannot imagine a future that does not in
some way connect to or reflect the present. In this sense, SF represents the narrative movement
that Jameson has described: “in which the groups of a given collectivity at a certain historical
conjuncture anxiously interrogate their fate” (“Progress” 282). The creation of any fictional
future, then, is a reaction to the historical moment from which it came; as Robert Markley
puts it, “sci-fi does not represent historical experience but generates simulations of what that
experience may become” (773). SF is not contained within its historical contexts, but rather it is
the extrapolation of them.
Red Mars, in its (and its characters’) attempts to colonize, terraform, and essentially
create a “new” Mars, is not so much a work of complete imagination as it is a projection of
the present into the future. The ideological conflicts of the late-twentieth-century play out
in a different moment in time and space. William J. Burling argues that “the Mars trilogy is
Robinson’s attempt to comment on present-day Terran challenges” (75), which notes the distinct
connection between the challenges represented in Red Mars and the challenges of the present—
not simply ecologically or politically, but also ideologically. Indeed, many of the arguments
that take place as the characters attempt to build their new utopia on Mars in the mid-twentyfirst century and beyond mirror arguments that took place on Earth in the twentieth century—
and, in many cases, still persist today.
However, the dynamics of power that exist between these ideologies are somewhat
different on Robinson’s Mars than on Earth. Raymond Williams in Marxism and Literature
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argues that within a cultural system, there are three main elements: the dominant, residual,
and emergent. Because the novel takes place on Mars, however—an ideological blank slate
prior to Terran settlement—Williams’s model of cultural change requires slight modification
in order for it to help explain the evolutions and interactions that take place on Mars. From
the moment that The First Hundred decide to abandon the UN Charter while still aboard the
Ares, the ideological, societal, and cultural face and structure of Mars is thrown into flux. In
their rejection of this plan and their ultimate inability to create a unified, singular project to
replace it, The First Hundred create a situation in which there is no dominant Martian culture
or ideology. The factions that begin to surface represent emergent ideologies, each fighting to
become the planet’s dominant force.
This indeterminacy leaves the Terran capitalist system in a peculiar situation: though no
longer the undisputed hegemon, Earth-based transnational forces still play a major role in the
project. The United Nations Office for Martian Affairs (UNOMA)—the international political
body responsible for the Martian project—for example, is still largely in control, an active agent
in shaping the Martian political and physical landscape (and, indeed, their presence increases
throughout the novel, eventually sparking the revolution). Though few actively recognize its
power, the Terran system is nonetheless a formidable presence, and seems to represent in a
sense the dominant and emergent all at once: it is the controlling agent from which a great
majority of the emergent ideologies wish to separate, and it is itself—both through the actions
of UNOMA/TransNat forces and the more capitalist-minded projects like Phyllis’s space
elevator—an emergent system fighting to become the Martian hegemon. Capitalism’s status as
a still dominant force on Earth gives it an advantage that the other emergent systems simply
do not have. Terran interests seem to have both the most to gain and the most to lose in the
colonization of Mars.
The history of UNOMA involvement on Mars is the story of an organization trying
desperately to take control of the future by any means necessary. Its actions throughout the
novel are the catalysts for a great number of the narrative’s major crises. UNOMA’s struggle
to maintain its status leads to two major events that dramatically alter the Martian ideological
landscape. First, UNOMA approves the construction of the space elevator, the contract that was
awarded to several transnational corporations. This effort both increases the transportation of
minerals to Earth—effectively raising the value and appearance of Mars as little more than a
Terran resource—and leads to an even greater rate of immigration. These developments work to
rearrange the Martian political, social, and cultural landscape, to make it, in short, more Earthlike. Furthermore, the space elevator stands as a symbol for strengthened connection between
the two planets. Earth and Mars, it seems to say, are inexorably linked, both existentially and
ideologically. More importantly, the growing UNOMA/TransNat codependence also leads to
the 2057 renewal of the UN Treaty, which heavily favors the privatization of Mars and Martian
resources—signaling an ultimate capitalist takeover of the Martian project.
The majority of emergent Martian ideologies in fact seem to have developed in direct
opposition to the Martian ultra-capitalism that eventually surfaces. The Greens and the Reds,
for example, though on opposing sides of the terraformation argument, each held radically
divergent visions of the Martian future from the one that develops under UNOMA control.
Though Sax shares with UNOMA and Terra-at-large a belief in the primacy of humanity
and its recourse to alter the physical world, he differs in that, as Robert Markley notes, he
“identifies knowledge rather than the exploitation of resources as the ultimate rationale for
terraformation” (784). Indeed, Sax’s break from capitalist dogma in this instance is as radical
as any other Martian ideology. He argues with Ann that “the beauty of Mars exists in the
human mind…without the human presence it is just a collection of atoms, no different than
any other random speck of matter in the universe. It’s we who understand it, and we who give
it meaning” (177). This shows an undoubtedly humanist strain to Sax’s ideology—his desire is
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not for individual gain so much as for the whole of humanity. This stands in stark contrast not
only to UNOMA and capitalism, but also to Ann’s conservative posthumanism: “We cannot
intrude on the situation while the status of life on Mars is unknown; it’s unscientific, and worse,
it’s immoral” (170). According to Ann, the mere possibility that there exist Martian life forms
means that humans cannot rightfully change the planet for themselves. Crucially, though both
of these ideas radically oppose one another, they nonetheless also share an opposition to largescale Terran capitalism—though Sax, ultimately driven by his pursuit of terraformation, joins
UNOMA prior to the revolution.
As one of the most radical emergent ideologies, Arkady’s anarchist movement
predictably also opposes Terran authority and capitalist hegemony. Unlike, for example,
Hiroko’s Areophany movement, Arkady’s anti-hierarchical movement makes its opposition
visible. The Russian engineer actively engaged in anti-Terran activity from the start—it was he
who initiated the talk of abandoning the UN charter while aboard the Ares. His entire vision is
a rejection of capitalist hegemony and Terran authority. Notably, when the group is discussing
how to organize their communes, Arkady argues that “work space and living space should
be mixed as much as it is practical. Our work will be more than making wages—it will be our
art, our whole life. We will give it to each other, we will not buy it. Also there should be no
signs of hierarchy” (60-61). Arkady’s revolutionary ideology is ultimately counterproductive,
however. His system has its merits, but his radicalism is, in the end, ineffectual and doesn’t
produce a sense of unity among The First Hundred. Indeed, in its inability to integrate the
various ideologies, his insistence on anarchy borders on fascism instead—at least in the sense
that it forces the masses to bend to the will of the few. As a result, though Arkady’s movement
is valuable in its revolutionary instigation, it is largely unworkable.
In contrast, perhaps the most utopian—and certainly the most hopeful—of these
ideologies is the one pursued by John Boone. Though never unified or put into effect in any
large-scale fashion, Boone’s ideology is nonetheless one of the most ambitious attempts to
define Mars and redefine humanity. His Mars is utopian in a classical sense: it is a radical break
from the past that attempts to fairly and inclusively incorporate all of the various ideologies and
cultures on Mars. Boone’s desire is to unify the planet, to create a merged Martian singularity
that is independent from everything they left behind on Earth, yet accepting of all that those who
come to Mars have brought with them—in other words, cultural and philosophical practices
and beliefs. John Boone is, in this sense, a globalist. His philosophy of areoformation—the idea
that as Man changes Mars, Mars also changes Man—is indeed a reflection of his desire to create
something totally new, built equally from the cultural and societal practices on the planet and
from Mars itself.
One of the most crucial elements of Boone’s attempts to create a uniquely Martian
society is his adoption of Marina and Vlad’s notion of “eco-economics,” a system where, they
explain, “Everyone should make their living…based on a calculation of their real contribution
to human ecology. Everyone can increase their ecological efficiency by efforts to reduce how
many kilocalories they use” (298). It is a flat rejection of the traditional capitalist system where
the market dictates value. Instead, eco-economics is an attempt at a utopian structure where
each person is efficient and fairly compensated for his/her efforts, and where those who offer
the most to humanity as a whole benefit more than those who only help themselves. Moreover,
it also stands as a reflection of the growing ecological concerns of the late-twenty-first century.
Its creation is an attempt to imagine a political ideology that would logically follow the
development of the progressive ecological movement.
Yet, despite his honorable intentions, Boone is ultimately unable to reconcile all of the
various ideologies into one unique Martian system. Markley argues that “the implicit politics of
representation, of John’s efforts to become the ‘articulator of all [the settlers’] hopes and desires’
fails, in part, because it reinforces the alienation of social, ethnic, economic, and psychological
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descriptions of identity from the processes of areoformation, from the terrain itself” (793-94).
In other words, Boone’s desire to create a Martian utopia fails because it itself fails to recognize
that his own concept of areoformation is already taking place; Man is changing Mars and Mars
is changing Man, and Boone’s system, high-minded as it might appear, nonetheless attempts
to map those changes onto a static system. This is, perhaps, why Terran-style capitalism is so
successful in the novel: even with its advantages, it never rests on its laurels, so to speak.
Capitalism and, to a larger extent, any dominant system has an inherent capacity for
adaptation. As Williams notes, the dominant is always in the process of incorporating emergent
and residual systems into itself. UNOMA changes courses several times, but continues to
grow in stature and power anyway. It is predatory, consuming popular movements in order
to evolve and maintain. We see this throughout the novel: when Sax’s windmills are fitted
to release genetically engineered algae, a breach of UNOMA guidelines and a challenge to
Terran authority, instead of punishing those responsible—which would have acknowledged
the subversive nature of Sax’s act—UNOMA simply changes its stance so that it is now aligned
with the popular project and ultimately recruits Sax as the head of its new terraformation
project. A similar evolution also occurs in the early stages of the TransNat presence on Mars.
Initially, transnational corporations pose a threat to UNOMA/Terran hegemony as a result of
their growing power and influence, yet, rather than attempt to prevent TransNats from playing
a major role on Mars directly, UNOMA instead incorporates transnational privatization into
their Martian project. In this light, Red Mars shows the grip that the global capitalist system
has on humanity. It allows the radical emergent ideologies to fight it out and then, as with the
terraformation argument, assumes the position of the winner.
It should be noted that these are not simply features of capitalism as an economic system,
but also specifically the evolutionary form of late capitalism as it existed in the late-twentieth
century and still exists today. Indeed, these are features that exist not only within the novel, but
also as part of the novel’s socio-historical context. Red Mars was published in 1993, following
eight years of Ronald Reagan’s hyper-capitalist, top-down economic policies characterized by
increased privatization and deregulation. We see these same ideologies on display in Robinson’s
text. If Jameson is correct, and SF is the projection of ideological contradictions and limitations
into the future, Red Mars suggests that we are unable to imagine a future where globalized
capitalism does not occupy a dominant position—at least not in any immediate futuristic
setting. The novel demonstrates the way that capitalist hegemony overcomes other emergent
ideologies: global humanism, ecological conservatism, anti-governmental communism and
anarchism, and even scientific progressivism. In Red Mars, Robinson presents a detailed look
at the building of a utopia and the subsequent breakdown of that utopia. What we are left
with, then, after all the chaos and destruction of the final third of the novel, is, as Jameson
describes in the introduction to his book Archaeologies of the Future, the sense that alternatives to
capitalism are ultimately unviable or inconceivable. John Boone’s failure, for example, suggests
that radical change takes more than physical dislocation. He wants to build a new Mars, but the
novel seems to tell us that we cannot manufacture a better existence, that it must evolve on its
own if it is to happen at all. The novel asks difficult questions about our future. But perhaps
more important than answering those questions directly, Red Mars and all of the attempted
utopias within offer an alternative—and even if those alternatives, by and large, fail, the book
nonetheless ends with an opportunity. As those remaining of The First Hundred regroup with
Hiroko and Areophany, we are left with the sense that our futures, like theirs, are undecided.
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Alice Kelly
Thank you very much for the opportunity to present here today. It’s a particular privilege
to present at this conference, because this was where I gave my first conference paper four
years ago, on representations of death in the work of Virginia Woolf and Katherine Mansfield.
So I’m going to pick up where I left off, with a quotation from Virginia Woolf’s 1925 novel Mrs.
Dalloway:
The car had gone, but it had left a slight ripple which flowed through glove shops
and hat shops and tailors’ shops on both sides of Bond Street. […] when the
sentence was finished something had happened. Something so trifling in single
instances that no mathematical instrument, though capable of transmitting
shocks in China, could register the vibration; yet in its fullness rather formidable
and in its common appeal emotional; for in all the hat shops and tailors’ shops
strangers looked at each other and thought of the dead; of the flag; of Empire.
[…] For the surface agitation of the passing car as it sunk grazed something very
profound. (22)
This famous scene occurs toward the beginning of the novel and depicts what happens
after a limousine has passed, raising curiosity in the nearby observers. What Woolf is writing
about here is the Great War and the shared remembrance of this cataclysmic event in a novel
set in 1923, nearly five years after the Armistice. The collective response to the passing car
documents the contemporary collective state of grief, or cultural malaise.
During and after the four years and four months of the First World War, how did
women at home and in the war zones think and write about death? The enormous death toll
of the Great War represented a “puzzling, unprecedented catastrophe” for contemporaries, as
the historian Jay Winter has argued (205). In March 1915—just eight months into the war—in a
paper entitled “Thoughts for the Times on War and Death,” Sigmund Freud noted presciently
that ‘we cannot maintain our former attitude toward death, and have not yet discovered a new
one’ (307).
My doctoral research examines the impact of the vast mortality of the Great War on
British and American women’s writing. I argue that the unprecedented death toll of the First
World War provoked a fundamental change in literary representations of death. In other words,
perceptions of death changed because of the Great War and therefore literary representations
of death also had to change. We may conceptualise this problem slightly differently: how do we
get from this—the death of Little Nell in Charles Dickens’ The Old Curiosity Shop from 1841,
a famous example of the grand, lengthy, sentimentalised Victorian deathbed scene, described
in melodramatic terms and laden with pathos—to this well-known modernist example—the
death of the protagonist Mrs. Ramsay in Woolf’s 1927 novel To the Lighthouse, noted for its
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brevity and distanced mode of narration? The question of how and why, in the space of less
than a century, we move from the Victorian realist mode to the modernist mode motivates this
thesis.
I was also asked to speak about my experience of academic research. My title “fragments
of a great confusion” is from the preface to an American nurse’s memoir of the war years—
Mary Borden’s 1929 text, The Forbidden Zone—and refers to how she views her own work visà-vis the war as a whole. I chose it because “fragments of a great confusion” seems to also
aptly fit the experience of sustained academic research, which is inherently fragmentary. It’s
a process that is both incredibly rewarding and often frustrating, requiring intense dedication
and most importantly, trust in your own ability and judgement. I can’t pretend to offer any
pearls of wisdom on that, but I can show you some of the reasons why I find my thesis topic so
fascinating and what it makes it worthwhile.
I examine the work of Edith Wharton, Katherine Mansfield, H. D. (Hilda Doolittle), and
a number of fictionalised narratives, eyewitness accounts and memoirs by nurses who served
in the war zones. These were women of different classes and nationalities, who were frequently
voluntarily dislocated from their home country: Katherine Mansfield (from New Zealand) and
H. D. (an American) spent their adult lives in Europe, primarily England; Edith Wharton was
an American who lived in France from 1911; and I discuss the writings of both British and
American nurses. My methodology is historicist and I blend close analysis of texts and archival
research with sociohistorical readings of the practices and customs that grew up around death
and mourning as a result of the First World War. My sources include novels, memoirs, letters,
diaries, manuscript drafts, and newspaper articles. The archival research I have done has been
conducted predominantly in the Beinecke Rare Book and Manuscript Library at Yale University,
and has been one of the highlights of my dissertation work.
My focus on solely women writers is partly practical, but also ideological. Although
I do not suggest there is an inherently sexed mode of dying or response to death, it is clear
that women and men’s experience differed during the Great War. Combat, and by extension
death in combat, was an experience from which women were excluded; the ideology of making
the “ultimate sacrifice” in the name of King and Country was a clearly sexed position. Lord
Kitchener, in the famous propaganda image from 1914, was pointing only at men, not women,
to fight and perhaps die on the battlefield. Women’s exclusion from the battlefield necessitated
imaginative and representational strategies to depict war death, as we will see in the cases of
the civilian women I examine.
The conceptual category of proximity—nearness to, or distance from, the war zones—
informs and structures my argument. Working out how to frame this disparate research—to
make my fragments into a coherent whole—has been one of the more difficult parts of my
work. A development of my original argument is therefore that the proximity with which one
encountered war death influenced the mode in which the author wrote about it. The larger
question concerns how being able to witness an event determines how a person writes about
it. Whereas proximate or intimate depictions written by women in the war zones tend to utilise
more conservative motifs and sites such as the deathbed and the graveyard, more distanced
experiences of death experienced by civilian women tend to result in abstract and innovative
modes of representation. There seems to be, then, in most cases at least, a correlation between
the presence or absence of a corpse and the degree of literary realism or abstraction. A further
premise of my argument, which builds on the valuable work of other critics, is that the
enormous and unprecedented war losses were one of the catalysts for the development of
literary modernism, which I’ll only have time to mention briefly in my conclusion.
The structure of this paper is as follows: I’m going to provide a short summary
of the sociohistorical background to my project, then I’m going to walk you through a few
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particular examples from my first two chapters, before concluding with a brief discussion of
the relationship between modernism and the First World War.
Sociohistorical Background
We cannot underestimate the effect of the First World War on contemporary and later
attitudes toward death. The historian David Cannadine argues that “the impact of the First
World War on attitudes to death has been underrated by sociologists and historians; that its
significance was profound for at least a generation; and that interwar Britain was probably
more obsessed with death than any other period in modern history” (188-89).
So what was death like before the First World War? The Victorian period is known for
its promotion of the idea of “the good death”:
Death ideally should take place at home, with the dying person making explicit
farewells to each family member. There should be time, and physical and
mental capacity, for the completion of temporal and spiritual business, whether
the latter signified final Communion or informal family devotions. The dying
person should be conscious and lucid until the end, resigned to God’s will, able
to beg forgiveness for past sins and to prove his or her worthiness for salvation.
Pain and suffering should be borne with fortitude, and even welcomed as a final
test of fitness for heaven and willingness to pay for past sins. (Jalland 26)
Literature became a means of consolidating the myth of the good death and its
conventions, as we saw in the example from Dickens. Similarly, the Victorian period was
known for its expensive, prolonged and ostentatious funerary practices and mourning, seen,
for example, in the tradition of Victorian mourning paraphernalia and memorial portraits,
taken after the loved one had died. What happened in the later Victorian years—the end of
the nineteenth century—was that there was a huge fall in the death rate while life expectancy
increased, and the simultaneously lower rate of child mortality meant that it was uncommon
for the young to die before the old. All of these factors contributed to making the enormous
losses of the war more shocking.
So what happened to death during the First World War? We can talk in figures.
Worldwide losses totalled approximately ten million soldiers (six million allied soldiers,
four million soldiers from the Central Powers) and seven million civilians. Of the six million
allied soldiers who served, one in eight died. The 20,000 British losses on the first day of the
Somme in 1916 was “the equivalent of all British losses in the Boer War” (Cannadine 197, citing
Winter 1977). Woolf refers to this in her 1927 novel To the Lighthouse: “But dear, many things
had changed since then (she shut the drawer); many families had lost their dearest. So she
was dead; and Mr Andrew killed and Miss Prue dead too, they said, with her first baby; but
everyone had lost someone these years” (155). Although historians have demonstrated that the
majority of men who went to war “did actually come back,” the symbolic as much as the literal
impact of these huge numbers of dead was pervasive (Cannadine 200).
During the First World War, there was a huge imbalance in encounters with death. The
ways that men in the trenches and elsewhere in the war zones could die expanded rapidly,
the number of dead meant that it was impossible to bury them, and there was frequently not
an entire corpse to bury. In contrast, for civilians, the wartime years were marked by anxiety,
uncertainty and the prolonged condition of waiting for news. The decision made by the
British Government in 1916 not to return bodies home meant that families had no physical
manifestation or place on which to focus their grief. The distinction between the combatant
and the noncombatant experience was, at least in one aspect, the difference between corporeal,
visceral death on the battlefield and death related only in words on the homefront: between
matter and information.
As a result of these new conditions of death, conventional burial and mourning rituals
became inadequate and new rituals were deliberately established to take their place. There
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were a number of public, official modes of remembrance, grand gestures which remain with
us today: the construction of war cemeteries across the battlefields, the development and
establishment of the temporary and permanent Cenotaph in 1919 and 1920, the Two Minutes’
Silence begun in 1919, the Burial of the Unknown Warrior in 1920, and the Poppy Appeal in 1921.
This wartime and postwar need for some means of marking, dignifying and memorialising the
war dead similarly underlies the writing I examine here.
Nurses’ Narratives
So here are a few very brief, very different examples from two of my chapters, to give
some indication of the kinds of strategies used by women to talk about death. My first chapter
on nurses’ narratives, focuses on deathbed scenes. The nurses’ eyewitness accounts provide
a record of what it was like to be present at the site of death, in casualty clearing stations
and military hospitals. They reveal the multiple and contradictory roles they were expected to
play at the deathbed: the final sitter present at the men’s deaths, sometimes a surrogate priest
and final confessor, and primary mourner. The nurse’s heavily gendered role and ambiguous
military positioning was compounded by her contradictory roles of healer and griever, as
well as participant and witness. The nurses were implicitly positioned at the forefront of the
contemporary debate about death, burial and adequate memorialisation, and their viewpoint
was unique and warrants further critical attention.
The most famous British nurse was Vera Brittain, who lost her fiancé, brother and two
close male friends in the war, but I actually focus on a number of lesser-known nurse authors.
The texts I examine were written both during and after the war by women who served as
voluntary nurses. I argue that nurses turned back to the convention of the traditional literary
deathbed scene as a focus for writing about the mass death of the war.
The new modes of dying—anonymous, away from home and usually very painful—
were ideologically difficult and the nurses’ narratives show the effects of this on those who
encountered it at first-hand. Each text I examine includes a number of deathbed scenes. This
one is from a 1931 nursing memoir called Four Years Out of Life by Lesley Smith:
Railton could hardly move his head, but he lifted his eyes to my face and panted:
“Sorry to keep you, Nurse— I won’t be long now— Am going fast, ain’t I?”
I choked and fumbled stupidly for a word, and finally managed to tell him to
hold on, there might be a change at any moment. He just brushed that aside and
still holding me with his eyes said:
“I’m frightened, Sister. Is it all true what they say in church?” His voice had
dropped to an agonised whisper and I had to bend down to catch what he said.
“Will I be forgiven?”
I tried to say what he wanted to hear and he slowly lifted his hand off mine and
said “Thank you.”
I fled down the ward to roll over the amputation’s head and prevent him choking
himself. (Smith 127)
The detail in the long description of the patient Railton’s death suggests the multiple,
conflicting pressures put on the nurse: both to attend to all of her patients, and to give reassurance
and comfort to individuals—the tension between general duties and the traditionally
personalised attention at a deathbed. Smith records the difficulty of being “conscious of all
these clamorous duties” and the very serious need to reassure Railton at his time of death.
Her uncomfortable description of her reaction to his anxious questions demonstrates her
own feelings of helplessness and impotence. Once Railton has died, life in the hospital and
the narrative moves on quickly: Smith writes that “in the morning there was another man in
Railton’s bed” (Smith 127).
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The question of dying consolations was also very important. Some of the nurses express
a fear that they have not recognised their patient is close to death, and could die spiritually
unconsoled. A Scottish nurse, Henrietta Tayler, records the difficulties of the dying rites of an
infantilised boy in a highly distressing scene:
Every day and every night, for a long time, some one died—and some of the deathbeds were almost unbearably pathetic. One fair-haired boy from East Austria clung to me,
panting and crying, “Schwester, Schwester, ich soll nicht sterben. Lass mich nicht sterben”—
and when he found it was inevitable, begged for a priest. One of the infirmiers in a French ward
was found and came at once, but of course the two had no channel of communication except
through me, for the boy, though a devout Catholic, said he knew even his Paternoster in his
own tongue only. When he had had Absolution, Letze Ölung and everything, he said earnestly,
“Nun, lass mich sterben, morgen sall ich nicht mehr so gut sein.” He lived till next morning,
but was hardly conscious again. (Tayler 97-98)
Although Tayler does not explicitly sentimentalize it, the pity of the scene would
have affected (and does affect) its readers because of the difficulty in administering dying
consolations at the boy’s death. His youth is emphasised as he “clung” onto the nurse and
treats her as a mother figure, and his particular vulnerability may be the reason this death is
singled out for individual representation. Again, it is clear that this is only one of a regular
series of deathbeds the nurse witnessed.
The dominant impression of the deathbed scenes, then, is the sheer numbers of deaths
occurring and the nurses’ sense of impotence: that there were just too many men dying. I
argue that the majority of nurse narratives used conservative tropes for depicting the war
dead, representing traditional sites of mourning and commemoration, rather than the abstract
modes that we see in civilian modes. (Here I am borrowing Jay Winter’s term ‘site’ to refer
to conservative modes and spaces of grief and mourning.) I am suggesting that nurses
appropriated specifically determined narrative tropes for representing the dead: partly because
it reflected the reality of what they were experiencing, but more importantly, because it imposed
a meaningful and immediately recognisable structure on the deaths they were attempting to
represent, dignify and begin to memorialise. Ultimately, however, these traditional deathbed
scenes were no longer adequate to the mass death the nurses attempted to represent.
Wharton’s Wartime Propaganda
My second example comes from the American novelist Edith Wharton, who I refer to
in my chapter as an “uncomfortable propagandist.” I have chosen this example—which I refer
to as “the collector scene”—because it’s a particularly odd and disturbing passage within a
propaganda text. Wharton was a professional writer known primarily for her very successful
social satire The House of Mirth (1905), who was living in Europe at the outbreak of the war
and very quickly became a participant. She was very publically involved with relief efforts on
behalf of Belgian refugees, establishing a variety of war charities, and she was simultaneously
an active propagandist, who heavily advocated American intervention in her writings in a
variety of fiction and non-fiction genres. My chapter on Wharton largely focuses on a series
of nonfiction articles published in Scribner’s Magazine, and collected as Fighting France in 1915
with the aim of describing the European war zones to the American people.
Although Wharton was a propagandist, meaning that her writing had to necessarily
endorse the deaths of both enemy and allied soldiers in the name of the war cause, her writings
contain a number of moments of distinct anxiety, apprehensiveness or unease concerning the
war dead and the justification for death in wartime. Some of Wharton’s depictions of death
--- example of how she justifies wartime death: but essentially it’s an intensely sentimentalised
and comforting death scene, where the dead soldiers are properly cared for (it takes us back to
Dickens’ Little Nell). In comparison with other highly staged representations, we find intensely
disturbing passages like this one:
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The church of Ménil is a ruin, but the parsonage still stands […] here the curé
received us, and led us into a room which he has turned into a chapel. […] The
candelabra on the altar are made of “Seventy-five” shells, the Virgin’s halo is
composed of radiating bayonets, the walls are intricately adorned with German
trophies and French relics, and on the ceiling the curé has had painted a kind
of zodiacal chart of the whole region, in which Ménil-sur-Belvitte’s handful of
houses figures as the central orb of the system, and Verdun, Nancy, Metz, and
Belfort as its humble satellites. (Wharton 114)
The curé is included as an example of an unhealthy response to the war dead: a
response that is increasingly presented as an almost perverted obsession. The makeshift chapel,
transformed into an ersatz war museum, exhibits the bizarre conflation of religious and military
imagery, as religious iconography has been fastidiously and laboriously reworked in weaponry.
The museum—itself a bizarre and disturbing response to war—suggests a worshipping of war
in the same manner as religion, which Wharton refers to as “the curé’s impassioned dedication
to the dead” (115). She describes the curé’s meticulousness in ordering, marking and naming
the graves, fencing them off for individuation and protection, and making sure they are
“symmetrically disposed” and planted with flowers and firs in order to make the cemetery
aesthetically pleasing (115). Although this treatment of the dead could be lauded as admirable,
Wharton’s narrative suggests the disturbing nature of this action in the subsequent passage:
As he led us from one of these enclosures to another his face was lit with the flame
of a gratified vocation. This particular man was made to do this particular thing: he is a
born collector, classifier, and hero-worshipper. In the hall of the “presbytère” hangs a case
of carefully-mounted butterflies, the result, no doubt, of an earlier passion for collecting. His
“specimens” have changed, that is all: he has passed from butterflies to men, from the actual to
the visionary Psyche. (115)
Rather than an urge to participate, however, the war has brought out in the curé the
maniacal zeal of the collector. The very troubling analogy between collecting butterflies and
collecting men suggests that there is little difference between these activities; that the curé’s
fastidiousness is transferred between “specimens,” from “carefully-mounted butterflies” to
carefully marked graves of soldiers. Despite being related in seemingly realist terms, Wharton’s
use of the figure of the collector—usually a collector of precious items, curios or antiques—and
the motif of fetishism—is a markedly literary device, one memorably used by Wharton’s close
friend Henry James and her acquaintance Joseph Conrad. Wharton’s evident discomfort at
his behaviour demonstrates a broader concern with the treatment of the war dead, even in a
propaganda text for an American audience.
My chapter also discusses an unfinished story by Wharton that is entirely unknown
and has never been discussed by critics, which I came across while doing work in the Beinecke
Library. What makes working in archives so fascinating is looking through documents that
may never have been opened before, and because it reminds us that the authors we study were
people too. One aspect that amused me was Wharton’s version of cut and paste, where she cut
sections of writing and stuck them together in a different order, in a very manual version of
editing.
So what conclusions can we draw from these brief readings? It is clear that modes
of representing death became problematic for writers during and after the First World War,
arguably especially for women writers who did not participate in the war itself and therefore
had to turn to imaginative reconstruction. There were different responses to the problem of
representing the enormous numbers of dead, killed in horrible circumstances and frequently
leaving no corpse to mourn. One turn was toward more conservative, realist representation,
such as the deathbed scene we saw in the examples from the nurse narratives, which often
proved unconsolatory. Another is the representation of troubling and disturbing encounters
with the dead, as seen in Wharton’s collector scene: a scene which seems to act as the text’s
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unconscious—an eruption of anxiety in a supposedly propagandistic text. Another strategy
was the move toward abstract and innovative, modernist modes, which I examine in the second
half of my thesis.
To conclude, a very brief word on the question of the significance of the war dead for
literary modernism. It might be difficult to tell from the readings I’ve presented here—nurses
turning back to the traditional literary trope of the deathbed, and Wharton as an uncomfortable
propagandist, undermining her own propaganda as she writes it—but the second part of my
argument is the enormous influence of the First World War on modernist writing. The other
two authors I examine, Katherine Mansfield and H. D., were intensely innovative in their war
writing and present examples of what Allyson Booth has referred to as “civilian modernism,”
which I interpret as referring to literary modernism inflected by the war with examples drawn
from civilian experience. Mansfield, for example, complained of the war trickling into her
writing: ““I have a horror of the way this war creeps into writing … oozes in—trickles in,”
she wrote to her husband John Middleton Murry in February 1918 (70). Some examples of the
innovative strategies used by civilian modernists to represent the war are Mansfield writing
about the war dead in relation to her own impending death from TB, and H.D. representing her
1915 stillbirth as her experience of war trauma. Allyson Booth phrases this much better than I
can when she writes:
[…] even at moments when the spaces of war seem most remote, the perceptual
habits appropriate to war emerge plainly […] that the dislocations of war often
figure centrally in modernist form, even when war itself seems peripheral to
modernist content. (4)
The important point to take away here is the inestimable importance of the mass dead
of the First World War for literature, even when that literature doesn’t appear to have anything
to do with the war at all. What I’ve attempted to share here is how completely fascinating
this topic is, and I feel—in the truly fragmentary and confusing nature of extended academic
research—that after nearly five years working on this, that I have barely grazed the surface.
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Poetic Explosions: Mina Loy Drops a Time-Bomb
Colby Fitzgerald
“LET the Universe flow into your consciousness, there is no limit to its capacity,
nothing that it shall not re-create.”
—Mina Loy
Writer Roger L. Conover writes, “Mina Loy’s goal was quite simply to become the
most original woman of her generation” (xiii). The word “original” means “not imitated or
copied from another; inherent; independent; novel or fresh in character or style” (“original”).
This word fits perfectly with Mina Loy’s work and life. Through her poetry and poetics, Loy
takes on the modernist motto, “make it new,” by redefining what poetry is and using her own
individual style to challenge the conventional thoughts of the time. Loy specifically dares to
expose the concept of time as a man-made construction that impedes personal growth and uses
her poetry to rebel against this construction of time, complicating her readers’ views of the
traditional world they live in.
For Mina Loy, a poem makes a statement; it speaks of thoughts and ideas most individuals
are too afraid to say out loud. Loy, in her essay “Aphorisms on Futurism,” says, “TO your
blushing we shout the obscenities, we scream the blasphemies, that you, being weak, whisper
alone in the dark” (152). In a poem, the poet/speaker cannot hold back. Looking at Mina Loy’s
poem “O Hell,” you can see a poet illustrating her poetic “scream.” She starts her poem with:
“To clear the drifts of spring / Of our forebear’s excrements / And bury the subconscious
archives / Under unaffected flowers” (1-4, 71). Immediately, Loy takes a stand against tradition,
against the constructions of time. “Our forebear’s excrements” are the thoughts and ideas that
society has imprinted onto our “subconscious archives.” Loy’s poem asks for these traditions
to be buried under the “unaffected flowers,” giving Nature the superiority of not following
mankind’s traditions or being affected by them, leaving humans as the ones vulnerable to the
effects. Using a word like “excrements” to describe societal traditions shows a very strong
disavowal of what is known. Traditionally, traditions are seen as stable and secure, but Loy
turns them into waste, literally.
Loy exposes how traditions stifle personal growth with these lines: “Indeed—/ Our
person is a covered entrance to infinity / Choked with the tatters of tradition” (5—7). With this,
Loy makes a direct statement against tradition. Words like “covered” and “choked” expose
tradition’s flaw—it suffocates individuality. Our actual body becomes clothed in tradition that
weighs us down, suffocating our ability to seek a limitless potential. Loy’s words force the
reader to see herself as a product of convention: “our person is a covered entrance to infinity.”
We are steeped in tradition, in “our forebear’s excrements,” which covers our ability to expand
and grow past the expectations placed upon us. The word “infinity” means “the quality or
attribute of being infinite or having no limit; boundlessness” (“infinity”). Loy uses this word to
force her readers to understand how limited our world and “our person” actually are.
Time, especially the past, becomes a boundary that Loy also exposes as a method of
holding us back because it also covers the “entrance to infinity.” The word “infinity” resonates
in the poem as a concrete jab against the construction of time. The linearity of time places a
person on a line with a start and end point. To Loy, this is absolutely limiting when living
should be limitless. In “Aphorisms,” Loy states, “The Future is limitless—the past a trail of
insidious reactions” (150). With this, the excrements of the past are not only a waste but also
a danger to the limitless possibilities of the future. “O Hell” is a battle cry to tear down the
“tatters of tradition,” to rebel against the limits placed upon us by time.
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When Loy writes “indeed” after exposing the need to bury our “forebear’s excrements”
and before she tells us that “our person is a covered entrance,” she establishes a pause between
her stanzas, which shows a poet considering the importance of her own statement; but it also
has me, as her reader, nodding my head in agreement. This pause allows the breaking down of
tradition in the prior stanza to absorb into the reader’s conscience, changing the way in which
she sees the world around her. Loy’s poetic rebellion against tradition continues to resonate
in her “Feminist Manifesto.” When she gives women advice on how to take charge of an
“inadequate” feminist movement, she says, “NO scratching on the surface of the rubbish heap
of tradition, will bring about REFORM, the only method is ABSOLUTE DEMOLITION” (153).
The “tatters of tradition,” or “the rubbish heap of tradition,” cannot be remedied. We cannot
compromise with what has already been created; instead, we must demolish the excrements of
the past. Loy’s poetics and personal thoughts imbue her poetry with passion and personality.
Poetry needs to make a statement. Mina Loy’s poetry does this without hesitation, without
regret, and without fear of backlash, allowing her to destroy the concepts holding humanity
back.
Mina Loy’s poem, “There is no Life or Death,” addresses a poet’s strong desire to
annihilate the establishment of time as we know it; her poem seeks a radical shift in how a
person measures his/her life. She writes, “There is no Space or Time / Only intensity” (1314, 3). Here Loy expresses how living can be limited by the words “Space” and “Time.” She
states that these two concepts do not exist, but instead the feeling of “intensity” is what should
count as a significant marker. With this poem, Loy takes on humanity’s biggest boundaries.
The notion of living in time and space is what every person understands to be true, but Loy
immediately challenges this notion. She begins her “Aphorisms on Futurism” with “DIE in the
past / Live in the Future” and continues to say that “THE Future is limitless” (149-150). Loy
advocates for taking away the notion of time and to instead always live outside of it. The future
is typically the place in which people are told not to live because it is unstable and unknown,
but Loy contradicts this idea because she feels the future is the only place able to exist without
the “excrements” of the past.
The future is a place where one can reach a state of transcendence, of “infinity,” and,
through her poetry, Loy reaches for this state. In her essay “Modern Poetry,” Loy says that the
“secret of the new poetry” is that “it is the direct response of the poet’s mind to the modern world
of varieties in which he finds himself. In each one we can discover his particular inheritance
of that world’s beauty” (158). Essentially, Loy proclaims that modernist poetry inhabits
the world of infinite possibilities and allows the poet a chance to share her own particular
understandings of the world. In her poetry, especially “There is no Life or Death,” Loy paints a
clear picture of what makes the world beautiful—the breakdown of conventional thinking. She
forces her reader outside of the box (of time) in which he/she has been placed into from birth
by challenging words like “life” and “death.” She wants us to reconsider the labels we place
on everything. She writes, “There is no Life or Death, / Only activity” (1-2). The markers by
which a person lives cannot be arbitrary words. The word “activity” calls forth the energy and
vitality of a human being; to live one must be active. Life and death are just words not actions.
Loy seeks the activity of humanity to be the marker by which we measure our lives instead of
the arbitrary minutes, hours, days, and years that tick down on the man-made clocks of life.
By the end of “There is no Life or Death, Loy creates a declaration of defiance. Her last
lines are, “And tame things / Have no immensity” (15-16). Loy tells us here that mankind is a
“tame thing.” We are “covered entrances” dependent upon the constructed regulations of the
past. If we remain “tame,” then the entrance to infinity will remain covered. Time will define
us. In order to experience the “immensity” of this world, a person must shed the traditions and
the boundaries of time. Through this “new poetry,” Loy employs her own viewpoint of the
world in order to create a poetry that resonates and becomes timeless itself.
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Mina Loy refuses to let time define her, so she drops a bomb on time in her poem
cleverly titled, “Time-Bomb.” In the poem, Loy once again discusses time and humanity’s
problematic relationship with it, but this time she breaks writing convention by adding a visual
space between each of her words. She writes,
					
					
					
					

The present moment
is an explosion ,
a scission
of past and future (1-4, 123)

Visually, Loy creates this “scission” of the present moment by having a blank space follow
every word. The reader is left thinking of the word, but then must confront a blank visual
space, a pause, which symbolizes the unknown element of the future. Then she writes,
“leaving / those valorous disreputables , / the ruins ,” (5—7). The juxtaposition of
the words “valorous” and “disreputable” highlights Loy’s views of the past. In the past, those
“disreputables” might have been “valorous,” but in that scission between past and future, the
present, they become disreputable, “the ruins.” It reminds me of the “forbear’s excrements.”
These “valorous disreputables” then become “sentinels / in an unknown dawn / strewn
with prophecy” (8—10). They guard the past against the “unknown dawn” filled with only
predictions, with instability instead of uncovering themselves and embracing “infinity.”
Through these “sentinels,” Loy illustrates the way in which we allow time to define our being,
forcing us to live with a constant sense of worry over our “unknown dawn.” In “Aphorisms,”
Loy says, “WHAT can you know of expansion, who limit yourselves to compromise?” (150). If
you remain a “sentinel,” guarding the past while trying to experience the future, you cannot
expand; instead, you remain limited, stifled.
By the end of “Time-Bomb,” Loy writes, “Only the momentary / google of death
/ fixes the fugitive / momentum .” (11-14). This “google of death” mares the “prophecy”
of the future because it invariably changes one’s reaction to it. Loy says, “…the Future is only
dark from the outside. / Leap into it—and it EXPLODES with Light” (149). In the poem, the
sentinel is too stuck guarding what has already passed to leap into the future. The future stares
back and fixes the present moment only with the “google of death.” Loy wants the reader to
understand that time and death are just arbitrary words that are constantly used to hold people
back from leaping into the light of the future, the place of limitless opportunity.
Through a variety of poems, Mina Loy drops a bomb and explodes the concept of
time. This demolition is her creative expression of individuality. Instead of time and tradition
symbolizing stability and comfort, she complicates these terms, creating a new perception.
Time and tradition become words symbolizing the boundaries and limits of life. In her essay
“Modern Poetry,” Loy writes, “We should remember that this seeming strangeness is inevitable
when any writer has come into an independent contact with nature: to each she must show
herself in a new manner, for each has a different organic personality for perceiving her” (160).
Through writing, Loy shares her perceptions of nature and forces the reader to recognize her
difference. In order to see and understand Loy, you must suspend the past so you can see the
limitless powers of her poetics because her work transcends time, becoming the limitless future
that she advocates for.
LIFE is only limited by our prejudices. Destroy them, and you cease to be
			 at the mercy of yourself.
—Mina Loy
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What We Assume: How Walt Whitman and the Plainspoken Poets
That Followed Him Have Influenced My Writing
Mark McGuire-Schwartz
This paper bears the task of discussing the poetic influences on my own creative work. I
am sixty-four years old, and that means that I have sixty-four years of experiences that influence
my writing. And I have been allotted just a brief space in which to do it.
Allen Ginsberg was an early influence on my poetry, and he has remained a deep and
persistent touchstone. Ginsberg is hugely compassionate. He is also confused, dark, paranoid,
crazy, and brave and open and humble enough to share it all. He is also often funny.
Walt Whitman must be mentioned second. Without him there would be no modern
poetry. Whitman is so bold, free, open. So confident in his pronouncements. His yawps are long
ebullient triumphant rants. They are full of long, long lines that have influenced both Ginsberg
and myself.
Both these poets teach us to forge our own paths. To view their work side by side,
I would like to pretend that through some magic of time travel, Whitman and Ginsberg
collaborated on a poem. This will give us a way to look at how their writing styles might bear
enough resemblance to almost fit together. Let’s pretend that Walt insisted that he should
write the first line, and he decided to use the beginning of “Song of Myself.” Allen wrote the
second and third lines (shown below in italics), using the Carl Solomon section from “Howl.”
They took turns on the next six lines, a line from “Song” and a line from “Howl.” So, here is
the poem that Walt W and Allen G wrote together:
A Celebration of Myself, in Rockland
I CELEBRATE myself, and sing myself,
Carl Solomon! I’m with you in Rockland
where you’re madder than I am
And what I assume you shall assume,
I’m with you in Rockland
where you must feel very strange
For every atom belonging to me as good belongs to you.
I’m with you in Rockland
where you’ve murdered your twelve secretaries
I loafe and invite my soul,
I’m with you in Rockland
where you laugh at this invisible humor
I lean and loafe at my ease observing a spear of summer grass.
I’m with you in Rockland
where we are great writers on the same dreadful typewriter
My tongue, every atom of my blood, form’d from this soil, this air,
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I’m with you in Rockland
where your condition has become serious and is reported on the radio
Born here of parents born here from parents the same, and their parents the
same,
I’m with you in Rockland
where the faculties of the skull no longer admit the worms of the senses
I, now thirty-seven years old in perfect health begin,
I’m with you in Rockland
where you pun on the bodies of your nurses the harpies of the Bronx
Hoping to cease not till death.
Both poets are clearly confident in their pronouncements, which they assert in their
characteristic long, bold, yawping, howling lines. Seeing their lines side by side, you see how
they meet on common ground, respecting each other enough to be bold and assertive, drawing
strength from one another, neither taking—nor wanting to take—the upper hand.
The main thing I learned from Whitman and Ginsberg is about speaking plainly, simply,
directly. Right from the first lines of “Song of Myself,” American poetry was changed. And from
those first few lines, I was hooked. Whitman throws away the artifice of formal poetry. There is
no mold into which words are being squeezed. There are no rules. There is no regular rhythm,
no rhyme, no set length for lines. The language is plain and direct. He writes: “STRANGER! if
you, passing, meet me, and desire to speak to me, why should you not speak to me? And why
should I not speak to you?” (“To You”).
Why, indeed? There is no reason not to speak directly. There is a direct line in modern
American poetry that starts in Whitman and is continued through Stephen Crane, Carl
Sandburg, William Carlos Williams, Frank O’Hara, and Allen Ginsberg, to name a few. These
are poets who speak openly, honestly, directly, and who follow Whitman’s only rule, which is
that there are no rules. I would like to think that my own poetry fits squarely on that continuum.
Both Ginsberg and Whitman wrote poems with many parts. Whitman’s “Song of Myself”
consists of fifty-two numbered sections. Ginsberg wrote “Howl” in three long symphonic
sections, and later he added one more. Maybe because of their influence and the influence of a
long poem called “Tambourine Life” by Ted Berrigan, I have always been interested in poems
with sections. One night after a poetry reading, some of us poets headed over to Miya’s for
sushi. The license plate that I parked behind had the letters U-B-U, which reminded me of the
play Ubu Roi by Alfred Jarry. That night I wrote a wild rant of a poem, and when it was done,
it had seventeen sections. I found that, for a number of reasons, poems with seventeen sections
worked quite well for me, so I started to develop a new form of poem called the 17, which I
have worked in a great deal for the past few years.
Here are some of its characteristics:
·
·
·
·

A 17 is short of epic. The length is enough to consider a subject in some depth,
without being exhaustive.
17s offer chances to juxtapose. 17s offer connections. Contrasts. Parallels. The 17
leaves room to see how seemingly disparate elements have life together.
The 17 allows for randomness and chance to play a part. In a somewhat
controlled way.
Some unity, some flow, some connection between most elements (but not
necessarily all, and however obscure).
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Some disunity. Mixing of subject matter. There is a place to fit in some elements
that seem to not quite fit—elements that are seemingly off-topic.
· A 17 is nonlinear.
· A 17 is not stream of consciousness, as it skips subjects, and it is controlled and
edited.
· 17s look at one subject from numerous angles. Or numerous subjects from
numerous angles. Or from one.
· 17s have an element of playfulness
I don’t know if the credit for influencing the development of the 17 form should be given to the
poets I knew who had written sectioned poems, or to the license plate, or to sushi.
·

Here is a poem in the 17 form:
Bamboo
1
It is all bamboo:
the salt, the laughter,
the dust, the dissolving
world.
2
A loud voice. A strong but
irrelevant opinion. A quiet voice.
A small voice. A tall voice.
3
A soft-spoken woman admits to irony.
4
Unbroken. A hoop.
5
Bamboo. Dust.
Bamboo dust.
6
Grabbed
Borrowed
Done
Fried
Re-fried
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7
We all were there.
We all wrote of that.
8
On the third night, we shut the blinds.
9
I have forgotten you, once again.
10
There is nothing to burst.
11
You, because you took notes.
Because you sat on the floor.
12
Everyone is his body or hers.
We are our body of work.
(not just one finger, but also
each hair)
I is the body.
You is the finger.
We is the hair.
13 				
Bring me to the open.
Bring me to the soft.
Bring me to the harvest.
Bring me to the blue.
14
Things people do not know about The Spirit of Moose:
ü
ü

Complex intelligence.
Great spirituality.
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ü
ü

A fondness for statistics.
A written language. (On trees as well as paper) (although moose produce
no paper of their own.)

15

I am trying to do my part, he says.
Bullshit, she says. Bullshit, bullshit, bullshit.
You do nothing, she says.
You are a sham.
A what? he asks.
A sham, she says. A sham. A bullshit bullshitty shitty sham.
Isn’t that a type of pillow cover? he says. Some sort of bed linen?
That’s right, she says. You are a pillowcase full of bullshit.
16
It is nonsense loud and persistent.
It is all about the second letter of each word.
It is understandable but disappointing.
We are tall, Embarrassed. Pre-loaded.
Pragmatically enigmatic. We are stifled,
stuffed, bristling. We are ubiquitous,
but shy. We are beaten and triumphant.
We are exactly what we appear.
We have never been to Norway. We
speak in tongues. We answer all
questions. We embrace controversy.
We don’t know what to do. We eat
slowly. We are brimming with ennui.
Our angst is starting to show. We are forthright.
We are nervous, yet comfortable with our
decision. We have overcome many obstacles,
yet several remain. We cannot sleep.
We fry and we bake. Eggplant, onion,
banana soup. (Mash two ripe bananas.
Add two parts water. Cinnamon. Bring to boil.
Serve for breakfast or before a spicy meal.)
Enduring. Unnerving. Energized. Still,
the keys that cannot be found.
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17
When I cook for you,
pots pile in the sink;
cinnamon and cayenne float in the kitchen air—
The nights have turned cold.
The tulip leaves turn yellow and dirty
brown.
There are no long walks in the rain
which has moved in to stay, like an
overripe nectarine.
There is a long bone above the ankle
that is essential to a graceful gait.
Pull up the covers and sleep.
I should mention that not all of my influences are poets. Much of my writing, including
the 17s, uses techniques that come from what may be termed “modernism” or “postmodernism.”
For example, the 17 sometimes uses an element of chance, which I probably got from John
Cage, who used chance often in his compositions. I also use other techniques derived from
music, visual arts, and other artistic forms, as well as poetry, including elements of abstraction,
stream of consciousness, spontaneity, experimentalism, surrealism, borrowing of images,
juxtaposition, and the breaking down and rearranging of parts.
Picasso and Braque took surfaces apart and reassembled them. The Impressionists told
us all not exactly, but sorta. The Abstract Expressionists told us that we did not even have to be
close to representational.
And there are more basic influences. No musician is more passionate than Beethoven,
and he was an influence before I even started to write. And Mozart. And Bob Dylan. And
Thelonious Monk, who strove to prove that wrong is right. So, when things are wrong in my
poems, Thelonious may be to blame.
Other influences: My father had a sly way of looking at life and an irrepressible sense
of humor. And I tried to think of how my mother influenced me as a poet, but all I could come
up with was that my mother knew how to bullshit.
So influences come from many places. We all absorb from movies, commercials, and
the sounds of the world. I am moved not just by many the poets that I have studied but also by
poets who I know. For instance, my fellow panel members insisted that I read the poem with
the bullshitty sham, just to add some class to this conference.
But I believe that my allotted space has come to its end. I am sure that I left much
important stuff out. For instance, I have not yet mentioned that my wife taught me about love.
And my children taught me how to put that into practice.
I believe that I have proven what I stated at the beginning: that it is impossible to
adequately discuss one’s poetic influences and inspirations in just a few pages.
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Amy Levy: How Triple Marginality Shaped her Poetry
Nicole Lowman
“She was never robust; not often actually ill, but seldom well enough
to feel life a joy instead of a burden.”
—Oscar Wilde, Woman’s World (Wagenknecht 59)
Critics and audiences tend to read Amy Levy in light of her suicide in 1889. She was
just shy of her twenty-eighth birthday when she took her own life, and her actions seem odd
given her success as a writer. As a “New Woman,” an Anglo-Jew, and a lesbian, Levy was
marginalized in traditional Victorian society three times over. Amy Levy: Her Life and Letters
by Linda Hunt Beckman provides biographical details of Levy’s life and insight into Levy’s
work. In the prologue to this biography, Hunt Beckman describes Levy’s awareness of her
marginalization and the considerable strain it caused her (Life and Letters 7). Levy’s life and
position in the world shaped both her poetry and prose.
Levy attended Brighton High School for Girls (Hunt Beckman Life and Letters 29) and
Newnham College, Cambridge (38). Newnham was the second college at Cambridge to admit
women, and Levy was one of the first Jewish women to attend Cambridge (Scheinberg 191).
Her attraction to women began at an early age, when she developed an unrequited crush on
her strong, independent and well-educated headmistress. She first displayed her feminist,
New Woman view at age thirteen in her observations about Elizabeth Barrett Browning’s
Aurora Leigh, in which Levy pardoned the author for including too many “learned allusions,”
as “it is only natural that she should wish to display what public opinion denies her sex—a
classical education” (Hunt Beckman Life and Letters 30). The New Woman was an embodiment
of female freedom and independence. She was intellectual and often single, the opposite of the
ideal Victorian woman, who occupied the “separate spheres” (Scheinberg 196). The “separate
spheres” ideology stated that women belonged to the moral, spiritual, private, and domestic
realms, while men belonged to the theological, public, intellectual, and business realms, began
breaking down by Levy’s time (196). Women like Levy both identified with and personified
the New Woman (Hunt Beckman Life and Letters 31). Conversely, the social “mainstream” of
Levy’s time saw the New Woman as a warning of what happens when society is allowed to run
rampant: decay, perversion, sexual degeneracy, and independent women (Goody 466).
Along with being weary of the New Woman, Levy’s society was skeptical of Jewish
ancestry. Just before she was born, England’s Jews became integrated into British society
and were able to achieve positions of status (Hunt Beckman Tribal Duckpond 185). Affluent
Jews like the Levys were condescending toward Jews who were less assimilated (190). In the
1870s, “science” ranked Indo-Europeans as superior to Semites, and in the 1880s these factors
combined to create a sense of anti-Semitism in which an Anglo-Jewish Levy grew up, wrote and
solidified an identity (185). Levy often wrote about Jewish characters, who were the archetypal
“other” in English high society (Scheinberg 191). Her writing ranged from a self-hating Jew
in the novel Ruben Sachs, to a celebration of Jewish culture in articles written for the Jewish
Chronicle. These differing opinions suggest that Levy had conflicting views of herself (Hunt
Beckman Tribal Duckpond 186, 194).
Levy was not only part of social minorities, but she also strayed from the poetic
conventions established by her immediate predecessors. Cynthia Scheinberg, in Women’s Poetry
and Religion in Victorian Britain, describes the ways in which Levy responds directly to Matthew
Arnold, a poet and essayist writing just before Levy was born. Arnold’s philosophy held that
great poetry was grounded in high seriousness and was governed by “laws of poetic truth and
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poetic beauty;” Levy wrote in opposition to Arnold, saying that poetry makes “rueful humor”
its law, and that it is rooted in “a nation whose shoulders are sore from the yolk of oppression”
(Scheinberg 206). While for Arnold a poet should be valued for conveying universal truths, Levy
promoted a poetic system for the outsider, one who did not or could not embrace a universal
set of laws and conditions for poetry (207-208). For Levy, a poet dealt wholly with subjectivity,
and thus could not have access to any such universal feeling or truth (208).
Given Levy’s Jewish, lesbian, New Woman identity and her definition of what poets and
poetry, it stands to reason that her own creative work would explore “marginalized” characters
and challenge the literary status quo. Levy’s poetry speaks to contemporary critical concerns:
Jewish Diasporic identity, lesbian identity, women’s emancipation and general theories of
“otherness” (190). While Levy did not link minority to any specific personal identity, she
explored societal minority as a concept (191). Because she addressed the topic of “outsider”
before it had real cultural or critical meaning, critics identify Levy as a writer transitioning
into more modernist and post-modernist perspectives in which there is no “universal” poetic
utterance (191). According to Scheinberg, Levy challenged the assumption that “universal”
poetic identity is in fact an ideal literary goal by creating a number of minority voices and using
those voices to confront dominant assumptions of Christianity and heterosexual love (192).
A London Plane-Tree and Other Verse (1889), Levy’s posthumously-published collection
of lyric poetry, speaks entirely from the perspective of the “other” (Goody 468). The collection
compliments her “fin de siecle” label. “Fin de siecle” literally means “end of the century” in
French, and is often associated with the closing of one era and the onset of another. Levy’s
cynicism and existential pessimism represented the air of fin de siecle (Meštrovi 1). Scheinberg
writes that Levy may have feared the first-person narrative voice of A London Plane-Tree would
expose a part of her “self” to her audience (194). The speaker is androgynous, displaced and
ambivalent (Goody 468). Levy had previously mocked and distrusted such exposure, and the
anxiety surrounding that exposure may have contributed to her suicide (Scheinberg 194). In
A London Plane-Tree, Levy uses the city to write through her “minority” voice (Goody 468).
Alex Goody, in “Murder in Mile End: Amy Levy, Jewishness and the City,” points to the city
as Levy’s tool that allows for transgression and as a place that sits in stark contrast to classical
“norms” (468). Goody says:
Levy’s London is a peripatetic text, one written from the multiple perspectives
of race, gender, and sexuality, perspectives that are dislocated from dominant
city narratives and mis-recognised in the culture and text of the period.…Her
uneasy attempt to move between fixed points of stereotypical legibility means
that her poems and the voices they echo and speak have no place to rest, no
point of view; they are almost inevitably threatened by a collapse into nonbeing and silence. (475)
Much like the voices in A London Plane-Tree, Levy, too, collapsed into non-being and
silence, albeit by her own hand. Hunt Beckman attributes a portion of Levy’s depression
to the identity conflicts she experienced as a New Woman and as a Jewish, lesbian “other”
(Life and Letters 7). In twenty-first-century terms, Levy’s character and poetic theory would
not only be accepted, but they would also be celebrated. The cultural norms of Levy’s era,
however, made her feel like an outsider. In Daughters of the Covenant, Wagenknecht calls Levy a
disappointed idealist, saying, “Only the disappointed idealist can suffer such disillusionment
as consumedher; the ‘realist’ has never expected very much; one must have asked a great deal
of life to be as crushed as Amy Levy was by the best that life can give” (64).
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Looking Glass or Rabbit Hole?
An Inquiry-Based Approach to Teaching Carroll’s Wonderland Texts.
Jennifer V. Garcia
“Who in the world am I? Ah, that’s the great puzzle.”
—Lewis Carroll, Alice in Wonderland
Even as Alice, the inquisitive child-protagonist of Lewis Carroll’s Wonderland texts,
falls slowly down the rabbit hole, she is filled with a sense of curiosity and adventure. At
her home, Alice is merely a silent child, but gains credentials as an explorer, philosopher, and
dreamer during her trip down the rabbit hole and, subsequently, through the looking glass. In
the unfamiliar worlds of Wonderland and the looking glass land, Alice finds herself directly
questioning identity. Each creature she meets in Wonderland asks her to identify herself and, in
so doing, forces her to question the very nature of identity. “‘This must be the wood,’ she said
thoughtfully to herself, ‘where things have no names. I wonder what’ll become of my name
when I go in? I shouldn’t like to lose it at all—because they’d have to give me another, and it
would be almost certain to be an ugly one’” (Carroll 203).
Constant questioning and cultivating of identity is a theme that persists in these texts.
Carroll’s work, combined with Alice’s loss of innocence, pushes her metaphorical transition
from child to adult. These are not themes that simply reside in children’s literature; they are
pervasive and relatable for children and adults alike. Carroll’s Wonderland texts revolve around
the thematic questioning, creation and cultivation of identity, and enable students the ability to
do the same.
First-year undergraduate students usually find themselves in social and academic
environments previously unfamiliar to them. Like Alice, the new environments for these
students, coupled with the (usually) new responsibilities of impending adulthood can be
bewildering. Educators should foster a learning atmosphere that enables first-year students
to understand their new environments and question the creation and cultivation of their own
identities.
Opportunities for students to acclimate themselves to their new academic and social
freedoms are certainly cultivated, in part, in the traditional classroom. Inquiry-based learning
programs, however, help to foster a method of learning that allows students to inquire and
discover, while becoming intentional learners. The role of educators in an undergraduate
curriculum, then, should go far beyond merely teaching a text.
Yolanda Caballero Aceituno asserts that literature contributes to the definition of “a
student’s ideological positioning in the world” (10). Additionally, she cites Jüri Talvet who
says, “Teaching literature and arts at schools and universities involves a special responsibility
for the formation of a young human being” (qtd. in Aceituno 11). I propose the development
of a semester-long Intellectual and Creative inquiry seminar for first-semester college freshmen
that will primarily focus on the theme of identity, independence, and reality. Lewis Carroll’s
Alice in Wonderland and Through the Looking Glass will serve as the foundation upon which
students will learn the “how to” of learning, both about university life and about themselves.
According to Rachel Spronken-Smith, et al., inquiry-based learning (or IBL) is a broad
term that “encompasses a range of teaching approaches in which learning is stimulated by a
question or issue,” where the teacher assumes the role of “facilitator” (15). IBL, as a pedagogical
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approach, gained popularity in the 1970s and “reflects [the] belief that students need to develop
critical thinking rather than memorization skills” (Justice, et.al. 42).
In 2009, Levvy, a key developer of IBL theory, suggested that IBL stems from two
branches—information-oriented or discovery-oriented. The first branch of IBL is based on
existing disciplinary knowledge, while the second branch of IBL pushes students to participate
in building their own disciplinary knowledge (Spronken-Smith, et.al. 15). Spronken-Smith and
Walker, in 2010, further expanded upon Levvy’s branched identification of IBL, categorizing it
into “different modes” (15). Structured inquiry, guided inquiry, and open inquiry each facilitate,
in varying ways, the move “toward more student-directed, interactive methods of learning
while focusing on learning how to learn” (Justice et.al. 841).
A 2009 study revealed the challenges of implementing IBL programs at Canada’s
McMaster University. Among these challenges, administrators identified opposition to the
very idea of inquiry-based learning, struggles finding appropriate and willing instructors,
and barriers related to power and financial structures (847). Not surprisingly, however, the
teachers interviewed for this study all firmly believe in inquiry pedagogy’s ability to enhance
student learning (847). Although IBL “offers a context in which teaching is under the scrutiny
of peers, [it also] creates a sustained dialogue in which creative ideas about how to teach more
effectively are exchanged” (847).
The objection to the very idea of IBL is two-fold. Primarily, administrators that resist
IBL lack an actual understanding of what inquiry-based learning pedagogy is, often confusing
the idea of IBL with inquiry as related to research. On the other hand, IBL pedagogy, even
when not confused with research, is often met with concerns that this approach detracts from
a student’s education by reducing discipline content and focusing more on skills development
(848).
The benefits of inquiry-based learning, though, far outweigh the challenges. Gilardi and
Lozza refer to several studies of IBL pedagogy and courses, stating: “…involving undergraduate
students in [IBL studies] improves self-motivation and self-directed learning, skills in research,
and integration into the learning community” (246). IBL courses have an apparent “studentcentred teaching philosophy…[which] promote[s] teaching through facilitating, rather than
transmitting information” (Spronken-Smith et al. 17-18). Justice et al., quotes Don Tapscott,
CEO of a Toronto-based think tank: “In this new world, it’s not just what you know that
counts—it’s your capacity to think and learn throughout your life, communicate, and above
all, collaborate” (842).
Using Carroll’s Wonderland texts as a literary foundation for inquiry-based pedagogy
combines the aforementioned benefits of IBL with the idea that traditional literature and
children’s literature alike shape social transformation when integrated into the academic
curriculum (Pires 251). These categories of literature, according to Maria de Natividade Pires,
“display an extremely relevant role in the transmission of principles [of solidarity and equality
among different socio-cultural groups]” and “have a deep impact on building [students’]
identity and their relationship with diversity” (251, 253).
The 2002 AACU National Panel asserts that, at the university level, students should
be taught how to become intentional learners: “for intentional learners, intellectual study
connects to personal life, from education to work, and knowledge to social responsibility” (22).
The process of encouraging students to become intentional learners, therefore, is necessary and
is possible through an approach to education facilitated by inquiry-based pedagogy.

As Jason Beckman indicates, Carroll’s texts “pushed boundaries of literary form…and
appl[ied] them back to reality” (9). In an effort to engage students’ cross-curricular interests
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facilitated by inquiry-based learning pedagogy, my implementation of the Wonderland texts into
the curriculum will make Alice’s journey down the rabbit hole and through the looking glass
relevant and relatable to first-year undergraduate students.
In the fifth chapter of Alice in Wonderland, entitled “Advice from a Caterpillar” (wherein
the only advice Alice is actually given is to keep her temper), Alice finds herself thinking that
the Caterpillar’s immediacy in asking who she is “…[is] not an encouraging opening for a
conversation” (Carroll 38). While child-Alice certainly has a basis for her discomfort, I submit
that this immediacy in questioning identity is exactly the right approach to education. Alice’s
confused (though poignant) response, “…I know who I was when I got up this morning, but
I think I must have been changed several times since then” (39), aptly reflects the necessarily
ever-evolving process of self-identification.
It is important to remember that students are not just students. First-year undergraduates
precariously straddle the line that separates teenager from adult. The lines between social
environment and academic environment begin to blur. In the same way, learning, then, is not just
something that happens in the classroom. As self-identity continuously changes for Alice, so,
too, must education for students. The nature of inquiry-based learning is such that stale ideas in
the classroom are not recycled. Students bring different aspects of their identities, interests, and
skill-sets into the IBL classroom, enabling sentient discussion and cultivating an environment
of intellectual metamorphosis.
With the help of Carroll, Alice, and the iconic characters of Wonderland, my course will
focus on the subtext and context of Wonderland and Looking Glass, with the expressed intent
that students will cultivate and discover their own social and academic identities.
Alice’s self-discovery is only and necessarily facilitated by the characters she meets and,
just as these interactions shape her sense of self, so too will our interactions with these characters.
The Queen of Hearts wields her power, ordering beheadings of those who defy her ultimate and
unquestioned authority. Alice introduces evidence into the Queen’s court in the iconic “Who
Stole the Tarts?” chapter, herself becoming the epitome of an inquiry-based learner. The White
Rabbit, of course, sparks Alice’s journey to begin with and therefore becomes the motivation
and impetus for her self-discovery and change. The Hatter and the Hare, in all their supposed
madness, push Alice to think logically and to speak with intent. It is these very qualities of self
that Alice obtains through her interactions in Wonderland and beyond that students in my course
will obtain through inquiry.
The Wonderland texts, as a series, will serve as a superstructure for developing an
understanding of Alice’s arc of experience. Simply put, Alice (accidentally) enters the rabbit hole
a child and emerges as an adolescent. She (intentionally) enters the looking glass an adolescent
and returns as an adult. An undergraduate curriculum thrusts this same arc of experience (and
expected outcome) onto its students. While I think it is necessary to enable and encourage the
metamorphosis from adolescence to adulthood within the walls of academia, I also think it is
equally important to facilitate an understanding that this process (as in Alice’s) must come from
both intentional and accidental impetuses. The use of this arc of experience motif in conjunction
with IBL pedagogy will enable students to question their own journeys (as individuals and as a
group of peers) and further ponder what their personal “sequels” will be.
In an effort to make practical the question of identifying and articulating students’
personal narratives, I will ask them to create “Rabbit Hole and Looking Glass chronicles” in
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small groups. These chronicles will take various formats ranging from creative writing exercises
to YouTube posts. (Opportunities for students to develop alternative formats for which to record
their chronicles will also exist.) I will guide the initial context for these chronicles, but, as
the semester progresses, students will uncover and discover their own modern Wonderland
adventures and document how these “adventures” shape their self-awareness. Concurrently, I
will ask students to individually identify a modern-day looking glass and examine the ways in
which it has the ability to distort reality while enabling a type of progress or transformation.
As iterations of Alice have branched into popular culture and have become iconic in
their own rights, the ability to engage with the core themes in the Wonderland texts is readily

apparent. Whether popularized in animation and film, influencing music lyrics and videos,
or infiltrating our very notion of what a wonderland can be, these texts are as current as they
are classic. It is my belief that because of the widespread familiarity of Wonderland and its
ever-evolving iterations, students will take a metaphorical leap either down the rabbit hole or
through the looking glass headfirst and discover themselves in the process.
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Teaching the Monster: Shelley’s Frankenstein as a Creation Myth
Siobhan Jurcyzk
“‘Accursed creator! Why did you form a monster so hideous that even you turned
from me in disgust? God, in pity, made man beautiful and alluring, after his own
image; but my form is a filthy type of yours…’”
—Mary Shelley

Using creations myths in my classroom allows me to address a variety of complex
themes with my high school seniors. By teaching my students the role of a creation myth within
its society, I am able to peel back the layers of cultural values held by the myths, but I can
also ask the students to consider if those values have changed. The specific curricular concepts
required by my district help me frame the thematic focuses of these myths to specific questions
about world view and the use (or abuse) of power, while also allowing me to utilize students’
learning from other core courses to further develop the literature-based goals. Previously, I used
multiple ancient creation myths and supplemented the materials with cross-curricular nonfiction
texts to show the similarities between cultures and/or to link the past to the present. But the flaw
with using these fiction-based creation myths is that even one culture can have multiple versions
of creation; thus, students lack confidence to evaluate the differing plot details or to show how
historical evidence relates to the culture. The confusion for my students is counterproductive
to the learning process, and so in order to maintain the pedagogical goals rooted in the ancient
creation myths unit, I have decided to instead focus on Mary Shelley’s Frankenstein: Or, the
Modern Prometheus as a Romantic era creation myth. Frankenstein allows for all the same types
of earlier learning goals to be evaluated while also meeting district requirements and providing
students with an approachable story. Thus, I can still devote a unit that examines humankind’s
relationship to its creator(s), and more fully explore my teaching goals through Frankenstein.
As such, I will show how I plan to teach Shelley’s text so that it can be used to study skills
associated with high school literature and college preparatory courses while simultaneously
serving as a cross-curricular tool to build research and presentation skills.
Assembling the Parts: Prereading for Frankenstein

Before the class can begin reading Frankenstein, there are several concepts and skills that
the students must acquire or review. Initially, the unit will be teacher driven to maintain focus
and accuracy. Students will start by revisiting the literary elements of romanticism, narration,
frame stories, and allusion that they learned as part of the English curriculum during their
underclassmen years and which will be relevant to understanding the complexities of Shelley’s
text. My classes consist of approximately twenty students; thus, I will first group students
into four sets (with one or two odd numbered groups), allowing them to select their group
members and advising them that these groups will remain for the unit. This has been very
successful in the past as high school seniors take more responsibility for their roles when they
trust their partners to also follow through on expectations.
Once students are organized into groups, I will facilitate the review of literary concepts
through a teacher-designed graphic organizer and teacher-provided wireless technology.
Students will search for information directly pertaining to the concepts on the worksheet and
their relationships to the text. For example, the worksheets will direct each group to search for
information about a specific component or literary element evident in the text, and then the
group will report the findings to the class. More specifically, Group A will be required to define
Romanticism to the class, and also research the ways in which Frankenstein meets (or deviates
from) the criteria of Romanticism. Group B will be asked to define narration and frame stories
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and seek any online information that discusses how these elements are used in Frankenstein.
Groups C and D will each be asked to research allusion and make comparisons to Shelley’s
text, specifically God’s creation of Adam in Genesis and/or the story of Prometheus.
When the groups report their findings to their classmates, they will be expected to
both review the literary concepts and summarize what they found about the literary elements’
relationship to Frankenstein so that the class can apply the prereading work to the novel as
we move through it. The students who are not presenting will listen to the presenting
group’s findings and take notes on the worksheets so that by the end of class discussion,
all students will have visited and acquired the basic concepts needed before beginning the
text. Furthermore, all students will be expected to evaluate and cite the sources they found
when searching the Internet for the answers, a skill achieved during previous research and
writing units. Nonetheless, I will follow up their reports by providing a digital presentation
and a supplemental student packet which will refine the information found by each group
and distinguish details relevant to achieving the unit goals, and will allow students to take
other notes of interest on the provided information. In addition to having the students navigate
through the prereading exercises above, I will also layer the prereading learning with a list of
vocabulary terms and assignments, organized by each chapter and completed before reading
the text, so that students who struggle with language can anticipate, understand, and employ
the terms in their reading and response work.
In order to address the school district’s required thematic ideas of worldview and use
(or abuse) of power in literature, it will also be appropriate to examine Mary Shelley’s life
and the world in which she lived. Using a schema activator (an initiation activity to engage
students in a daily lesson), I will provide students with a quote from Robert Dale Parker’s How
to Interpret Literature, which states “literature comes not only from individual authors but also
from the cultural controversies of an age, with the controversies provoking the literature and
the literature interpreting the controversies, in a continuous cycle of exchange and influence”
(248). Students will create a Know/Want/Learn [KWL] chart that responds to it. Specifically,
they will list authors for whom they “Know” the quote is accurate, and then begin keeping
account of what they “Want” to know will be valid about Shelley (and her cultural influences)
and her novel. The groups will be asked to investigate and create an argument that suggests
how Shelley’s world view made it possible for a novel such as Frankenstein to be crafted.
There are many Internet sources which summarize Shelley’s life, so Group A may be
assigned to research her upbringing, family life, and education. Group B will research her
marriage and friendships. Meanwhile, Group C will be asked to investigate philosophical,
medical, and scientific advances in England during the late 1700s through the mid-1800s, while
Group D will research the same time period in Italy or other areas of Europe. The goal in these
mini-research assignments is for students to see the dynamic between the author’s life and the
literature, and recognize that the literature does not stand alone, untethered to any reality or
impact, simply because it is a fictional story.
A continued use of the KWL chart will be expected with the research, and as students
revisit it, they will add to the “Learn” category, updating the chart while they reinterpret
Parker’s quote and progress through the unit. In fact, the prereading assignments will not only
allow the students to see the complexity of the text while we read, but will also provide the
background necessary for them to later demonstrate their understanding of the literature in
meaningful demonstrations of learning. Again, I will facilitate their research through carefully
designed guide sheets and response activities, all of which ask the students to make inferences
about the relationship of their research to the curricular concepts. Furthermore, I will continue
to follow their class reports with a digital presentation so that all students will have the same
background understanding of the complex layers of the literature.
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Galvanizing the Monster: Reading and Interpreting the Text

While I intend to revisit the prereading materials throughout the unit, thereby ensuring
that students remember one is not independent of another, I intend to use several strategies to
enrich the reading for students. The first will be to introduce several of the many thematic concepts
which can be examined through Frankenstein. Students respond well to practical applications
of their ideas, so I will use several literacy strategies currently implemented throughout our
school to enhance learning. One such method will require students to keep active reading notes,
if not through use of annotations in their own texts, than by using two-column notes tracking
key ideas and evaluations based on specific text. Still, I realize that students must be continually
reminded of the best methods for annotations as their instinct may be to highlight everything
without understanding why they did so. There are many resources and websites devoted to
teaching basic reading skills, but many of them address struggling readers. My students reading
Frankenstein are primarily homogeneously grouped in accordance with higher-level abilities;
thus they need to cultivate their active reading skills in preparation for higher education. Court
Allam’s blog page, I Teach, I Coach, I Blog, gives a concise list of steps for teachers to use in
teaching and reteaching skills students will need during and beyond reading Frankenstein. In his
article “Five Close Reading Strategies to Support the Common Core,” Allam not only discusses
the methods used in close reading, he provides samples, and I will provide similar samples
to encourage students to properly annotate their texts. To manage the text’s initial density, I
will have the students use Allam’s five skills, which are numbering paragraphs for reference,
chunking text1, noting key ideas, and writing specific ideas in the margins first on the left, then

the right (Allam). Once I believe the students have the background and skills to be successful,
we will begin reading the novel, bypassing the preface and starting at “Letter One.”
During the reading of Frankenstein: Or, the Modern Prometheus, my intent will be to
facilitate student focus on the major themes, particularly the dynamics that exist because of
humankind’s choices. I will guide them toward focusing on humankind’s role in the creation
process, ultimately hoping they will come to conclusions about humankind’s understanding
of itself, especially in terms of knowledge, power, responsibility, and limitations. I will expect
all students to be aware of the multiple themes discussed in class, but I will require specific
groups to keep particular focus on specific themes. I will ask the groups to choose which of the
following thematic concepts they prefer to be responsible for analyzing:
·

Creating in one’s own image (Is Frankenstein the actual monster if he creates in his
image?);

·

Cause and effect of scientific advances (Is science good for humanity? At what cost?);

·

The long-term responsibilities of the creator (Can one just “walk away” from what one
has started?);

·

The intellect and the emotion (If one has relationships—familial, romantic, platonic—
will one be more human?);

·

What defines “good” (Existence versus actions, is one created good or do one’s actions
make one good?) (The term “good” can be substituted with “human” or “beautiful” as
well.); and

1

Chunking breaks the text into comprehensible chunks through annotation. For example, one might
draw a line across the page to separate one subtopic (perhaps a plot detail) from the other (like a flashback or descriptions of setting), and then a reader indicates the purpose of the chunk in the corresponding margin.
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·

Humankind’s desire for divine knowledge (What happens when humans know more
than they should? Why did humankind “fall?”).

Once each group has an assigned theme, the groups will use literature circle2 strategies
so that they can manage the text and the group work, delve deeper into the themes, and
participate in thoughtful discourse during discussions. Literature circles are effective tools for
teaching the Common Core State Standards (CCSS) in literature as they allow students to read
closely and develop inferences from the text, determine and analyze central ideas surrounding
themes, interactions of individuals, events, and ideas (Noe). Literature circles give students
confidence in their interpretations as they cultivate their work with peers.
As the class reads the novel, the prereading work will enhance the understanding and
interpretations of the complex text. The allusion to the Greek creation myth should be evident
to students in Shelley’s reference to Prometheus, and Shelley’s text shows that the values and
concerns of humankind have not necessarily changed. The allusion to the Genesis story will
also enhance the interpretations of Frankenstein’s choice to create his creature in his image,
as God created Adam in his. Students who chose to research the science of Shelley’s time can
make connections between Frankenstein’s work and the work of Luigi Galvani and his frogs,
Giuseppe Veratti’s application of electricity to treat disease, and Giovanni Aldini’s experiments
in reanimation (Montillo 3-10).
Further, because of the prereading learning, Frankenstein becomes more relevant as a
modern creation story because it enables me to show that the concerns of the ancients never
ceased to exist. When the character of Victor Frankenstein imitates a power belonging to
gods—the power to create through his understanding of science—what consequences occur?
Furthermore, the novel quickly moves through the creation process (the creature is alive by
the end of Chapter Four) and on to the ramifications experienced by both Frankenstein and his
creature, perhaps an indication that, while the creation may take some effort, it is the aftermath
that is far more important and enduring. Ultimately, the students will decide as the tale unfolds,
as they hear and experience both Frankenstein’s and the creature’s personal stories through the
narrator’s voice, what can be learned from the mistakes of all kinds, human or humanlike.
The Monster Speaks of Knowledge: Students’ Demonstration of Understanding

After my students have experienced layered learning before and during their reading
of Shelley’s Frankenstein, they will have to demonstrate a specific understanding of the text.
So, for their final assessment piece they will have to demonstrate their experience of the text
by linking it to modern issues. In other words, I will require the students to synthesize the
theme that they evaluated in groups with a modern, nonfiction issue, which they develop from
research. The fiction of Shelley’s text not only addresses important themes of literature and life,
but it also possesses some traces of fact during its time, which in many ways predicted both the
scientific advances and social values of today. I want students to link the text to matters relevant
to them, and compare this classic to modern fiction and non-fiction literature showing the
advancements of humanity in terms of scientific, technological, social, and cultural expectations
and responsibilities. The purpose of this major assessment will address both their understanding
of Frankenstein and also meet the CCSS expectations for students regarding the ways in which
they understand nonfiction.

The final assessment prompt will specifically say, “Explain how Shelley’s text is a creation
story which relates to didactic literature, particularly in light of one of the two curricular themes,
2

Literature circles exist in many forms; the goal is for small groups to collaborate for close readings
(Noe). Roles are usually assigned to group mates for guidance, but learning needs direct pedagogical
approach.
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world view or use/abuse of power.” If, for example, a student’s group chose to evaluate the
responsibilities of a creator to its progeny, the student can then do research about modern day
absentee parents. Likewise, if the student found the science of Frankenstein’s tale fascinating
for its time, he or she can demonstrate the ways in which the fiction of the text has since become
fact, and how science has tried to balance its advances with morality and ethics. The students
will have autonomy in selecting the topic; they may decide to write about their group’s topic or
even one evaluated by another group during the reading. The goal is that the students use high
order thinking and skills such as interpretation, speculation, research, evaluation and analysis,
and synthesis to create a rich and well-developed argument.
Additionally, students will have a choice in the method of demonstrating their newly
acquired knowledge. One choice will be for students to create an audio-visual presentation as
their primary assessment piece, and complete it with a shorter essay. An audiovisual presentation
may be a PowerPoint or video that is shown to the class. I will show video clips from the
Internet to model the type of presentations I would expect them to see them demonstrate. I will
also indicate that students may use film production clips in their presentations enhancing their
arguments about previous interpretations of the text and its message. This type of assessment
can also be a partnered presentation (though the writing component will be individualized);
the expectations for success will increase for each contributing student (up to three total). For
students who are not comfortable with presentations, they will be able to write a traditional
research essay and will be expected to meet the standardized writing requirements as
determined through the school-wide rubric.
Ironically, teaching high schools seniors is a great deal like creating a creature. Like
Frankenstein who selected each part of his creature’s body in order to make it a perfect specimen,
I select particular texts, strategies, or assignments that I believe will enhance my students’
minds. Unlike him, I believe I give forethought to the effects of my decisions. I consider what
my students will be faced with upon graduation and what they will need to understand about
the world in the hope that what I teach them will help them make wise and confident decisions.
I am convinced that studying Mary Shelley’s Frankenstein: Or, the Modern Prometheus opens
up opportunities for students to think about humankind’s place in society. I only hope that
when my students move out of the classroom and into society, they understand they are also
creatures who are an integral part of that humanity.
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Defining the Other: The Figure of Shylock
in Shakespeare’s The Merchant of Venice
Ulrike Profit
When the Merchant of Venice was first staged at the end of the sixteenth century,
actual Jewish people were largely unknown to the English population. However, myths and
horror stories, such as of Jews who “seduce and abduct children” (Shapiro 109), stemming
from the Middle Ages, were widely spread. Moreover, as James Shapiro argues, it seems that
“Englishness has in part defined itself by the wholesale rejection of that which is Jewish” (4),
of everything that might be different, a concept that lasted well into the seventeenth century.
Throughout the play, Shylock is portrayed as an outcast and bloodthirsty usurer. Having been
defined as the social and cultural Other, he is defenseless against the sneers and humiliations
of Antonio and he sees his only possibility to achieve justice in turning toward the legal system.
Here, he believes, he will be able to speak out and have the bond between him and Antonio
implemented. However, it is the way Shylock is perceived by the Christian Venetians, as a
cultural and social outsider, that keeps him from getting his justice. As the Other, he has to be
punished for stepping out of his place at the margins of society.
In European society at the end of the sixteenth century, wealth and power were largely
based on the ownership of land, thus power almost exclusively belonged to the aristocracy.
But many countries, notably Venice, also had a wealthy and powerful merchant class. In a
mercantile society, money is not only used as currency, but it also becomes a form of power.
However, if “social power is derived from money, the distribution of power is constantly
changing” (Auden 61), as W.H. Auden argues. Thus, even a social outcast as Shylock can
achieve wealth and power. Moreover, the mercantile society of Venice, based on trade and
the production of fabrics, was prospering, inviting foreigners, as Shylock is called, to settle in
Venice and to contribute to the Venetian wealth. Those foreigners were given particular rights
to protect their trade, as well as the possibility to become a member of a guild and eventually
a citizen of Venice. Moreover, as Auden points out, the traditional means of establishing an
alliance was a “lifelong” oath (Auden 61), e.g. between members of a guild. But this form
was starting to be replaced by a contract “which binds its signatories to fulfill certain specific
promises by a certain specific future date” (61). It is such a contract that Shylock makes Antonio
agree to, lending him three thousand ducats for three months, demanding a pound of Antonio’s
flesh if he fails to repay the money in time. Looking at Venetian society, it seems that Shylock,
though not Christian or working in a recognized trade, has certain, fixed rights when dealing
in society. However, as Auden makes clear, while mercantile Venice may give some rights to
Shylock, it is not an actual society of equals, differences are based on “blood or religion” (61)
and the good/bad dichotomy implied by the terms “normal” and “other” is the reason why
Shylock, once he protests, has to watch his rights being taken away.
Thus being an outsider in society, Shylock depends on the Venetian law to protect him.
As the lawyer Daniel J. Kornstein argues, Shylock‘s constantly insisting on the law and receiving
justice makes sense once Shylock is considered as the alien he legally is (43). It is minorities,
not majorities that need laws to protect their rights. Shylock has been both physically and
mentally abused by Antonio and seemingly had no way to protect himself from this abuse.
Kornstein points out that for Shylock “it is entirely logical and reasonable…to trust in the
apparent severity of a rigid but certain interpretation of law . . .” (43).
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Shylock‘s religion, his “Jewish-ness,” is omnipresent in the play. He is not only the
bloodthirsty usurer, he is the Jewish usurer. In fact, his social status as a Jew allows him only
to perform this job; similar to a prostitute, he exists at the margins of society, tolerated but not
actually accepted. It is this restriction that lead to the establishment of the stereotype of the
money-hungry Jew in the Middle Ages, allowing debtors to project their hate on their outcast
creditors. Shylock continuously points out the difference between himself and the merchants,
rejecting “the Christian community as firmly as it rejects him” (Auden 68). He refuses to take
part in the cultural life of Venice, restricting his participation to commerce: “I will buy with
you, sell with you, talk with you, walk with you, and so following; but I will not eat with you,
drink with you, nor pray with you” (1.3.35-38).
The most intense relationship in the play is certainly that of Antonio and Shylock.
Antonio, as successful Venetian merchant, has the authority to draw a picture of Shylock,
defining how he will then be seen in society. He casts him as “white devil whose outward
appearance belies his inner reality” (Loomba 140), a picture that, while it corresponds to
common medieval depictions, seems more than just a little over the top. Nonetheless, it seems
that this is the image of Shylock that Bassanio and Antonio’s kinsmen, representing Venetian
society, accept. By thus defining Shylock as the Other, Antonio takes away Shylock’s rights, not
only as citizen of Venice but moreover as a human being. It is then Antonio’s underestimation
of Shylock that makes him accept the bond, seeing in him someone inferior and focusing on
Shylock’s thirst for money. He even thinks of the bond as a kind gesture that he consequently
mocks: “Hie thee, gentle Jew” (190). While Shylock may achieve wealth and prosperity in the
Venetian society, he certainly will never be an accepted part of it, or, as Antonio seems to hint
at, a gentleman.
In the first three acts of the play, it seems as if Shylock, cast as an outsider, still fights
for his ground. Though not having a place in society, he exists at the margins of it. However,
losing his daughter to Lorenzo, and a considerable amount of money as well as his honor to
Antonio, he sets his mind on avenging himself. Having lost his stand in society mainly because
of the treatment of Antonio and his kinsmen, he uses the one legal means he is given, the bond,
determined to achieve what he thinks of as justice in front of the court.
At the trial, Shylock meets his adversary Portia, disguised as the law doctor Balthazar.
She is presented as an unbiased judge but the audience already knows of her partiality and
her plan to defend Antonio. Shylock trusts her as institution of the law, even more so as she at
first seems to confirm his claim: “…the Venetian law cannot impugn you as you do proceed”
(4.1.181-182). However, she also introduces the concept of mercy, “the quality of mercy is not
strained” (190), and asks Shylock to have mercy: “then must the Jew be merciful” (188). Shylock
demands to know why he should do so: “on what compulsion must I?”(189). This is a good
question. Why should Shylock show mercy to someone who clearly never showed any to him?
Moreover, the concept of mercy is a Christian one, so why would Shylock, who has not been
allowed to be anyone other than the stereotypical Jew, adopt this concept? A. D. Moody argues
that Portia’s appeal to mercy serves a clear function. It shifts the question of the trial from
“‘who’s going to win’ to ‘who’s good or bad’” (80), clearly setting the merciful Christians on
the good side and the revengeful Jew on the bad side, “making it a trial between the devil and
God’s elect” (80). This suddenly puts Shylock at a disadvantage and hints at the possibility of
him losing and, in a moral universe, having to lose. Their insisting on the importance of mercy
also shows the Christians in the play in a dubious light, while they demand mercy from Shylock,
they show none toward him. As the scene goes on, Shylock is portrayed as very inflexible and
focused on the letter of the law. When Portia asks for a doctor to stop the blood flow once
Shylock will have cut Antonio, Shylock refuses, stating: “‘tis not in the bond” (4.1.159). This
behavior makes him look bad, particularly compared to Portia. She has portrayed herself as
an angel of mercy: “we do pray for mercy, and that same prayer doth teach us all to render the
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deeds of mercy” (206-207). However, it makes sense for him to react like this, relying on the
law to protect his rights, he “seeks a literal reading of the contract” (Kornstein 37), because he
cannot trust in the more flexible justice of society, which has disappointed him before when he
was seeking a place in society.
In his paper “Fie upon your law!”, published in 1993, Kornstein illustrates the various
possibilities for Portia to reject Shylock’s case. He points out the two main laws that are
involved in Shylock’s case, the “liberty of contract” and “public policy” (36). The liberty of
contract allows Shylock as well as Antonio to enter any contract, given that they are aware of
the seriousness of it. This contact is then legally binding with both parties having to fulfill their
side of it. As mentioned before, it was this kind of contract that started to replace former forms
of agreements during the time when Shakespeare was writing. According to this law, Shylock
has every right to claim Antonio’s flesh as part of the contract. However, the liberty of contract,
as Kornstein emphasizes, is only valid as long as it does not interfere with public policy; that
is, the laws and regulations, as well as political basics of a society. Referring to public policy,
Portia “could have forthright addresses whether the bond was legal in the first place” (39).
Clearly, the implementation would have been impossible with there being a law that grants the
bodily integrity of citizens of Venice. However, Portia, seemingly familiar with and educated
in the law, “so young a body with so old a head” (4.1.165), decides on a different approach.
After having accepted Shylock’s refusal of a doctor because there is no mentioning of a doctor
in the bond, she turns the tables on him. Referring to his strict insisting on the law, she points
out that the bond allows Shylock to take a pound of his flesh, but none of his blood. There is an
intention behind this particular way of rebutting Shylock’s demand for justice. Blood may be
implied in the bond, but it is seemingly Shylock’s own obdurate insisting on the law that Portia
is referring to: if he does not allow a doctor, she does not allow any blood to be shed. Moreover,
she might possibly also suggest this solution to remind the audience of yet another stereotype:
that of the bloodthirsty Jew.
After having just lost his case, Shylock can only watch as Portia determines his fate.
Declaring that “the Jew shall have all the justice” (335), she suddenly comes up with another law
that applies to Shylock because he is an “alien” (364) in Venice. According to this law, if a noncitizen of Venice attempts either directly or indirectly to “seek the life of any citizen” (366), he
should lose all his fortune to the city and the offended citizens. His life will depend on the mercy
of the Duke of Venice. This law can only be seen as highly problematic, as it, in effect, divides
the inhabitants into two groups that do not have equal rights: citizens who do and aliens who
don’t. Shylock in particular can never become a citizen because of his religion, which makes him
a citizen of second rank. Facing this law, it is the Christian’s turn to show some of the Christian
mercy that Portia praised so highly. Antonio, now in control over Shylock, clearly scoffs at this
notion by taking half of Shylock’s money to give it “unto the gentleman who lately stole his
daughter” after Shylock’s death (4.1.400). Even more drastic, he forces Shylock to convert to
Christianity in what Auden calls “the crowing piece in their (the Venetian’s) perversion of their
religion” (85). Even surface conversion is not an option for Shylock, who defines his identity in
a large part by being Jewish, by being non-Christian (Shapiro 131). How will he look in front of
his God, to whom he swore “an oath in heaven” to gain his justice (4.1.236)? At this point in the
scene, Shylock is quiet, accepting his powerlessness: “I am content” (410). In a situation that he
cannot be content with, this shows that the Venetian society even has the power to silence him.
Consequently, it becomes apparent that Shylock, a powerful and vicious character,
educated and rich, fighting to achieve justice for himself, does not stand a chance against a
system that only allows him to exist at the margins of society and only as long as he stays silent.
Having been disappointed by the biased system of society, he turns toward the legal system,
which, once he thus tries to fight against being abused and dehumanized, destroys him, not
allowing any room for someone who might be different. Thus, while Shylock may be the villain
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of the play, it is the Venetian society and the Christians that represent it that become the center
of critique, acting inhuman, allowing Shylock only to be perceived as a Jewish stereotype and,
at the end, even taking his religious and cultural identity away, viewing him as the stereotype
and not another human being. Coming back to Shapiro’s argument on “Englishness” defining
itself by setting itself apart from “Jewish-ness,” it seems that the Venetian society in the age
of conflicted cultural identities does not only need to set itself apart from Shylock, it needs to
destroy him to keep an intact cultural identity for itself.
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Cruel Intentions: Heathcliff & Catherine in Wuthering Heights
Amanda Gamache
In chapter fifteen of Emily Brontë’s Wuthering Heights, Catherine and Heathcliff are
tragically reunited for the last time. Their meeting is tumultuous, an emotional broil, and as
Nelly repeats several times, a meeting where her mistress “would never be released alive”
(Brontë 149). Despite the significance of the whole of this chapter, this essay will focus on
a close reading of Heathcliff’s speech after he and Catherine have embraced. This speech is
important for several reasons. It reveals the true nature of the love between Catherine and
Heathcliff. It is not a polite, self-sacrificing love but instead is completely selfish—and from
that focus on the self comes cruelty. For this reason, the love between Healthcliff and Catherine
is raw and pure in the sense that it is free from social confines. It is a love of deep passion that
could almost pass as disturbing in the light of social context.
The speech begins with Heathcliff saying, “You teach me now how cruel you’ve
been—cruel and false” (149). In this sentence, the first thing the reader identifies is Heathcliff’s
realization that Catherine did in fact love him just as he loved her. He had been under the
impression, from overhearing a conversation about marriage between Nelly and Catherine,
that Catherine could not marry him, and therefore did not love him. Heathcliff first uses
the word “cruel” to describe Catherine. Cruel, by definition, means “Disposed to inflict
suffering” as well as to be “merciless, pitiless, [and] hard-hearted” (“cruel”). This describes
the actions of both Heathcliff and Catherine. Heathcliff is cruel to the Earnshaw family, poorly
educating Hareton, taking the family wealth and land, and in his violent treatment of his son
and Catherine’s daughter. In terms of Catherine’s relationship with Heathcliff she is not so
much cruel as selfish. She wanted both loves in her life: the flighty love she had for Linton
as well as wild love she felt for Heathcliff. She was looking to combine the old—Wuthering
Heights, Heathcliff, and the old wild way of life—with the new gentle nature of the Lintons
and Thurshcross Grange. The disastrous repercussions of this combination—Catherine and
Heathcliff’s deteriorations and ultimately their deaths—demonstrate how this union of old
and new cannot exist. The term “cruel” can also be described as “…taking pleasure in another
person’s pain or distress.” Catherine does take some pleasure in Heathcliff’s suffering. This
is shown in a passage before Heathcliff’s speech when Catherine says to Heathcliff, “I’m not
wishing you greater torment than I have” (Brontë 148). Catherine and Heathcliff mirror one
another’s cruelty. Heathcliff then accuses Catherine of being false. False can be defined as, “not
according to correct rule or principle; wrong; [and] arising from mistaken notions” (“false”).
This last definition is important in looking at Heathcliff. Heathcliff has the mistaken notion that
Catherine does not love him, so, in a sense, he himself is false, as his actions have arisen from
mistaken notions. Though this is not how Heathcliff intends this word “false,” this significance
can be seen by the reader. He accuses Catherine of being false to her heart, of not straightly
marrying him because she loved him, but really she was true to the two different kinds of love
she felt in her divided heart. Catherine straddles two different worlds and loves. One was the
old, wild, emotionally turbulent love of Wuthering Heights, the other the controlled, gentle
love of Thrushcross Grange.
Heathcliff continues to berate her when he says, “Why did you despise me? Why did
you betray your own heart, Cathy!” (Brontë 149). The emphasis shown through the italicization
of the word “why” clearly shows Heathcliff’s lack of understanding about their failed romantic
relationship. The “Why…Why” sequence also helps to bring in a touch of desperation to his
speech, which might otherwise be thought to be cruel. It also emphasizes what Heathcliff truly
understands when it comes to Catherine: heart and passion. Heathcliff believes that Catherine
despises, or strongly hates, him. The reader knows this is not true. She does not despise him
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as a person—she loves him through his flaws which she aptly and earnestly mentions to Miss
Isabella Linton. Heathcliff again accuses Catherine of betraying their love, not realizing that
she does in fact love Linton in her own way. Also, in her marriage to Linton, Catherine is
staying true to her gentry class. A marriage to Heathcliff would have betrayed the gentry or
class system. Heathcliff does not seem to understand this in his speech, or else he thinks little
of it because it is not mentioned. This is ironic considering he left Wuthering Heights to raise
his social status so that Catherine could marry him.
In the next several lines, Heathcliff begins to damn Catherine for her actions. He begins
when he says, “I have not one word of comfort—you deserve this. You have killed yourself”
(149). This is a cruel exchange between lovers. One would think that a lover would want to
ease the other’s pain in their dying hours, to comfort them, but that notion is too gentle for
Heathcliff. Heathcliff is more honest and raw in his feelings—words of comfort seem to have
no place in his vocabulary, rather the truth of his mind must be said, Catherine “deserves this.”
The question then becomes why does she deserve this? Perhaps it is in return for the suffering
she put him through and will continue to put him through upon her death. It could also be
Heathcliff’s idea of punishment for Catherine’s “falseness” in her marriage to Linton. Heathcliff
fails to see Catherine’s point of view, all he can relate her to is the wildness that they grew up
in. He further condemns her when he says, “Yes, you may kiss me, and cry; and wring out my
kisses and tears. They’ll blight you—they’ll damn you. You loved me—then what right had you
to leave me? What right—answer me—for the poor fancy you felt for Linton?” (149). In these
lines Heathcliff gives Catherine permission to kiss him and to cry as if she had just spoken and
he were responding. The reader does not see her words, but is left to assume Catherine asked to
kiss Heathcliff and cry. Heathcliff’s admittance of permission makes Catherine seem childlike,
for lovers do not ask permission to kiss. It is also oddly cold, and what should be a romantic
re-connection becomes abusive. The reference here to crying also further implies the misery of
their relationship and the misery that kiss will bring to both of them. Heathcliff then uses the
term “wring out” to describe Catherine’s methods of getting his kisses and tears. “Wring out”
implies a twisting, wrenching, forceful motion (“wring”). This implies that Catherine is forcing
him to kiss her. It is skeptical that Heathcliff does not want to express his love for her through a
kiss. This wrenching idea is violent in terms of affection, and it also brings to mind the idea of
wringing out and cleaning laundry. In a sense, their exchange is “cleaning”; they are removing
the dirt that clouded one another’s perceptions about their relationship. This act of cleaning
can only arise through violent and painful means.
Heathcliff then exclaims that his kisses and tears will blight and damn Catherine. His
affection, of which Catherine had wrung out of him, will do just that to her, not as punishment
but rather as a circumstance of their situation. Blight can be defined as “…to destroy the
brightness [or] beauty . . .” of something (“blight”), while damning is to doom (“damn”).
Heathcliff’s affection will doom Catherine, and has already destroyed her brightness. It seems
that Heathcliff is saying this intentionally as a means to hurt Catherine because she has hurt
him. He does not realize he is speaking the truth—his return to Wuthering Heights and into
Catherine’s life destroys the brightness into which her marriage with Linton was developing.
Both literally and figuratively, Heathcliff blights and damns her. Heathcliff also does not realize
that Catherine loved Linton. He describes her affections for Linton as a “poor fancy” (Brontë
149), again clearly demonstrating his lack of insight into Catherine’s mind, the social status of
his world, and the emotional politics behind their relationships.
The next few lines speak to Heathcliff’s idea of what divided Catherine and him. He
says, “Because misery, and degradation, and death, and nothing that God or Satan could
inflict would have parted us, you, of your own will, did it. I have not broken your heart—
you have broken it—and in breaking it, you have broken mine” (149). Through Heathcliff’s
use of the words “misery” and “degradation” he is finally somewhat acknowledging that his
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social position at the time of Linton’s proposal to Catherine was not considered befitting of
her station. It seems, though, that Heathcliff’s focus is not on the misery they may endure, but
rather that their love would be unfailing. It is ironic then, that their love did fail. If God and
Satan, two eternal, all-powerful beings, could not have separated them, then how is it possible
that the mortal Catherine could have? Heathcliff’s romantic notion of togetherness is easily
rebuked. Both he and Catherine played roles in separating themselves from one another. They
never communicated to each other their feelings, nor did Catherine wait for Heathcliff to return
to her when he abruptly left the Heights to make his name, but neither did Heathcliff give her
a reason to wait to marry. They parted themselves from one another, each of their own wills.
The same thoughts apply to Heathcliff’s accusation that Catherine had broken her own heart
as well as his, burdening her dying mind with guilt and misery. They both had equal shares
in destroying what their relationship might have been, to blame Catherine for the entirety
shows the reader how selfish Heathcliff is, as well as how he thinks of himself as free of blame.
Blaming Catherine could also be an unintended exclamation that Heathcliff is making in anger,
however it feels more probable to his character that he at least half believes that Catherine’s
actions are solely to blame.
In the last few lines of the speech, Heathcliff says, “So much the worse for me, that I
am strong” (149). In the first sentence of these few lines, Heathcliff is comparing both his and
Catherine’s health to one another, as well as their suffering. His words seem selfish, as his
suffering is worse because he is in good health and must live without Catherine. He does not
even stop to consider how Catherine might be feeling—rather his words seem to blight her
further into despair. Behind their initial cruelty, Heathcliff is again telling the truth of his wild
heart. His life has been passionate and rough, echoing the world of Wuthering Heights. The last
lines, “Do I want to live? What kind of living will it be when you—oh, God! would you like to
live with your soul in the grave?” (149) are arguably the most romantic lines Heathcliff says in
the entire speech. He asks the question if he wants to live, but then does not answer it directly.
He begins to question what kind of life he could live when Catherine is dead, but cannot speak
the word “dead.” Instead he bemoans to God his pain and agony at the thought of Catherine
dying, and concludes with the idea that her death, her buried body, would also have his buried
soul. This idea of Catherine and Heathcliff sharing a soul brings to mind Plato’s theory of soul
mates, that people are not individually whole. They must find their other self, the rest of their
soul in another person in order to feel whole. With Catherine’s death, Heathcliff will never be
able to be whole. He will be forever broken.
The major themes demonstrated in Heathcliff’s speech are that of cruelty, accusation,
misunderstanding, and of violent love. Given the cruel nature of their upbringing at Wuthering
Heights, it would be illogical for their love to be defined in any other way. Despite the anger
and cruelty Heathcliff expresses, his love is honest and raw, selfish and passionate, and holds
so much power that it demands both respect and criticism from the reader.
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Satirical Inaction of Claude in Amours de Voyage
Alexandra DeLuise
As a poem of (mock) epic proportions, Arthur Hugh Clough’s Amours de Voyage
contains many aspects of social commentary on the Victorian era as Clough experienced it.
His novel in verse satirizes not only Victorian society but also some of the criticism of his time.
Clough creates a non-hero, Mr. Claude3, to represent some of the questions and ideas present
in poetry criticism, as well as the attitudes and actions of his peers. The most represented
social failure in his poem is the problem of inaction, a trait associated with Clough himself on
multiple occasions. The question of the role action should play in poetry is answered through
the characterization of Mr. Claude. Through Mr. Claude, readers can find that not much action
is required within a poem. Clough has managed to write a sound poem based upon inaction—
therefore, the only action involved in his poem by the protagonist is the action Mr. Claude
has chosen not to take. It is through his satirical depiction of inaction that Clough defines Mr.
Claude’s character.

Amours is a response to the societal changes confronting Victorian poets. The rise of
the novel encouraged poets to write longer poems to compete for readership. Poet and critic
Matthew Arnold was also preaching for the creation of good poems, defining “goodness” in a
poem by very strict standards. Arnold and others felt poetry needed more than just characters and
scenery—they desired action. It is ironic therefore that Clough chose to write a poem featuring
a young man unable to take meaningful action in any aspect of his life. However, it appears that
Clough is criticizing the high expectations for action in his satirical poem. Instead of creating a
character who fails because of a lack of grand action, Clough creates a character who ultimately
fails at his mission because of his failure to act in minor ways.
And so the question stands: just what role does action play in poetry? Clearly, Clough
has been able to write a substantial poem based almost entirely on the concept of inaction. In
a sense, Clough was obsessed with the idea of action; he believed that men were defined by
their deeds, and that therefore one cannot live life without acting in some way. The point in
which Clough differs from Arnold is that Clough wishes to work and act in any way, even in
mundane ways, instead of the supposed grand acts of prior centuries that Arnold encouraged in
poetry. Clough’s portrayal of Mr. Claude is said to support the “tradition of the realist novel”
(Markovits 55). This tradition helps to argue that Clough was writing to compete for readership
with the Victorian novel. With this in mind, it is important to consider Amours in the light of
both a poem and a novel in its story-telling abilities.
Clough criticizes the poetry of his era, arguing that poems should be concerned “with
general wants, ordinary feelings, the obvious rather than the rare facts of human nature…. Could
[poetry] not attempt to convert into beauty and thankfulness…the actual, palpable things with
which our every-day life is concerned…?” (Recent English Poetry 1254). If to grasp everyday
life and change it into something beautiful was Clough’s intention for Amours, he has certainly
succeeded.
Due to the similarity of names between Clough and Claude, Claude will be referred to as Mr.
Claude—the way the Trevellyn sisters refer to him—throughout this paper. The author will be
referred to by his last name only.
1
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Mr. Claude, the poem’s non-hero, is a young man visiting Italy during political strife.
It is a poem written as a series of letters; it is through his letters to Eustace that Mr. Claude’s
character is defined. He is an indecisive man, and his inability to act costs him potential love
and happiness when he allows Mary Trevellyn to slip away from him.
Mr. Claude, complete with indecisiveness and impossible desires, is incompatible with
peace and happiness; therefore, he must spend his life searching, for he will never reach his
goals. Mr. Claude’s mind is the stumbling block to his happiness; it serves as an ever-present
reminder of all that he wishes to do in his life while it simultaneously disallows for action as
it ponders over every possible action he should be taking. He begs in a letter to Eustace for
knowledge to be taken from him (III.X.210-13), so he can live a peaceful life.
Mr. Claude proves himself a non-hero further when France begins invading Italy. He
sits by, asking in his letter to Eustance, “Am I prepared to lay down my life for the British
female?” (II.IV.66). No, he finds. In fact, he spends more time writing about why he should
not fight, could not fight, than it would have taken for him to pick up a musket and enter the
war. Instead, Mr. Claude engages in war on Italian society, writing about his time in the coffee
shop: “Caffè-latte! I call to the waiter,—and Non c’ è latte, / This is the answer he makes me, and
this the sign of a battle” (II.V.100-1). Instead of taking any action at all—neither as a warrior,
demanding his latte nor even passively, in choosing another café—Mr. Claude simply sulks.
“So I sit; and truly they seem to think any one else more / Worthy than me of attention. I wait
for my milkless nero” (II.V.102-3) he writes to Eustace, spewing self-pity on the pages of his
letters. On the battlefront of the coffee shop, Mr. Claude is losing due to his inability to act.
His inability to fight the battle of the café leads his readers to expect little of him, but
Mr. Claude seems to be unaware of his own un-heroic character. He wonders to Eustace if
he would be willing and able to fight in the true battle coming to Italy, but predicts Eustace’s
answer before the letter is even sent: “…of course you will say, ‘When the time comes, you will
be ready.’ / Ah, but before it comes, am I to presume it will be so? / What I cannot feel now, am
I to suppose that I shall feel?” (II.V.81-3). Here, Mr. Claude is demonstrating that he is afraid of
the unproven and unpredictable. However, he never explicitly admits that, adding just another
indication of just how un-heroic he is: Mr. Claude doesn’t even know he isn’t a hero.
Arnold argues that the ancient Greeks and modern day poets differ in that, in regards
to action, the Greeks “regarded the whole; we regard the parts” (1273). Taking him literally,
Clough’s protagonist regards the whole in everything he does: Mr. Claude cannot approach
a situation without arguing for every possible angle, finally leading him to inaction as he has
thoroughly convinced himself that no action is a good one to take.
Clough seems to also take Arnold’s fascination with Greek writers to heart, and
mentions instantly in the beginning of his poem that Mr. Claude finds the weather in Rome “…
horrid. / Greece must be better, surely” (I.I.16-7). Clough also takes Arnold’s idea of finding
inspiration elsewhere than home by placing Mr. Claude outside of London. Mr. Claude is in
Rome in search of truth and inspiration, but finds Rome a disappointment in all but one way:
“Rome is better than London, because it is other than London” (I.I.27). This otherness is what
draws Mr. Claude into Rome—if he cannot find greatness in London, certainly it must be in
Rome, just as Arnold attempts to find greatness in Greek society and writing.
Once, near the middle of the poem, where he almost admits to loving Mary, Mr. Claude
confesses she is his inspiration for action, saying, “She goes,—therefore I go; she moves, I
move,—not to lose her” (II.XIII.589). This statement is quickly proven to be untrue, however,
further showing that Mr. Claude is a man of words, not deeds. While readers may think that his
personality is changing because of Mary, he rather takes steps backwards in his development,
as, in the next Canto, he breaks his promise to follow Mary’s family to Florence and instead
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creates an excuse that he must study some old marble, an excuse that Mary does not quite
believe (III.I.18). Indeed, this decision to stay behind is based upon greater influences than
simply desiring to study marble—Mr. Claude has been asked of his intentions toward Mary.
In an attempt to cover up his inability to decide what his feelings are and to act on them, Mr.
Claude feigns disbelief at the situation saying he was “…astounded, / Horrified quite” and
avoided the position of being “the observed of such observers” (III.XIII.274-5, 279). Mr. Claude
cannot bear to think he has stooped to the level of the gossiping of his circle of friends and
therefore removes himself from it.
Mr. Claude finally decides to take action by going to study marble, and it causes him the
loss of Mary. In his emotional discomfort having suffered this loss, Mr. Claude writes a series of
unsent letters to Eustace. These can be seen as the ultimate inaction. Ironically, evidence of Mr.
Claude’s status as a non-hero is even stronger in these letters, as he writes: “There was a time,
methought it was but lately departed, / When, if a thing was denied me, I felt I was bound
to attempt it; Choice alone should take, and choice alone should surrender” (V.V.77-9). This is
ironic, as he has not attempted anything whole-heartedly throughout the poem until he begins
chasing Mary.
The reason Mr. Claude is so unable to act is that he does not function well under the
expectations of society, finding the pressure of acting in prescribed ways too much for him to
handle. Though readers are not privy to Eustace’s letter, they are given no doubt that it has
upset Mr. Claude when he proclaims, “Terrible word, Obligation! You should not, Eustace,
you should not, / No, you should not have used it” (III.IX.190-1). The repetitive use of “you
should not” shows just how strongly Mr. Claude opposes the concept of obligation. Obligation
requires action of some sort, and Mr. Claude has proven repeatedly that he is unable to act.
Loving Mary, if it can be said that he does, can therefore also be seen as inaction, for
even though Mr. Claude enjoys himself in the flirtation, he is not committing to anything and
so does not need to act in any way that does not bring him pleasure at that moment. Only
because he finds love a “game” that is “played for nothing” can Mr. Claude be comfortable in
it; nothing bad can happen to him when no attachments are made.
Nearing the end of the poem, Mr. Claude remarks on the happiness of marriage, saying,
There is a tide, at least in the love affairs of mortals,
Which, when taken at flood, leads on to the happiest fortune,—
Leads to the marriage-morn and the orange-flowers and the altar…
Ah, it has ebbed with me! Ye gods, and when it was flowing,
Pitiful fool that I was, to stand fiddle-faddling in that way! (IV.II.33-5, 36-7)
Finally, it appears that Mr. Claude realizes that not all action is bad. Instead of acting on the
opportunity he had for marriage, he was “fiddle-faddling” in other areas and allowed the tide
of love to flow past him. In his detailed description of what a marriage ceremony is to him, Mr.
Claude is giving Eustace a view into his feelings in a sentimental way that leads into his regrets
for letting Mary leave without him, which is due to his fear to act. After his first real action is
taken, and Mr. Claude has decided to stay in Rome, no subsequent actions are enough to undo
his decision. He journeys across Italy searching for Mary but finds nothing.
The ending of Amours itself can be seen as an inaction by Clough: an inability to
commit to an ending. Mary has given up hope, and Mr. Claude has gone off in search of more
knowledge and meaning for his life. Arnold cannot even speak on the matter, saying, “…if I
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forbore to comment it was that I had nothing special to say—what is to be said when a thing
does not suit you” (qtd. in Markovits 56). Clearly, Arnold was quite unhappy with the poem.
Clough has served his purpose: he has created a poem of epic proportions based on the
concept of inaction. His protagonist shows his personality through deeds not done. In having
an everyday “hero” at the heart of his poem, Clough is speaking to his society as a whole and
providing a story that many can relate to and understand. As a satire, Clough succeeds in subtly
making fun of Arnold’s argument by making references alluding to Arnold’s argument. Amours
de Voyage clearly represents Clough’s belief that men are defined by their deeds, showing that
the deeds that are not done can also speak volumes for the character of a person.
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Pushing Against Cultural Expectations:
Legitimacy, Birth Order, and Defying Society in King Lear
Sarah Pestalozzi
In King Lear, the character of Edmund chooses dishonest, illegitimate means to try to
disgrace Edgar, his older brother and heir to their father’s fortune. Patriarchal primogeniture
was the norm in Renaissance England. This convention dictated that the eldest male son would
receive the entirety of the father’s fortune and inheritance. Another common belief was that the
birth circumstances of a person defined their nature. If a person was born out of wedlock, they
were automatically labeled as evil and shunned by society. While the law of primogeniture and
the biases of society are something that could not be realistically battled against through peace
and honesty, Edmund chooses to betray natural filial love and trust in order to gain the fortune
he believes he deserves. Shakespeare takes the time to make the audience think critically
about the validity of the patriarchal hierarchy of the time, but he also does not completely
defy societal norms; his bastard character acts with all of the “baseness” (I.i.10) that his culture
would expect him to. He lies to his father and creates an elaborate plan to cheat his brother out
of this inheritance because of his feelings of personal worth. While Edmund’s words force the
audience to question the propriety of primogeniture and legitimacy, his actions also conform
to the audience’s expectations of a bastard child. In the world of King Lear, however, Edmund’s
father, the Earl of Gloucester supposedly has just as much love for Edmund as he has for Edgar,
the older, legitimate child. Gloucester, however, constantly alludes to Edmund’s bastard nature
and embarrasses and demeans Edmund throughout the first act. Edmund, through his actions
and words, represents the chaos and discord that can cause a shift in societal norms when
legitimate means will not evoke change. Shakespeare uses the speech in Act 1, scene 2 and
Edmund’s motivations to question primogeniture and that which makes a child “legitimate”
(18). The value of a human and what defines that value is a perpetual question in civilization.
While in King Lear Edmund’s illegitimacy calls his worth into question, the idea of how to
decide the value of a person will always be a question. While Edmund’s actions perpetuate the
stereotypical base villain, he is also using the conventions of society to gain what he believes
he deserves according to nature.
Like the beginning of an ancient epic, Edmund begins his speech with an invocation
to nature. Because society has failed to treat Edmund as a worthy human being, Edmund has
decided to swear allegiance to nature and the natural world rather than to a Christian God:
“Thou, nature, art my goddess; to thy law / My services are bound” (II.ii.1-2). Turning his back
on civilized society and conventions, Edmund decides that he will live his life according to
his own view of the natural world. His services are bound to nature, and he chooses to follow
his own path and what his heart and soul tell him. This opposition to cultural norms allows
Edmund to take the actions he deems necessary to gain what he thinks rightfully belongs to
him: his father’s land and inheritance. At the end of his speech, Edmund reiterates his allegiance
to pagan natural gods, asking them to, “Stand up for bastards” (22). This complete break from
the expectations of popular society shows the extremes to which Edmund has been driven by
the circumstances of his birth and the negative appraisal of him as a result. Without society
treating him like a worthless lowlife, Edmund might never have reached the desperate point of
resorting to lies and deceit to gain recognition.
Through his soliloquy, Edmund points out the absurdity of societal constructs that
hold no basis in the natural world. He swears by the rules of nature and defies the customs
set forth by society and hierarchy. Edmund wonders why he should “stand in the plague of
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custom, and permit / The curiosity of nations to deprive” (3-4) him of the wealth and fortune
of his father for the reason that he is only “twelve or fourteen moonshines / Lag of a brother”
(5-6). Referring to the legal structure of primogeniture as a plague, Edmund compares this
convention to a blight on the world. As a character that has already announced his loyalty to
nature as his goddess, it fits that he would choose a physical illness that wreaks havoc in the
world as a comparison to the objectifying influence of birth order on inheritance. Instead of
a worthy person, Edmund is made to feel like less of a human being for matters outside of
his control: he was conceived through a night of passion between two individuals and born
second due to fate and circumstance. In his outward appearances and actions, he shows all of
the love and loyalty that would be expected of any child, regardless of birth order or legitimacy.
Unfortunately, no matter how respectful and respectable Edmund appears to be, he can never
overcome the negative effects of his birth without taking extreme action.
Continuing on his rant about the unfair prejudices of society against bastards, Edmund
questions from where the basis for this discrimination stems. He wonders why his type have
been deemed “bastards” and “base” (6) when he possesses the same attributes as a child born
in wedlock: attractive, noble, intelligent, and virtuous. Edmund believes that he deserves just
as much of his father’s inheritance as his older, legitimate brother, Edgar. Because of his birth,
Edmund is automatically labeled as illegitimate, dishonorable, and inferior. Regardless of his
actions, Edmund can never shed the label of bastard. Through no fault of his own, anyone that
knows of Edmund’s birth will label him as inferior to his legitimate brethren. This prejudicial
behavior toward Edmund motivates him and the lengths he goes to in order to secure a piece
of the fortune he believes he deserves. Edmund’s desperation because of the circumstances of
his birth cause him to eventually take action and turn against society and his brother to try and
gain comfort and some semblance of power.
Trying to understand and cope with the reality that he will always be perceived as
less than his brother, Edmund reflects upon the circumstances of his and Edgar’s respective
births. When thinking about the passion of his own birth compared to Edgar’s, Edmund
quips that Edgar’s conception was “within a dull, stale, tired bed” (13), and that under those
circumstances, a husband and wife create “a whole tribe of fops, / Got ‘tween asleep and
wake” (14-15). Edmund believes that husbands and wives attempt to procreate for reasons that
are lacking passion: they are trying to spread their seed, create enough children to carry on
their legacy, and people the earth. Edmund’s conception, in contrast, was one of true passion
and emotion. Edmund’s father and mother had no reason for sexual relations other than pure
sexual instinct, and their union was not politically motivated. Edmund respects and identifies
with his own conception more than Edgar’s because it is more natural and less in line with
the abstract conventions of society. Edmund believes that his own birth as a result of passion
deserves more respect than his brother’s.
Edmund decides that he is more worthy than Edgar to inherit their father’s land and
fortune. Since their father loves Edmund just as much as Edgar, and since Edmund was born
of a more natural, passionate union, Edmund decides that he was born the more “legitimate”
heir than the conventionally legitimate Edgar. By toying with society and culture as imposed
by humanity, Edmund can obtain what he perceives as rightfully his by nature. By having
Edmund renounce social niceties in favor of nature, Shakespeare forces his audience to address
and reconsider familial hierarchy. While King Lear has three daughters and believes that he
can divide his fortune between them based on their merit, the Earl of Gloucester is expected to
adhere to the conventions of primogeniture and bestow his fortune on his eldest child. Edmund
is automatically left with nothing unless his older brother Edgar is disowned or killed. It is
difficult to argue that Edmund’s actions were just, but it is easy to see why Edmund was driven
to the point of acting against society to try and win what he feels he deserves as a son and
person. While Edmund meets the societal expectations of an unworthy, illegitimate child, he
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also makes the audience question the abstract laws created by humanity that objectify children
into ordered heirs instead of human beings with individual worth.
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Anti-Metanarrative Identity Struggles
and Post-Postmodern American Fiction
James Rizzi
With the imperative “Call me Ishmael,” Herman Melville began one of the quintessential
American novels. The enigma of the biblical allusion employed by this first-person narrative
calls into question from the very first line the extent to which Ishmael is to be trusted as a
narrator—whether or not he is reliable. This question has become so fundamental to even the
most novice literary reader that it often overshadows something even more basic in the text:
the narrator, by using an imperative, is engaging directly with his reader. Having survived the
end of the novel’s plot, Ishmael begins his narrative; he has lived through what is now in the
past, and perhaps he has even reflected upon his experience with regard to how best he can
relate the tale to a reader. Thus, he is able to perform his role as narrator-after-the-fact rather
than leave the novel to auspices of a more objective third-person omniscient narrator.
Melville and his contemporaries may have been innovative in their presentation of
narrators who are either confessional or performative (or perhaps intentionally ambiguous),
but experimentation in the first-person narrative mode has continued and remained in the front
of authors’ minds throughout the modern and postmodern periods. A century and a half after
Moby Dick, contemporary American authors continue to explore the agency of their narrators
to relay, react to, and reject the very narratives they are created by the author to present. The
ways in which the narrator interacts both with his reader and with the novel’s storyline reveals
much about the narrating character himself and, in turn, this shapes the novel’s story, creating
a dynamic narrative rather than one fixed by either author or narrator; the narrator asserts
himself from the same vantage of the reader and rejects the notion that the novel ought to
be read as written, even when the narrator pretends that he himself wrote the novel. Sterile,
fixed words on a page fall short of the emotional intention of the narrator, and, thus, a critical
commentary is needed to supplement what is already there. This interjection of supplementary
text, of course, is equally subject to its own criticism of sterility and incompleteness. Nonetheless,
it is an exercise shared by several authors and seems to be indicative of one aspect of the
contemporary fictional aesthetic.
In a 1969 essay, David Goldknopf explored the late modern use of the first person
narrator. As with Ishmael, Goldknopf asserts that the foremost question a reader must address
is that of the narrator’s reliability. He details how an I-narrator might elicit a sense of insecurity
in the narrative because the narrator may have hidden motives for telling the story a certain
way, or he simply may be incapable of comprehending and relating other perspectives (13).
Contemporary authors seem to have found their way around this problem: the first person
narration of many novels is not necessarily suspect, as many have either a third person
omniscient narrator or other character perspectives to corroborate the facts of the story. This
comingling of voices and/or perspectives allows the author a greater degree of freedom to
utilize character-narrators and, moreover, to highlight their unique perspective or connotative
comments as they interject them into the text for whatever purpose. Therefore, Goldknopf’s
assertion that “the author has delegated his most primitive responsibility to a creation of his,
a specialist within the story” is no longer necessarily the case, since an authorial, omniscient
narrative voice can coexist with the character-narrator, sometimes even in the same paragraph
(13).
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Goldknopf recognizes that authors often come to points in their novels when they, for
one reason or another, need to utilize something other than the I-narrator; he states that this
is easily done by merely silencing the narrator in favor of a more appropriate voice (18-19).
Authorial control is routinely sacrificed by contemporary authors, however, and the characternarrator is even able to actively impose himself over the voice of a third-person narrator.
A reader would not, of course, believe that a character is literally in control rather than the
author—the iconic scenes of Daffy Duck and Bugs Bunny fighting with an illustrator’s pencil
spring to mind. Nevertheless this simulacrum is enforced and encouraged by the author who
yields the narrative even or especially when it seems unwise to do so. The character-narrator
is granted or seizes a larger share of power. Authors, then, have attempted to shift the power
dynamic between themselves and the narrative voice of the characters they have created.
Perhaps more important than this shift, however, are the reasons underlying it.
Roland Barthes’ late-1960s essay “The Death of the Author” rejects the idea of “a single
‘theological’ meaning (the ‘message’ of the Author-God)” in favor of critical analysis more open
to interpretation of the text in and of itself rather than with a focus solely on authorial intent
(146). It is in this spirit that the metanarrative comments of a narrator have gained particular
prominence.
With the author dead, as Barthes would have it, the narrator becomes the directing
force, and the reader assumes the interpreting role. The rift between modern and postmodern
literature is defined in part by such struggles against traditional power concentrations, and,
thus, the narrator’s function in directing his text becomes an attempt to reconceptualize the
power structures within the text. This decentralization is in line with what Jean-François
Lyotard defined as a rejection of grand narratives.
Lyotard’s “The Postmodern Condition” lays the groundwork for a literary critical
understanding of the way in which such first-person narratives operate. Modern grand
narratives seek to categorize and group people, things, and ideas in order to explain the
world in large, sweeping statements: it is easy to recognize them in religion—the saved and
the damned—in oversimplified history lessons—the Redcoats versus the Colonists, the Allies
versus the Nazis—and in any group definition—the proletariat and the bourgeoisie, cowboys
and Indians, cops and robbers, good guys and bad guys. It is something many are comfortable
incorporating into their daily lives, and it is a concept born out of modernism.
Lyotard notes that the postmodern condition is one in which the individual is praised
above the group because broad categorization is inherently flawed. As Gary Browning puts
it, “Lyotard objects to the very idea that unity is the ideal” (36-37). Therefore the postmodern
narrator effectively attempts to replace the author and retain the power of interpretation by
virtue of his central position in the narrative. In doing so, the narrator becomes the author
rather than displacing the author. Contemporary novelists, however, have begun decentering
their narrators, further removing them from authoritative positions. Their attempts to control
the narrative and distance themselves from the polarizing categorization of grand narratives
take on a desperate or imperative feel; the narrator is not fully in control but must attempt to
persuade a reader who may or may not trust the narrative. The flaw in all of this, of course,
is that the narrator is pushing his own version of reality as authoritative—in essence, he is
pushing his own grand narrative.
In presenting the story of how the narrator broke free from the “us versus them”
dynamic and regained a sense of individual identity, the newly formed “them versus them
and leave-me-out-of-it” quickly devolves into “them-and-them versus me.” The narrator is
attempting to implicate the reader in that “me,” to group himself with the sympathetic reader
into an “us.” Because the narrator as an individual fits into neither categorical group, he denies
them both; in doing so, however, he forms his own narrative that incorporates anything that is
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not the original two groups and that is essentially in opposition to those two groups as a one
whole.
Ty Tierwater, T.C. Boyle’s protagonist and co-narrator in A Friend of the Earth, functions
very much in this way. Boyle introduces Ty, or rather, allows Ty to introduce himself and once
the protagonist and setting are established the plot follows close behind. Boyle frames the
novel such that Ty is an intradiagetic narrator, a character relating a story within the larger
frame story. Ty’s ex-wife comes to visit with an old acquaintance in tow, and the scheme behind
her visit is quickly given over to the world-weary Ty: they want to write a biography of Ty’s
late radical environmentalist daughter. By the time the motives of the women are revealed, the
reader has been exposed to Ty’s cynical character, but his response to their behest carries with it
a suspicion that the rest of the novel works to justify. As it turns out, Ty is right to be suspicious
of the text.
April Wind is a would-be-author there to collect Ty’s account of his past and to write
it up with her own pro-environmentalist, anti-corporation slant. The reader never gets to read
her book. Instead, Boyle’s book gives the story as Ty is telling it—his version of reality with
all the claims of non-bias that a first-person, emotional narrator can muster. Boyle is clever
though: he uses a third person omniscient narrator at times and Ty’s narrative voice elsewhere.
The effect is to call the reader’s attention to the disparity between the Ty of the past and the Ty
of the present who is looking back, with and almost beside the reader, at the story of Past Ty.
The objective third-person narrator gives the facts of Past Ty’s life, and Present Ty sits on his
couch and comments on the story, trying to make the reader understand it as he understands
it.
Past Ty joins the group Earth Forever, or EF!, and professes his hatred for the corporate
logging companies and other polluters against which EF! protests. The two groups represent
the grand narrative of the passionate, young Past Ty. EF! is right, and those who do not actively
seek to protect the Earth are those who willfully seek its destruction. The narrator, Present Ty,
understands the story as the third-person narrator relates it and reacts. Present Ty can tell the
reader things that lie beneath the surface in Past Ty’s conscience and psyche. For example, Ty
the narrator gives his reader the real reason he went to his first EF! gathering: “Save the world,
sure, and get laid too” (82). Since he is so frank, there seems no need to be suspicious of this firstperson narrative voice. There is no need, in Present Ty’s mind, to rewrite history, to sanitize and
glorify himself and his compatriots while demonizing those whom they opposed.
Another effect of this metanarrative commentary is to characterize the present Ty
himself. Although it is not a conscious effort on the part of Ty the narrator, by presenting the
insights he does, Ty the narrator allows the reader a fuller picture of Ty’s present psychological
state. Ty may very well wish to avoid the topic of his past because he is still affected by the
trauma of it. In the first story he tells, the line that separates Ty the narrator and Ty the character
becomes blurred: as a truck barrels down on him and his friends, Ty the narrator interjects,
“Jesus Christ, the shithead’s going to hit us!” (38). Even in the present, Ty is so psychologically
affected by the story that he experiences the same horror as when he was actually there. Not
surprisingly then, Ty’s experience of trauma is at its height when his daughter Sierra, the
subject of the would-be-biography and his impetus for telling the story at all, falls from her
protest perch in a tree to her death before Ty’s very eyes.
Ty had sacrificed everything for EF!, and now that Environmentalism had demanded
Sierra as sacrifice, Ty broke from EF! and retreated to a career tending to a millionaire’s zoo with
the hopes of keeping endangered species on life support. This retreat marks Ty’s postmodern
condition, as Lyotard would say. His retreat represents his wish to be aligned with neither
part of the Environmentalism-versus-Anti-Environmentalist grand narrative. He may have
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retained his feelings toward his former enemies, and he may still be trying in his own way to
save the Earth, but Present Ty considers himself an individual rather than part of the group.
Although this does appear to be true, the reality the novel presents is that of a postpostmodern anxiety: Ty has not broken from a grand narrative to become an individual but only
shifted the grand narrative in which he remains forever stuck. His treatment of the biography
being written implicitly throughout the novel reveals to the reader exactly where Ty now stands
in the larger scheme of things. “Martyr to the Trees,” reads the title of April Wind’s manuscript,
and, as Ty rifles through the pages, his prediction is confirmed: everything he has said has been
skewed. Ty was reluctant to sell his daughter’s story to April Wind for just this reason, but also
because he no longer believes in the Environmentalist cause that stands to gain from it. As a
former member of EF!, he wants to be free from the us-versus-them grand narrative, but, as a
narrator, he must also be offended by the revision of his story and his voice. The only way for
Ty to be an individual is to tell his own story and comment in his own way, but, to do this, he
overcompensates with metanarrative commentary and becomes a force opposed to any other
interpretation. He constantly tells the reader how ridiculous April Wind is and how right he
himself is. He forms his own grand-narrative of “Me-and-You-versus-Them.”
Boyle’s work is speculative fiction, set in the future, but it explores a character’s
reflection on the past, the concrete, the decided. Ty’s narration is one of adamant opposition
to the grand narrative base of April Wind’s biography. But, whereas Boyle implies that the
biography is taken from Ty’s mouth and transmuted into April Wind’s writing, the reader
only ever receives Ty’s cynical reactions to the text; Boyle never actually provides the other
voice, the text against which Ty’s narrative is reacting. Readers are given no choice but to
trust Ty’s grand narrative, but this itself should lead any reader to be wary and to share in
that same anxiety that categorizes Boyle’s message: that it very well may be futile to try to
escape and be one’s own individual self. While postmodernism is a reaction against the limits
of modern grand narratives, post-postmodernism may be a recognition that those reactions are
themselves quite limited.
Works Cited
Barthes, Roland. “The Death of the Author.” Trans. Stephen Heath. Image Music Text. London:
Fontana Press, 1977. 142-148. Print.
Boyle, T.C[oraghessan]. A Friend of the Earth. New York: Penguin Books, 2000. Print.
Browning, Gary K. Lyotard and the End of Grand Narratives. Cardiff : University of Wales Press,
2000. Print.
Goldknopf, David. “The Confessional Increment: A New Look at the I-Narrator.” The Journal
of Aesthetics and Art Criticism. 28.1 (1969): 13-21. Print.
Herman, David et al eds. Routledge Encyclopedia of Narrative Theory. New York: Routledge,
2005. Print.
Lyotard, Jean-Francois. The Postmodern Condition: A Report on Knowledge. Trans. Geoff
Bennington and Brian Massumi. Minneapolis: University of Minnesota Press, 1984.
Print.

86

Bromances, Greeks, and Moustache Madness:
Following Sexual Maturity and Acceptance in E. M. Forster’s Maurice
Chelsea Marie Dodds
When Maurice Hall and Clive Durham read Plato’s Symposium at the beginning of E.M.
Forster’s novel Maurice, their relationship grows complicated, stuck between a bond based on
platonic love and one of sexual desire. While this may seem like a coincidence, it is common
in the ancient Greek culture in which The Symposium takes place for young men to have an
“asymmetrical” relationship where “the older partner (the lover) takes the initiative and
gains greater sexual pleasure; the younger (the boyfriend or loved one) gains the friendship
and help of an older man” (Gill xiii-xiv). Additionally, the older lover generally has a beard,
which parallels Maurice’s moustache during his relationship with Clive. Clive’s and Maurice’s
statuses in society also become important in the second half of the novel, echoing Diotima’s
sentiment that love is the marriage of poverty and resource. Forster’s Maurice can be read as a
modern interpretation of the speeches in The Symposium, where the reader is able to follow the
progression of both Maurice’s and Clive’s sexual maturities, as well as the acceptance of their
sexualities, through their similarities to Plato’s book, such as age, facial hair, and social status.
Maurice and Clive’s relationship begins much like Phaedrus’s speech at the beginning
The Symposium. Phaedrus talks of a love between two people that is unbalanced, but where each
partner supposedly benefits from the relationship in some way. He says, “I would claim that
there is no greater benefit for a young man than a good lover and none greater for a lover than
a good boyfriend. Neither family bonds nor status nor wealth nor anything else is as effective
in implanting something which gives lifelong guidance to those who are to lead good lives”
(Plato 10). This idea is similar to Forster’s novel because it is evident that Maurice assumes the
role of lover while Clive takes on that of the boyfriend. Maurice is physical with Clive, holding
hands with him, stroking his hair, even rolling him up in a carpet at one point: “It was the first
time he had dared to play with Durham. Religion and relatives faded into the background, as
he rolled him up in the hearth rug and fitted his head into the waste-paper basket” (Forster
45). Although they never actually make love, it is evident that Maurice initiates and is not
shy about engaging in physical contact with his partner. In the article “Plato’s Apostles:
Edwardian Cambridge and the ‘New Style of Love,’” Julie Taddeo observes that lovers like
Maurice “tended to exaggerate the degree of intimacy achieved” (218). This is evident in the
novel, with word choices describing physical contact such as, “Maurice’s fist unclenched to
reform with a handful of hair in its grasp,” and Clive “fell between Maurice’s knees” (Forster
45). While exaggerated, these descriptions do highlight the extreme sexual satisfaction that
Maurice receives from being physical with Clive.
If Maurice is the lover in this relationship, then Clive is the boyfriend, the partner who
seems content with simply being loved. Clive finds great pleasure in the simplest, innocent
things, such as letting Maurice stroke his hair or being “curled up in [Maurice’s] room” at any
given point in the night (Forster 50). A. A. Markley describes Clive as “the man who introduces
Maurice to the idea of homosexual love” (286). The word “idea” is particularly important in
this passage, suggesting that Clive is incapable of loving Maurice in a sexual way, but rather
loves the idea of being with him sexually. This notion is also common in ancient Greece, as John
Addington Symonds explains in “A Problem in Greek Ethics,” Achilles and Patroclus from The
Iliad have a “heroic love” that “exist[s] as an ideal rather than an actual reality” (4). Clive’s idea
of homosexual love pitted against Maurice’s reality of it further emphasizes the unbalanced
nature of their relationship. Also of interest is that in the case of Forster’s novel, the roles of
the lover and boyfriend are actually reversed from how they are presented in The Symposium;
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Clive is actually one year older than Maurice, so to follow Phaedrus’s speech seamlessly, Clive
would have to be the lover and Maurice the boyfriend. Perhaps the fact that Clive is depicted
as the younger partner in the novel emphasizes his reluctance to accept his sexuality.
The events in Maurice also bear a striking resemblance to the Pausanias and Aristophanes.
Pausanias reveals that sexual maturity is reached when a man begins to grow a beard, adding
that “those who begin love-affairs at this point show their readiness to spend their whole
lives together and to lead a fully shared life” (Plato 13). This idea is mirrored in the novel
when Maurice grows a moustache once his relationship with Clive becomes more emotionally
intimate. Upon returning home for a vacation from school, Maurice’s mother says that his
“‘moustache will be the making of him’—a remark more profound than she realized” (Forster
54). By sporting a moustache, Maurice shows that he has accepted and is comfortable with his
sexuality and, if fate allows it, could spend the rest of his life with Clive. Pausanias’s mention
of living a “fully shared life” is similar to Aristophanes’s speech, where humans are depicted
as having long ago been “rounded whole[s]” (Plato 22), where two sets of heads, hands, feet,
and genitals shared the same body until Zeus cut them all apart. Now that Maurice has come
to terms with the fact that he is homosexual, he is ready to find his other half, whom could very
well be Clive. Despite their growing intimacy, however, Clive lets the expectations of society
get the best of him, and, when he returns home from his trip to Greece, he tells Maurice that he
is straight: “I have become normal—like other men, I don’t know how, any more than I know
how I was born. It is outside reason, it is against my wish” (Forster 126). It is evident at this
point that although Maurice is a year younger than Clive, he has far surpassed his partner in
terms of accepting his sexuality.
The moustache motif is perhaps most obvious in the 1987 Ivory and Merchant film
adaptation of Maurice, where Maurice appears on screen with a moustache after he begins to
make frequent visits to Clive’s estate. In this part of the movie, the viewer gets a better glimpse
into Maurice’s and Clive’s family lives and can see Clive growing uncomfortable when his
family discusses Clive marrying and producing an heir to inherit his property. While the film is
useful for emphasizing where Maurice and Clive both are in their sexual progression, what is
most interesting in the context of this argument is that there seems to be the slightest reversal of
roles with who wears the moustache, similar to how Forster reversed Maurice’s and Clive’s ages
from what they should be according to The Symposium. Once Clive marries Anne, he becomes
the character sporting the moustache for the remainder of the movie, while Maurice appears
clean-shaven. Although he has exchanged his vows and is “sharing” his life with Anne, Clive’s
moustache could have another meaning as well. There is evidence throughout the second
half of the book and movie that Clive maintains his feelings for Maurice, such as when he
kisses Maurice’s hand, or how he reacts to Maurice’s news that he is in love with Alec Scudder,
referring to it as a “grotesque announcement” (Forster 242). Perhaps Clive’s moustache could be
his way of retaining or fantasizing about his homosexual desires without making them public
to his wife or family; though he does what society wants him to do by marrying Anne, he is not
true to himself aside from how he wears his facial hair. According to Taddeo, it was accepted
among Cambridge scholars to engage in the kind of spiritual relationship Clive originally has
with Maurice, as long as he ultimately marries a member of the opposite sex (198). As a result,
even with the moustache, Clive will never be able to find his other half as long as he is bound
to Anne and has expectations forced upon him to be a straight, married man.
Once Clive retreats into a world of feigned heterosexuality, Maurice seeks a new
relationship with Clive’s gamekeeper, Alec Scudder. The glaring difference between this
relationship and the one with Clive is that the men come from different social classes—Maurice
has a Cambridge education, while Scudder works menial jobs and relies on his street smarts. In
The Symposium, Diotima tells a story of Love as the child of Resource and Poverty:
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Following the birth of Aphrodite, the other gods were having a feast, including
Resource, the son of Invention. When they’d had dinner, Poverty came to beg, as
people do at feasts, and so she was by the gate. Resource was drunk with nectar
(this was before wine was discovered), went into the garden of Zeus, and fell
into drunken sleep. Poverty formed the plan of relieving her lack of resources
by having a child by Resource; she slept with him and became pregnant with
Love. (Plato 39)
This story contains many comparisons to Maurice and Scudder’s relationship: Poverty waits
by the gate of the party, just as Scudder watches Maurice through his bedroom window every
night that he is at Penge, and the fact that the gods are celebrating the birth of Aphrodite
is appropriate, as Maurice has now found a new partner who is also comfortable with his
sexuality, and they are able to “share” their bodies (Forster 243), an idea that seems to be a
recurrent theme throughout the novel. Maurice is resourceful since he has already had the
experience of being emotionally intimate with another man, and Scudder’s social standing
makes him fit the description of Poverty. This new relationship comes with its fair share of
problems, however: among the people of Maurice’s time who engage in homosexual behavior,
it is highly looked down upon to engage in such contact with someone of a different race or
class. Taddeo comments that “the crossing of race and class barriers to seek sexual fulfillment
threatened that ‘superb restraint’ by which they defined their superiority as well as their claim
to masculinity” (222), and June Levine argues that “both men have to abandon their former
lives and conventional future plans if they are to live a shared life” (78). To most, crossing
this barrier means giving up the Greek-godlike superiority they feel from being intimate with
another upper class, educated man, another reason that Clive is so repulsed by the discovery
of Maurice and Scudder’s relationship. However, this difference between Maurice and Clive
could just be another example of the differences in their sexual maturities; by engaging in
a relationship with Scudder, Maurice shows that he is unafraid to pursue a homosexual
relationship outside the safe confines of university life, and that he is with Scudder because he
truly loves him, not because it is fashionable to be with another man.
Though Maurice ultimately accepts Scudder for who he is rather than how society
views him, Maurice seems most accepting of his sexuality and able to blur the line between
classes in the penultimate paragraph of the novel. After Clive’s last words, Maurice
had disappeared thereabouts, leaving no trace of his presence except a little
pile of the petals of the evening primrose, which mourned from the ground like
an expiring fire. To the end of his life Clive was not sure of the exact moment
of departure, and with the approach of old age he grew uncertain whether the
moment had yet occurred. The Blue Room would glimmer, ferns undulate. Out
of some external Cambridge his friend began beckoning to him, clothed in the
sun, and shaking out the scents and sounds of the May term. (Forster 246)
The word choice Forster uses here is interesting, as there seems to be some ambiguity in
regard to which “friend”—Clive or Scudder—Maurice refers to in the last sentence. Upon first
glance, “some external Cambridge” seems as though it refers to a daydream or visions of better
memories that Maurice has had with Clive; however, this sentence is placed at the spot in
the novel where Maurice leaves Clive and permanently commits to being in a relationship
with Scudder. The external Cambridge here could also be read as a person, a “friend,” who
comes into Maurice’s life outside of Cambridge, but who shares the same homosexual feelings
that the Cambridge Apostles felt. This second reading is reinforced by images such as “ferns
undulate,” which may have a sexual connotation, and the fact that it is May, the typical month
for a love story to take place. Hotchkiss notes that these images evoke “fantasy” and “mythmaking” (166), contributing to the mysterious open ending to the novel; the reader does not
find out whether Maurice and Scudder remain lovers forever, and pursuing this relationship
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in the first place is obviously risky for Maurice because he could wind up arrested for sexual
behavior with a lower class man, just like his school mate, Risley.
Just as the penultimate paragraph finalizes Maurice’s acceptance and maturity of his
sexuality, it seals Clive’s destiny to be forever locked in the closet. After Maurice leaves him,
the pile of primrose petals “mourned from the ground like an expiring fire” (Forster 246). This
imagery echoes Clive’s lingering feelings for Maurice that are evidenced in earlier scenes such
as kissing Maurice’s hand. Clive can’t mourn in front of the man he denied or with his wife
whom he does not love, so he lets nature do it for him. The following sentence also demonstrates
Clive’s sexual repression, as he is not sure of Maurice’s “exact moment of departure” and
“with the approach of old age…grew uncertain whether the moment had yet occurred.” This
last glimpse of Clive shows a bit of denial toward letting go of his feelings for Maurice, as it
is evident that he still thinks of his former boyfriend many years after this story ends. Clive’s
sexual maturity then, goes in the opposite direction of Maurice’s from the moment they become
boyfriends.
Throughout Forster’s novel, the reader can clearly see Maurice’s progression from an
abashed young schoolboy, afraid of being too attached to a lover, to a man who is confident
with his sexuality and is able to fully love another man, regardless of societal expectations. In
“Heroes and Homosexuals: Education and Empire in E. M. Forster,” Quentin Bailey argues that
“In alluding to a Greek myth of origin for his story of homosexual love and by appropriating
the enormous authority of Platonic conceptions of masculine love, Forster is offering an
alternative conception of masculinity” (339). This alternate conception presented in the novel
is a parallel to the many speeches in Plato’s Symposium, which help to give Maurice’s quest to
accept his sexuality and find love a more heroic quality in a time period when homosexuality
was punishable by law. Through the motifs of lovers’ ages, classes, and even the hair on their
faces, Forster is able to craft a novel that makes ancient Greek idealisms relevant in the modern
world.
Works Cited
Bailey, Quentin. “Heroes and Homosexuals: Education and Empire in E. M. Forster.”
Twentieth Century Literature. 48.3 (2002): 324-347. Print.
Forster, E. M. Maurice. New York: Norton, 1971. Print.
Gill, Christopher. Introduction. The Symposium. By Plato. New York: Penguin, 1999. x-xlvi.
Print.
Hotchkiss, Joyce. “Romance and Reality: The Dualistic Style of E. M. Forster’s ‘Maurice.’” The
Journal of Narrative Technique. 4.3 (1974): 163-75. Print.
Levine, June Perry. “The Tame in Pursuit of the Savage: The Posthumous Fiction in E. M.
Forster.” PMLA. 99.1 (1984): 72-88. Print.
Markley, A. A. “E. M. Forster’s Reconfigured Gaze and the Creation of a Homoerotic
Subjectivity.” Twentieth Century Literature. 47.2 (2001): 268-92. Print.

Maurice. Dir. James Ivory. Perf. James Wilby, Hugh Grant, and Rupert Graves. MerchanIvory
Production, 1987. Film.
Plato. The Symposium. Trans. Christopher Gill. New York: Penguin, 1999. Print.
Symonds, John Addington. A Problem in Greek Ethics. Project Gutenberg, 2010. Web.
Taddeo, Juile Anne. “Plato’s Apostles: Edwardian Cambridge and the ‘New Style of Love.’”
Journal of the History of Sexuality. 8.2 (1997): 196-228. Print.

90

Sam, Sex, and Sin: Exploring Homosexuality
in Chabon’s The Amazing Adventures of Kavalier & Clay
Amy K. Karhu
Examining such themes as Holocaust survivor guilt and homosexuality in World War II
America, Michael Chabon’s The Amazing Adventures of Kavalier & Clay traces the development
of its two title characters Joe Kavalier and Sam Clay. The only member of his family to have
escaped Prague during the Jewish exterminations, Joe finds himself consumed with guilt as
he attempts to secure his family’s freedom. Sam, desperate to escape the confines of life in
Brooklyn, early recognizes the power money wields. Both Joe and Sam pin their individual
hopes and aspirations on their superhero comic The Escapist. Joe hopes to raise enough money
to buy his family’s escape, while for Sam, The Escapist represents the power Sam lacks. Sam
remains on the fringes of society for a variety of reasons, most notably, his physical weakness
brought on by polio. This weakness, combined with his father’s abandonment, leaves the young
Sam with feelings of inferiority exacerbated by his burgeoning homosexuality. This paper
will examine the forces driving Sam’s character, giving special attention to his homosexuality
and the societal and physical threat this posed to someone living in 1940’s America with its
constricting sodomy laws and demonization of homosexuality.
The idea of escape remains a dominant motif throughout the narrative. The opening
notes the young Sam Clay was “sealed and hog-tied inside the airtight vessel known as
Brooklyn” (Chabon 3). Also mentioned are Clark Kent and Harry Houdini. Clark Kent
symbolizes the emerging superhero comics, the conduit by which Sam hopes to find financial
power and freedom. Harry Houdini represents escape for the young Sam shackled in emotional
and financial chains. Another key idea of Clark Kent and Harry Houdini is transformation.
Throughout his life, Sam is excluded from mainstream society because of his looks, stature, and
latent homosexuality. In Houdini and Clark Kent (Superman), Sam finds characters with whom
he can identify and admire as he struggles to find his place in a society hostile to his emerging
sexuality. Chabon’s description of Sam details a character akin to the weak, socially excluded
Clark Kent mentioned in the opening paragraph. Chabon notes Sam “always looked as though
he had just been jumped for his lunch money” (3). Early on, Chabon establishes the idea of Sam
as a weak victim open to easy attack, an image which will have brutal consequences for Sam
later in the novel. Adding to Sam’s vulnerability are his weak legs and short stature resulting
from polio. In modern terms, Sam emerges as the book-reading, physically small geek easily
targeted by stronger, more confident men.
Sam’s slight stature becomes a factor in his relationship with his father. Having been
abandoned early on by his strong, performing father, Sam longs to connect with this elusive
male figure. Like his son, Professor Alphonse von Clay is described as short but makes up for
this with immense strength, which allows his escape via the vaudeville circuit. When Sam
begs his father to take him with him, his father remarks Sam will only be accepted if he can
work hard. His father notes, “You have arms that are not bad. But your legs are not so good”
(103). When Sam reminds him he had polio, Sam sees in his father’s face “anger and regret and
something else that looked almost like wishfulness” (103), suggesting embarrassment at his
son’s illness. Sam’s lameness, while not his fault, remains unacceptable to his father. His father
escapes in the night, never again coming “within a thousand miles of New York City” (108).
This rejection and abandonment by his father serves as a reminder to the young Sam Clay that
he is weak, flawed, not worthy of a father’s love. Spurred by his father’s abandonment, Sam
continually struggles to form a meaningful connection with a male.
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Although his father’s abandonment haunts him, the main impetus for Sam’s actions
remains his inability to accept his homosexuality. Sam refuses to embrace his sexuality and
live openly as a gay man with Tracy Bacon. Sam’s first sexual experience with Tracy Bacon
allows Sam to acknowledge his sexuality, but Sam still remains ambivalent and distrustful of
Bacon’s wish to have Sam come along with him to California. His father’s abandonment colors
Sam’s relationships with men and Sam fears he will be just another sidekick to Tracy only to
be abandoned once “Bacon had made new friends, or a new friend, in California” (372). A
key difference in this relationship and, thus, what makes Sam more vulnerable emotionally
is Sam’s love “really did seem to be reciprocated” (373). No longer does Sam love from afar;
with Tracy, this love is real, physical, and dangerous. For the boy always on the periphery of
society, loving the popular and handsome Bacon poses the problem of Sam having to accept his
sexuality. Not wanting to think about life in Los Angeles with Bacon, Sam tells him, “I just want
to live my life and be a good boy and have a nice time” (374). This desire to “be a good boy”
puts Sam at odds with his own nature. To be good by societal standards necessarily precludes
a sexual relationship with Bacon. Here lies the crux of Sam’s dilemma: to be good and have a
“nice” time or embrace his sexuality and live openly with Bacon as a gay man.
To appreciate Sam’s dilemma, one must understand the social, legal, and religious views
of homosexuality in 1940’s America. Far from twenty-first-century America with its continued
acceptance of homosexuality, early-twentieth-century attitudes proved more admonitory and
hostile. A major negative influence against homosexuality stemmed from interpretations of
biblical passages pertaining to sexuality. The story of Sodom in Genesis 19:4-11 emerged as the
primary cautionary tale against homosexuality. John McNeill points out how Christian views
against homosexuality resulted from reading the passage as “indicating an extreme divine
judgment of condemnation on homosexual behavior” (37). According to commonly accepted
interpretations of the story, God sent angels to Sodom to assess the level of evil in the city. Rabbi
Steven Greenberg notes Lot offered refuge to the disguised angels only to find the people of
Sodom calling for Lot to send out his guests so “’they might know them’” (64). Despite Lot
offering his daughters instead, the “mob wanted only the angelic male guests” (Greenberg
65). This desire for the male guests and the interpretation of the phrase “that they might know
them” (64) has been seen as proof that the crowd intended to rape the male guests, sparking
God’s wrathful destruction of the city. John J. McNeill observes how, from this interpretation
of Genesis, the Christian Church taught how God brought divine vengeance on Sodom and
Gomorrah for homosexual practices (42). Both McNeill and Greenberg demonstrate the
actual sin was not homosexuality, but Sodom’s “cruelty, arrogance, and disdain for the poor”
(Greenberg 65); however, the universally accepted interpretation remained a condemnation
of homosexuality. Greenberg remarks how “once a master story is embedded in a culture,
those living in the culture, even those who have actively rejected its authority, cannot help
but share in its constant repetition” (42) and even contested master narratives “are deeper
than conscious thought” (42). While no mention is made in Kavalier & Clay of Sam’s religious
education, Greenberg’s observation of master narratives explains Sam’s ambivalence regarding
his homosexuality and his desire to remain a “good boy.” Sam has clearly internalized the
accepted view of heterosexuality as the original and only intention of God.
Secular laws also took a harsh stance against homosexual practices, especially the act
of sodomy. William Eskridge details how sodomy and anti-solicitation laws allowed police
to “monitor, harass, and sometimes abuse these presumptive criminals,” and how such laws
“situated homosexuals outside the normal protections of the law” (67). From the mid- to late1930s, the opening timeline for Kavalier & Clay, New York City saw a marked increase in sodomy
arrests, as homosexuals became “demonized as sexual psychopaths, sex perverts, and child
molesters” (76-77). Given the social-historical significance of early-twentieth-century American
attitudes toward homosexuality, Sam’s actions assume new meaning and significance. Sam’s
inability to acknowledge his homosexuality stems not only from his own inherent weakness

92

but also from the internalized messages of the sinfulness and societal abhorrence against samesex unions. Chabon illustrates this at Longman Harkoo’s party where Sam encounters two men
kissing in the butler’s pantry. Chabon writes how Sam “knew about homosexuality, of course,
as an idea, without ever having really connected it to human emotion” (254). For Sam, the idea of
homosexuality necessarily revolves around illicit blow jobs in dark alleys or the “foul practices
of love-starved British sailors” (254). Having absorbed the social stigmas against homosexuality,
Sam unconsciously repeats the master narrative of heterosexual relationships being the only
socially acceptable form of sexuality. Sam mirrors societal ideals of the “foul” and “dark” (254)
nature of homosexuality as something done only by lower class degenerates. What makes this
moment critical for Sam is the emotion attached to the men’s kiss. For Sam, homosexuality
moves from a socially prohibited sexual act to a means of meaningful, emotional connection,
something the lonely Sam craves. This kiss closely resembles Sam’s first kiss with Tracy Bacon,
complete with Tracy’s suit and similar “care and vigor and just a hint of showiness” (254).
Both moments challenge Sam’s perceptions of homosexuality, forcing him to confront his own
sexuality.
Ironically, it is when Sam finally opens himself to the possibility of life as an openly
homosexual male that he suffers the degradation many gay men experienced in 1940’s
America. Spending a weekend with Tracy and other good-looking, athletic young men at the
wealthy James Love’s seaside home, Sam finds himself uncomfortable being the only Jewish
male and physically shorter and weaker than the others. Sam lacks the ease and confidence
born of Tracy’s looks and natural athleticism. Still unable to believe in Tracy’s love for him, Sam
feels Tracy is “wasting that regard on him. No one as beautiful, as charming and poised and
physically grand as Bacon could possibly take an interest in him” (407). In this scene, we see
the lasting impact of his father’s abandonment as Sam struggles to forge a lasting emotional
connection with Tracy Bacon.
Almost immediately after having sex with Tracy, Sam endures the consequences of
daring to embrace his homosexuality. A large contingency of police, reporters, and “vacationing
G-men” raid Love’s home announcing ominously, “ You and your ladyfriends are under
arrest!’” (410). Calling Love’s guests “ladyfriends” suggests the disdain for homosexuality
common among law enforcement noted by William N. Eskridge in Dishonorable Passions:
Sodomy Laws in America, 1861-2003. During the resulting melee of arrests, Sam hides under the
table, anxious to avoid the public humiliation of arrest. It is this continued need to hide from
publically acknowledging his homosexuality that inadvertently leads to Sam’s rape. Sam is
found by one of the G-men who tauntingly says, “‘Come on, sweetheart,…I won’t hurt you’”
(412) before menacingly confessing, “‘Myself, I’m partial to darker types. Little guys’” (412).
The G-man proceeds to sodomize Sam before forcing Sam to fellate him, leaving Sam with the
feeling “he had turned some irrevocable corner and would shortly come face-to-face with a
dark and certain fate” (413). The G-man and his partner intend to continue their brutalization
of Sam when Sam’s mother calls with news of the death of Joe’s younger brother. This phone
call saves Sam from having his “broken and violated body” (413) dumped in a ditch. Far from
what D. G. Myers calls Chabon’s romantic journey into homosexuality in his first novel, The
Mysteries of Pittsburgh (573), Chabon demonstrates in Kavalier & Clay the brutal consequences
of homosexuality in early-twentieth-century America.
Throughout the novel, Sam lacks the power to exert meaningful control over his life.
Physically weak and small, he lacks the social and emotional confidence physical beauty and
natural ability afford Tracy Bacon and Joe Kavalier. His plans of escape always “centered around
the attainment of fabulous sums of money” (Chabon 7). While authoring The Escapist and other
comics allows Sam to escape Brooklyn and live in the city, he is cheated out of the millions of
dollars his comics generated for Sam’s employers. This helps to explain how Sam becomes the
target of rape during the raid. He lacks the physical and emotional strength to fight against the

93

police, fearing exposure of his homosexuality, a homosexuality he struggles to accept in the
face of religious and social prohibitions. Sam also lacks the power and protection James Love’s
money and reputation provide the older gay male. The police may arrest Love, but his wealth
and connections ensure protection against the brutality Sam experiences. As noted earlier, like
other white homosexual males living in cities across America, Sam’s homosexuality leaves
him outside the protection of the law. The G-man’s rape serves as a harsh reminder of Sam’s
powerlessness to protect himself from such an attack.
Sam’s self-discovery is stunted after the attack. He says goodbye to Tracy at the train
station telling him, “‘I just can’t do it anymore…I don’t want to be like this’” (420). Sam decides
Tracy Bacon’s love “was not worth the danger, the shame, the risk of arrest and opprobrium”
(420). Unable to muster the strength needed to challenge society’s condemnation of his sexual
nature, Sam chooses to “not love at all [rather] than be punished for loving” (420). To ensure
his physical safety and again assume the mantle of being a “good boy,” Sam marries Joe’s
pregnant girlfriend Rosa Saks, giving the illusion of a happily married heterosexual couple
living the American suburban dream. Through Sam Clay, Chabon demonstrates the plight of
countless gay men denied the freedom to love openly without fear of public humiliation and
persecution.
Ironically, it is only when Sam is “publically identified as a lifelong homosexual, on
television, by members of the United States Senate” (Chabon 617) that Sam manages to reclaim
his life. This public revelation, the thing Sam feared most, forces him to come to terms with
his sexuality. Finally Sam gains “readmission to human society by ceasing to struggle against
himself” (Myers 574). Sam realizes how the things he feared losing, his career, family relations,
his place in society, only served as a “prison, an airless, lightless keep from which there was no
hope of escape.” The tyranny in Sam’s life had not been the tyranny of an intolerant society but
the tyranny of “his own cowardice” (Chabon 620). Now that Sam’s once imperative security is
“gone for good” (620), he feels relief, wondering what it will be like to “live through a day that
was not fueled or deformed by a lie” (623). Throughout the novel Sam struggles to successfully
merge his sexual self with his need for social acceptance. It is only when he finally eschews this
desire to be a “good boy” that Sam gains the golden key of happiness and love, embarking on
an amazing adventure as an openly gay male.
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Trauma and the Time Traveler:
Iconography and Supplementation in Octavia Butler’s Kindred
Andrew Phelps
“[B]efore the ‘body’ there is the ‘flesh,’ that zero degree of social conceptualization
that does not escape concealment under the brush of discourse, or the reflexes of
iconography.”
—Hortense Spillers

Introduction
The iconography of American slavery is repellent, and the historical discourses that
swirl around it are equally impenetrable. Both seek to encapsulate, periodize, and contain the
trauma of this not-so-distant past in order to deny its capacity for contaminating the present.
This historico-cultural amputation provides us with the illusion that the forces that allowed for
the American institutionalization of dehumanization have failed to follow us into the post-civil
rights era. In Kindred, Octavia Butler holds a mirror up to our imagined national corporeal
wholeness, revealing this amputation and forcing us to acknowledge the empty sleeve and feel
the phantom limb of slavery. Butler accomplishes this imaginative feat by re-contextualizing
the impenetrable icons of the slave trade and problematizing their associative discourses to
expose the residual contamination that, although transformed, has been transmitted through
time and space to the present.
Summary

Kindred serves as a neo-slave narrative with a twist. Unlike Shirley Williams’s Dessa
Rose or Toni Morrison’s Beloved, Butler’s novel begins in the late-twentieth century. Its
protagonist, Dana, a twenty-six-year-old black woman, is transported through time and space
from 1976 Los Angeles to antebellum Maryland—from the house that she shares with her white
husband, Kevin, to a plantation owned by her white ancestors, Tom Weylin and his son, Rufus.
She is “called” to the past to save Rufus six times over the course of his life—whenever he feels
that he is going to die. Dana, on the other hand, can only return to her time when she perceives
that her life is in jeopardy. As such, the mechanism of Dana’s time travel is fully embodied,
serving as a function of existential threat. She must save Rufus to ensure her own present, but
she must escape this brutal past in order to preserve her own future. Dana comes to understand
that she must keep Rufus alive long enough for him to father her great grandmother, Hagar,
with Alice, Rufus’s childhood friend made slave. However, even after Hagar’s birth, Dana is
“called” back to Rufus again, and, in this last trip, Dana kills him when he attempts to rape
her. This act transports Dana back to 1976, marking the end of her time travelling, but she
loses her left arm in the process—precisely at the site where the dying Rufus’s hand remains
tightly clasped just above her elbow. This moment of horror and pain serves as the narrative’s
beginning and its end.
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The Auction Block
When Rufus first “calls” Dana, he is a young boy drowning in a river. Although
disoriented by this inexplicable event, Dana pulls his unconscious body from the water and
performs mouth-to-mouth resuscitation on him along the muddy riverbank. Rufus begins to
breathe and Dana turns to see a shotgun pointed at her head. Feeling that she is about to die,
Dana is transported back to her time—to a confused Kevin who informs her that she has been
gone for mere seconds.
After this first instance of time travel, chilled and muddy, Dana takes a shower. She fears
that she may be torn from her present location and thinks, “I would. . .find myself standing
naked among strangers. . .naked and totally vulnerable” (Butler 18). At this point Dana does
not know that she has travelled back to the antebellum South—that she has not only been
transported through space, but time as well. However, the image and the fear that accompanies
it, although common to her contemporaries, takes on a greater significance when considered in
the larger context of the novel. Dana’s fear of finding herself naked amongst strangers evokes
images of the auction block. Butler invokes this commonplace fear, made all the more poignant
for Dana in the capacity for this fear to be realized, prior to Dana’s or the reader’s realization
of the image’s prescience. In this move, Butler primes a primal fear which becomes horrifically
enacted in the nineteenth-century commonplace of the auction block.
Although Dana never witnesses a slave auction, she does observe a repellent pantomime
of one in the form of a children’s game. Dana and Kevin (he travels back with Dana on her third
trip into the past), who have been performing the roles of master and slave, try to sneak away
from the plantation to gain some privacy. Along the way they see “a group of slave children
gathered around a tree stump” (99). On Dana’s insistence, they move closer to the scene to hear
what the children are saying. Butler writes:
“Now here a likely wench,” called the boy on the stump. He gestured toward
the girl who stood slightly behind him. “She cook and wash and iron. Come
here, gal. Let the folks see you.” He drew the girl up beside him. “She young and
strong,” he continued. “She worth plenty money. Two hundred dollars. Who bid
two hundred dollars?” The little girl turned to frown at him. “I’m worth more
than two hundred dollars, Sammy!” she protested. “You sold Martha for five
hundred dollars!” “You shut your mouth,” said the boy. “You ain’t supposed to
say nothing. When Marse Tom bought Mama and me, we didn’t say nothing.”
(99)
Dana is horrified by this mimicry of the iconic scene of the auction block and the children’s
almost seamless performance of it, whereas Kevin is not. Indeed Kevin is surprised that
“there’s little to see” (100) on the plantation; that somehow the reality of slavery falls short
of the horrors of its iconography. On the other hand, Dana sees, in what Kevin refers to as
merely “a kids’ game” (100), the insidious way by which the peculiar institution of slavery
reproduces and reinforces itself—“that even the games they play are preparing them for their
future” (99)—a future that, until now, Dana has accepted as an inalterable past.

The Whip, the Bit, and the Hanging Body
Butler also invokes the iconic technologies of oppression: the whip and the bit. She
renders the physical horrors and subsequent markings associated with the whip, lending
immediacy to this icon of brutality; however, at the same time, Butler seeks to problematize
this iconic sign by tracing its discursive significance, from a tool of pain and fear of death to one
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of discursive dulling and subject creation. Dana does not come to this realization immediately.
After she witnesses her first whipping, Dana reflects: “The whipping served its purpose as far
as I was concerned. It scared me” (92). Shortly thereafter, Margaret Weylin (the Master’s wife)
slaps Dana, after which she feels compelled to retaliate but does not: “Only my memory of the
whip kept me still” (93). When Dana is whipped for the first time, she believes she is going
to die and, thusly, travels back to her time—the mechanism of her time travel functioning as
one of perceived existential threat. However, on her next and most prolonged visit to the past,

Dana attempts to escape from the plantation in order to find her husband Kevin, who she
had left behind on her previous return home (during her first whipping). She is caught and
subjected to another whipping, but this time, although afraid, she does not fear for her life.
Dana reflects:
He beat me until I tried to make myself believe he was going to kill me. I said it
aloud, screamed it, and the blows seemed to emphasize my words. He would
kill me. Surely, he would kill me if I didn’t get away, save myself, go home! It
didn’t work. This was only punishment, and I knew it. (176)
As Dana recovers from this beating, she questions whether she will be able to attempt another
escape. She tries to push away her thoughts, “but they still came. See how easily slaves are made?
they said” (177 emphasis in original). She realizes that the whip-as-icon may instill fear and the
sharp immediacy of pain, but, as an instrument of the institution of slavery, it functions in the
opposite capacity—as a tool for dulling, for, as Dana notes, “Slavery was a long slow process
of dulling” (183).
The bit, like the whip, serves as another iconic site of exchange that Butler utilizes to
convey the discursive power of slavery. The use of the bit as a form of punishment and its
subsequent effects on the wearer are articulated in harrowing detail by Toni Morrison in Beloved.
However, in Kindred, Butler invokes the iconic instrument without actually giving it physical
substance—it operates discursively. When Alice (the mother of Rufus’s children, one of which
is Dana’s ancestor, Hagar) prepares to run away from the Weylin plantation, Dana attempts
to dissuade her by telling her that Rufus has expressed the intention of freeing their son from
slavery. Alice asks Dana if Rufus has shown her the free papers, to which Dana responds that
he has not. Then Alice says, “I’m tellin’ you, he uses those children just the way you use a bit
on a horse. I’m tired of havin’ a bit in my mouth” (236).
Shortly after this incident, Dana slits her wrists in order to escape the Weylin plantation,
but she is “called” back by Rufus’s own thoughts of suicide over his role in Alice’s death.
Despite Dana’s previous pleadings, Alice, while Dana is in 1976, attempts to run away but is
caught. Rufus has Alice whipped and, while she is recovering from her beating, tells her that
he has sold their children. Free from the bit, the mechanism of Rufus’s control over her, Alice
successfully “escapes” slavery by hanging herself in the barn. It is the despairing Rufus who
leads Dana to the barn door and pushes her inside. Dana recounts:
I looked around, seeing very little at first as my eyes became accustomed to the
dimmer light. I turned to the place where I had been strung up and whipped—
and jumped back in surprise when I saw that someone was hanging there.
Hanging by the neck. A woman.
Alice.
…I touched her and her flesh was cold and hard. The dead gray face was
ugly in death as it had never been in life. The mouth was open. The eyes were
open and staring….Her dress was dark red and her apron clean and white. It
was as though she had dressed up and combed her hair and then… (248)
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Butler complicates this iconic image of the hanging body by showing it to be the result of
suicide—a self-inflicted and self-inflected death. However, Butler problematizes this act
further. When Dana tells Sarah, the plantation cook, of Alice’s apparent suicide, she informs
Dana that Rufus is responsible for it. “‘He did it!’ she hissed. ‘Even if he didn’t put the rope on
her, he drove her to it. He sold her babies!’” (249). When Dana confronts Rufus about this, he
confesses that he only told Alice that he sold their children. He has not, in fact, performed his
role of master seamlessly—by actually selling the children. He only plays at the performance,
which only further amplifies the imperfect discourse Butler creates as a means of disrupting
the iconography of the image.

Middle Passage and Conclusion
Critics, such as a Robert Crossley, have suggested that the embodied time travel that Dana
is subject to serves as a representation of Middle Passage—the deadly journey that transformed
Africans into slaves (xi). This is a compelling argument when one considers the disorientation,
the powerlessness, and the trauma that marks Dana’s trips to the antebellum South. That the
“call” of the master can come at any time, ripping the free individual out of her own time and
place and transporting her into an alien world, one in which she is no longer considered human
but property. Despite this compelling reading, there exists an equally compelling alternative.
Pamela Bedore argues that instead of Rufus “calling” Dana, the reverse is true—that Dana
“calls” Rufus (74). This insight (which Bedore utilizes to underline the symbiotic relationships
within the text) is equally useful in my reading of Kindred. For although Dana never suggests
this possibility in her narrative, this reversal may be seen as the embodiment of Butler’s project.
This move does not negate Crossley’s reading, but re-contextualizes the iconography of Middle
Passage, reversing it, in a way, to represent Dana’s (and also Butler’s) interrogation of American
slavery—providing an imaginative supplement to penetrate its icons and familiarize its discourse.
This answers Hortense Spillers’ query: “We might well ask if this phenomenon of marking
and branding actually ‘transfers’ from one generation to another, finding its various symbolic
substitutions in an efficacy of meanings that repeat the initiating moments?” (633 emphasis in
original). Through Kindred and its re-imagined Middle Passage, we may come to recognize the
whip, the bit, the block, and the hanging body in their present-day manifestations, trace their
transformations and transmissions, and feel our long denied phantom limb.
Image Reference Links:
The Auction Block:
http://hitchcock.itc.virginia.edu/SlaveTrade/collection/large/cass6.JPG
The Whip:
http://hitchcock.itc.virginia.edu/SlaveTrade/collection/large/NW0204.JPG
The Bit:
http://hitchcock.itc.virginia.edu/SlaveTrade/collection/large/NW0191.JPG
The Hanging Body:
http://hitchcock.itc.virginia.edu/SlaveTrade/collection/large/HW0030.JPG
The Slave Ship (Middle Passage):
http://hitchcock.itc.virginia.edu/SlaveTrade/collection/large/E014.JPG
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