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Introduction & Robert J. Mundy and Jane M.Collins

Introduction

Robert J. Mundy and Jane M. Collins

In her groundbreaking 1995 book Masculinities, R. W. Connell proposes that the
narratives we construct about masculine identity should use the plural form A
masculinitiesfi because no single concept of masculinity can encompass the multiplicity
of masculine identities and their correspondences to a broad spectrum of power and
privilege. In this volume of The Human, we likewise adopt that plural form to
highlight the variety of uses filmmakers have found for positing, challenging and
undermining a broad range of masculinities. Like Connell, we understand
masculinities as constructs that are determined by both their historical moment and the
political systems they inhabit and often uphold. However, the essays in this volume
overwhelmingly address the way filmmakers have undermined the most dom inant and
conservative masculinities and allowed visual spaces where audiences can see the
cracks and fissures in the political edifice of manhood. By focusing on characters and
directors who are questioning how to enact masculinity, this volume continues the
discussion of filmic spaces that challenge cultural hegemonies and encourage their

reimagining.

Andrea Waling, of Australiads La Trobe Ur
the oO0supervillaindé in fil m, ar gui ortgnitytfdr a t t h
exploring how ideals of masculinity and manhood are at once affirmed and
probl emati zed. I n oO0Deconst ¥Magamindand Cinerhaic Sup e

Representations of Mas culMegamindoffers a réver§dboftheng ar
traditional conception of superhero/supervillain relationship. She links this reversal to

larger social anxieties about masculinity in Western culture. Finally, she argues that by
challenging the traditional models of masculinity, the film opens a space t o critique the
consumerist, globalized and postfeminist world.

I n oWhere We (Dondt) Belong: ©6Chasingd Ke
and Place, d Robert Mundy and Paul Zi ek (bot
outline the multiple narratives of masculinity, time and space in the classic slacker film
Chasing Amy Focusing on the destabilizing role of time and setting on the construction
of masculinities, Mundy and Ziek explore the cultural meanings of love and manhood
for East Coast suburban GenXer s i n the 1990s, noting how
the characters cling to are exploded as they venture into an urban world marked by
sexual exploration and diversity.

I n 0The Triumph of Femal e Masculinity:

Kill Bill Vol. landVol.2, 6 Tati ana Pr o-Unwvérsty Barb{rg, Geriany p s

[1]



Introduction & Robert J. Mundy and Jane M.Collins

argues that director Quentin Tarantino and actress Uma Thurman create a characteif

The Bridenwho is a violent omasculine woman. o6 Pr
orchestrates a triumph of female masculinity by depicting male characters who pose no
serious threat to The Bride. Rat Martrained t i s

assassii who gives The Bride a run for her money. Blurring genres and gender
expectations, Tarart i n Kilb Bill films open a space for a female masculinity more
powerful, but also more violent, than the masculinities available for men.

Mar kus Sp°hrer, of Germanyds University c
of masculinity and sexuality in Film Noir, arguing for a homophobic reading of The
Maltese Falcohas homosexuality is presented as a t
out burstso or attempts to physically puni sh

hegemonic not i on sHonophohiaarsdd/iwléncenn Filny Noir: Hamosexuality
as a Threat to Masculinity in John HustonBEh e Ma | t e sossiddfsate distarical
moment in which the film was released and the subsequent social climate of that era, a
time in which the Motion Pic ture Production Code or Hayes Code saw fit to implement
and surveil Hollywood morality.  Spohrer draws attention to how homosexuality was
ocamoufl aged, 6 providing the visual for a v
same time being rtheded stSbesaes ddbeviGant 6 mal e
their performance and embodiment of masculinity as feminized and therefore abnormal
and worthy of great reproach.

I nOrigin Stories: Rebooting Masculinity in Superhero Films After 9/11 , ®©wen
Horton (University of Kentucky, USA) superimposes hegemonic male identity on the
state, suggesting that the two share similar ideologies and have been constructed
through indistinguishable narratives. Horton grounds his article in the rhetoric of th e

Bush Administratonfinot i ng t he nati onal directive

ovengeance. 0DarklKmghtlaratirdin Manhtrdogies, Horton argues that good

and evil are presented in |ike terms, mi rr
Americans were struggling with at the time. 6 Give

these superhero films work to find a sense of resolve by reconstituting male supremacy,
thus reconstructing the nation through a masculinity of violence.
Tamas Tukacs (University of Nyir egyhaza, Nyiregyhaza, Hungary), in his work
oWi t h Regard to Mascul ReariWindow 60nb uHiltdeshcaock élb
bet ween masculinity and visuality. I n doir
characters in a state of crisii men who arded Oawadr pd@imery who are 0
acting in response to the era that preceded the film, while simultaneously contending
with contemporary masculine ideals. Told through the voyeuristic lens of the camera,
masculinity is peered into, as it is considered in several historical contexts. In one
moment, the camera captures momentary reality, displaying the fractured state of the
male, and in another, the context and period of masculinity shifts, calling for the camera
to no longer serve as a tool for documentation, but rather for an instrument of

[2]



Introduction & Robert J. Mundy and Jane M.Collins

surveillance, a reference to the time in which Rear Windowwas shot, a moment of Cold
War espionage and McCarthy-era distrust.

[3]



Deconstructing the Super(hero)villain:
Megamind and Cinematic Representations of Masculinity
0 Andrea Waling

Deconstructing the Super(hero)villain:
Megamind and Cinematic Representations of
Masculinity

Andrea Waling

Abstract

The archetype of the superhero has long been related to cultural imaginings of
masculinity and manhood. As geek culture has become more mainstream, there has
been a steady rise in popularity of films featuring superheroes and supervillains.
While deconstruct i ons and analyses of super heroes®o
very common, there has surprisingly been little attention paid to supervillains in
their own formulations of gender and identity. Common ways of approaching the
supervillain have generally b een through designations of being a feminised or
emasculated Other. However, the supervillain can also be representative of
conflicting and new ways of being masculine. This paper moves beyond typical focus
on the male superhero, to the supervillain, and dismantle the assumption that he can
only be understood as feminised, marginalised, or emasculated. Using Megamind
(2010) as a point of analysis, and drawing from sociological conceptions of
masculinity, this paper explores the masculine construction of the supervillain in
film, and examines the ways such productions not only reflect certain ideals about
masculinity and manhood, but are also affirmed, problematised and reimagined. |
argue that Me g a mi imverios of the superhero/supervillain narrative link s to
broader social shifts, anxieties and concerns pertaining to men, masculinity and
manhood in Western culture, potentially challenging traditional models in a
consumerist, globalised and postfeminist environment. This paper explores how anti-
intellectualism, sexuality, vulnerability, and binaries of the material/natural are
entangled within complex imaginings of what it means to be a man, and what such
entanglements can bring to our understanding of masculinity in the broader socio -
cultural and political environment.

Keywords: masculinity, film, identity, hero, villain, crisi s, sexuality, gender,
animation .

[4]
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Deconstructing the Super(hero)villain:
Megamind and Cinematic Representations of
Masculinity

Andrea Waling

Introduction

Superheroes have, for generations, functioned as Western pinnacles of
masculinity and manhood, becoming key power fantasies for young boys and men
alike.1 2 Indeed, many films centering on ideals of boy/manhood have often been in
some way associated with a superhero. In this context, boys and men are subject to a
discourse of heroism, one that is embedded with rigid ideals of morality, strength and
loyalty. 34 In the last decade, the proliferation of cultural interest in comic books has led
to an explosion of s upeAvemgersy Spidarmhaensl X-Ménfto o m M
D C dSsiperman, Green Lanteand Batman).

More recently, however, we have begun to see a shift in focus from the male®

superhero to the male supervillain. SWede and
Squad( 2016) a n dDeablmol (2044), Gawngside widespread fan adoration of
villainous <characters, S u cmm TharAverdgersnandiThe d | e s t

Joker in his many incarnations, to television series such asGotham(2014Present) that
explore imagined beginnings of iconic villains such as The Penguin and The Riddler,
tell us that villainous characters have as strong a grip on the popular imagination as do
heroes. Nevertheless, villains are rarely discussed in scholarship when exploring heroic
masculinity. Often referred to in passing as feminised, 6 or perhaps the unacknowledged

1Jef frey AomicBBoak Wiasculinity and the New Black Superhetafrican American
Review33, no. 1 (1999): 27.
2Jeffrey A. Brown, “The Super her o QRartdrlynReeavrob dy and
Film and Vided33, no.2 (1999): 131.
Yann RoGCoiglex Masculinities: The Superhero in Modern American Mavi€lture,
Society and Masculinitie, no. 1 (2012): 76.
4 RobertVoelkerMorris and Julie VoelkeMo r r $tuck in Tights: MainstreamSuperheroComics
Habitual Limitations on Social Constructions of Malep8rheroes Journal of Graphic Novels and Comibs
no.1l (2014): 102.
5> Throughout the rest of this paper, references to supervillain/superheros and heroes/villains are
specifically referring to matbodied, male identified characters.
6David Coughlan; The Naked Her o and ehigyihe€dbmicBaok Narrdlives,t u med | ¢
In Heroes of Film, Comics and American Culture: Essays on Real and Fictional Defenders gfedohisa
M.Detora (Jefferso: Mcfarland & Co Inc, 2009), 234.
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lover in queer readings of eroticised superhero-supervillain homosociality, 7 8 9 the
cul tur al construct and meaning of the super\
assumed in discussing the superherods. The
varying ways to desi gna tmasculnitynasdeng gneOthéroor mi n g
for not adhering to traditional masculine convention. 10 However, the assumption that
he can only be understood as feminised, marginalised, or emasculated requires
dismantling. What can the deconstruction of the supervil lain identity in film tell us
about ideals of masculinity, and how might these deconstructions link to larger socio -
political and cultural concerns? How do such representations in film and animated
features speak to anxieties concerning boy/manhood? Does aur neglect of the
supervillainds masculinity in scholarship co
despite all critiques, of heroic masculinity? Are we afraid to find worth in the
supervillain and what he can potentially bring to our discussions?

Using Megamind (2010) as a point of analysis, this paper explores shifts in
superhero/supervillain narratives relating to themes of masculinity by focusing on the
villain. 11 Megamindis the story of two extra-terrestrials, Megamind and Metroman, who
are £nt away from their dying planets from the same star system to Earth. Megamind
grows up to become a supervillain, while Metroman, a superhero. Megamind narrates
his troubling childhood on Earth as a way to explain his current villainous condition
and his competition with Metroman from infancy. Having grown up in a prison,
Megamind attests that his understanding of goodness and virtue was compromised,
whereas Metromands good fortune in beit2ng r .
household has, as Megamind cantends, allowed him to naturally become virtuous and
moral. Throughout their lives, Metroman gains the favour of his peers and later the city
for his feats of strength and supernatural abilities, whereas Megamind, despite his
extreme intellectual capacity and innovative engineering, is shunned for his difference.
As such, Metroman and Megamind become natural enemies in the battle for Metro City.
As the story goes, Megamind is once again attempting to defeat Metroman, only this
time, he succeeds, leaving devastation in his wake when he takes over the city. This
conquest is followed by an existential crisis concerning the meaning of his life, his
falling in | ove with Metromands | ove intere

"Mark Best Domesticity, Ho mo s cnSuparherotCgmics & thed1950WA Po wer
Journal of Cultural Studie§, no.1(2005: 82.

8NeilShymi nsky, “*‘Gay’ Sidekicks: Queer Anxiety and
Men and Masculinitie§4, no.3 (2011): 288.

SRobertLendr um, *“ QMarhood: Buperieno pasculinity, Camp and Public Relations as a
Textual Fintarmagowad Jodenal’of Comic AT, no.1 (2005): 290.

YR o b | Gamplex‘Masculinities” 7 6 .

11 Megamind Directed by Tom McGratf2010;Hollywoad, CA: Paramount Pictures, 201D)/D

12 Heteronormative/heteronormativity is the belief that there aretiaatisex of genders with natural
roles in life. Such beliefs include that heterosexuality is the only normal sexual orientation, linked to
heterosexism and homophobia, and often found in various social institutions such as family and education. See
Michad Warner,” | ndtctioo: Fear of a Queer Plah&ocial Textno.29 (991): 4.
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find purpose again. However, when this new hero begins to take advantage of his
newfound power and strength, Megamind, in turn, must become the hero at the end of
the film.

Megamindilluminates the narrative of the superhero and supervillain in relation
to cinematic representations of boy/manhood and masculinity. Building on the premise
of 60l earned® g o dMeganairsdsprovides dinsigatvintd new ways of
understanding masculinity by focusing on the supervillain, rather than the superhero, a
theme beginning to emerge in other animated works, such as that of Despicable Me
(2010). In this essay, the terms hero/villain and superhero/supervillain are used
interchangeably, but refer specifically to those with supernatural abilities as found in
popular media such as comics, as opposedto classic literary connotations. Me gami nd & s
inversion of superhero/supervillain narratives links to broader social shifts, anxieties
and concerns pertaining to men, masculinity and manhood in Western culture. In
Megamind, masculinity is affirmed, problematised, and reimagined through the
juxtaposition of the superhero/supervillain dynamic.

Masculinity in Media

The study of masculinity is approached through a sociological framework, where
masculinity can be loosely defined as particular norms, behaviours and cultural
practices associated with malesi3 Thi s paper refrains from t}

masculinity,d a theoretical paradigm often
and lived experiences, where there is an idealised, hegemonic form that men are
expected to ascribe tol*Connel | 6s original conception of

meant to explain gendered power relations, but is often used in scholarship to define a
6categoryd of masculeirmpirtey ,at wioinc to flf HEgemanimi ¢ © 8 t
masculinity is conceptually valuable in exploring hierarchal ideals in relation to gender,
but lacks exploration concerning the fluidity of masculinity in relation to contemporary
cultural shifts, rather than gendered power dynamics. Thus a more flexible
understanding of masculinity is needed where cultural ideals of masculinity are the
consequence of broader social forces, that they are not byproducts of biological sex but
rather the derivatives of shifts and changes in the broader society16 Masculinity can be
understood as a variable and fluid concept, susceptible to the influence of other social
institutions. 17 Masculinity is often understood to encompass a specific set of traits that
include stoicism, strength, muscularity, aggression, heterosexuality, hands-on, able-

13Todd Reesemasculinities in Theory: An IntroductiofWest Sussex: WileBlackwell, 2010), 10.

14 RaewynConnell Gender and Power: Society, the Person and Sexual Po{ffigdney: Allen &
Urwin. 1987), 15.

15 RaewynConnell andJames W. MesserschmidtHe ge moni ¢ Mascul i ni ty: Ret h
Gender and Societi9, No. 6, 005: 831.

16 | bid.

17 David BuchbinderMasculinities and IdentitieéMelbourne: Melbourne Uwersity Press, 1994), 23.

[7]
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bodiedness and rationality.1®8 19 T hi s definition S al so KT
masculinity, tied to roles such as the defender, the breadwinner, the father, the leader
and the protector, and is considered to be not a binary opposite to femininity, but
rather, a hierarchal one .29 However, with the rise of gay rights liberation, feminism, and
globalisation, such ideals are no longer viable in contemporary Western culture, which
some scholars maintain is a postfeminist climate.?1 As such, new ideals of
masculinit(ies) have emerged that are believed to be in continuous conflict with each
other.22

Moss notes that throughout the Western history of media, we have been offered
a continuous set of conflicting tropes, images and ideals regarding what it means to be a
man.23 As Moss highlights, differing socio -political and cultural contexts dictate what
this man looks like, who he is and what he does.2* Therefore, we do ourselves a
disfavour by not looking at media repr esentations and the cultural discourses
embedded within our cultural artefacts. Studying imagery allows for us to readily
explore how masculinity is being constructed on a visual scale and to determine
whether or not these constructions are informing how w e ourselves understand what it
means to be masculine?> 26 Reeser contends that we have to remind ourselves of the
very complex nature of media imagery and its meaning within a socio -cultural context.
That imagery is both reflective of, and constitutive of, our contemporary reality. 27

Films, such as superhero geres, are fascinating artefacts to explore how
masculinity is embedded, utilised, and contested. MacKinnon argues that particular
genres of movies will utilise a specific narrative intended to attract a specific
demographic.28 For MacKinnon, not only do fil ms of the same genre share similar plots
and subject matter; the men and the women who appear in them act and behave in
ways which are stereotypical for that genre
the targeted audience?® In other words, we often believe that action movies are geared
towards boys and men because they naturally like action and superhero movies, and
the characters behave in a particular way
desires. However, MacKinnon questions this, arguing that movie genres such as

18 RaewynConnell Masculinities(Sydney Allen and Urwin.1995), 43.

19 RaewynConnel|l The Men and the BoyBerkeley University of California Press, 2000), 32.

20 Richard DyerWhite: Essays on Race and Cultgkew York: Raitledge, 1997), 25.

21 A postfeminist climate is understood as one twh builds on and challenges second wave feminist
ideology. See Rosalind GilGender and the Medi@Cambridge: Polity Press, 2007), 44.

22 Andrea Waling,* Her oe s, R e t Narrativea of €onfcdng Maseulinities and Tensions
within Contemporary Australian Medi®utskirts: Feminisms along the Edge, 2014.

22 Mark Moss,The Media and Models of Masculinifylymouth: Lexington Books, 2011), 6.

24 1bid.

% |bid.

26 ReeserMasculinities in Theory]0.

27 bid.

28 Kenneth MacKinnonRepresenting Men: Maleness and Masculinity in the Médimdon: Arnold.
2003), 40.

29 Mackinnon,Representing Mer0.

[8]
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superhero and action are geared towards boys and men because they recreate and
sustain a sociaktcultural belief that men like superhero and action movies. 30 Therefore,
they utilise a set of characteristics and narratives about ideal masculine imagery that
men are then expected to admire, and perhaps in some way or another, replicate in their
daily lives. 31

Heroic Masculinity & Villains as Other

Heroes have been popular in academic discourse, with plenty of works that
explore how the hero functions. Masculinity, 32 nationhood, 33 gender and sexuality,34
and bodies 35 are but a few of the major points of enquiry for scholars in exploring
cultural representations of superheroes. Narratives of superheroes tend to associate
manhood and masculinit y wi th ovisibly contributing 1t
world (technology, finances), political situations (war, terrorism), other living entities
(enemi es) , and oneds pe BésTeenhard becbmestor is ynadd, aut o
through birth or event, 3738 and i s often juxtapo3Ehdyvilamgai nst
however, is difficult to locate in scholarship. Generally under -analysed, or only in
addition to the superhero, the supervillain is often ignored in many writings. Despite
the fact that the supervillain too is made, they are often characterised as having an
i nnat e 6evil 6 while simultaneousl!l y, -gopecovi d:
corrupted.

Heroes are typified by their self -sacrifice, their adherence to a strict honour code,
and their concern for the greater good.4° 41 The masculinity they embody is entangled
with notions of morality, ofself -sacr i fi ce, and i n some ways,
of the hero and masculinity best surmises this man, where

30 |bid.

31 |bid.

%2Robloy* Compl ex Ma®cul inities

33 AlexanderClarksan, “ Vi r t uall Heroes: Boys, enmdy sndMat Gomicst y and

1945-1995 THYMOS: Journal of Boyhood Studizsno. 2 (2008): 177.

34 Gareth Schott, "From Fan Appropriation to Industry/Rmpropriation: The sexuabentty of Comic
Superheroe$ Journal of Graphic Novels and Comitsno. 1 (2010): 22.

%5 Aaron Taylor, ‘He' s Gotta Be Strong, and He’'s Gotta Be
Life” : | nvee stthieg aBngne nd e r e dburralwpPepulareultoré 0B rood (2007):346.

36 VoelkerMorris and VoelkeMo r r $tixck inT'i g hJownal’of Graphic Novels and Comibs
no.1 (2014): 102.

37 Kenneth Boon; Her oe s, Met anarrati ves,in @ontempdranyeVedeanr a d o X
Culture} The Journal of Men'Studiesl 3, no.3 (2005): 302.

%%Robl ou, “Compl & Masculinities,"”

% Shannon R. Wooden and Ken GillamR,i xar 6s Boy Stori es: Mascul inif

(WashingtonRowman & Littlefeld Publishers, 2014), 169.

“OClarkson,” Vi r t uagl” Helr7oes

4! Fabio Paraseco)i“* Gl utt onous Cr i mes : nd b ;mgestion®b Maisculinitih 0o o k s, a
Women's Studies International Foruy#, (2014): 236.

[9]
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the hero figure encompasses both agacy, in the aggrandisement of
masculine accomplishment, and androgyny, in the exaltation of self-
sacrificeéHe [t he gr edountamanmhith itisgood
and pleasant to be near. The light which enlightens, which has
enlightened the darkness of the world; and this not as a kindled lamp
only, but rather as a natural luminary shining by the gift of Heaven; a
flowing light -fountain, as | say, of native original insight, of manhood and
heroic nobleness; -- in whose radiance all souls feel that it is well with
them.42

As Boon suggests, heroes are meant to function as the light in darkness, to find
justice in corruption, and to uphold a set of standards and values that everyday citizens

cannot43 V i
peace,
person

The

l I ai ns, on the other hand, are 0
serving t he narrative function

he I

t hinl
of

i fying fairly simple ©6evi P#drheividainijsuxt ap
believed to lack an inherent sense of morality, has a warped sense of morality, or is
damaged to a point in which morality cannot exist within him. He is viewed only as a

spectacle, someone we are meant to hate and disassociate from, rather than regarded as
importan t or significant.

herobds body is unmistakably mas

visually who the hero is. He maintains the now widely acknowledged broad shoulders

and V-shaped torso, his arms and thighs bulge with muscles, his pecks and abs abarly
discernible, or replicated in the costumes he wears.45 Indeed, as scholars point out, the
body, and associated practices (e.g.
their naturalness, their muscularity, and their mastery. 46 47 Male heroic bodies are only

enhanced, for some, by access to supernatural gifts or technology that aids, but does not
replace, the body, such as that of ronmanThe superherobds bod
the site of his strength, virility and agility. 49 His body b ecomes like a machine in its ever
readiness, reliability, and immunity to mortal perils. 50 51 52 53 The existence of such a

her oos

42 Kenneth Boon; Her oe s, Met anarratives, and the tdmar
Culture! The Journal of Men's Studié8, no.3, (2005): 302.

“Boon, KennétBO2¢Heroes,

“Woodenand GillanPi xar 6s B8y Stories

“Coughlan TheetNaKer o and Model Man,” 235,

46 | bid.

4’Roblou, Compl ex MaZcul inities

“8MasaniMcGee,* Bi g Men in ,Spatngly Outfits

“Boon, KennétBO4“Heroes,

S0 parasecoli;, G| uotutsonCr i mes, " 238.

IRoblou,* Compl ex Ma®cul inities

52 Frederico Boniy Frami ng Medi a Mascul init i besBiopoliesofths

Male Body; European Journal of Communicatidf7, no.4 2002: 467.
3wendyVarney,* Of Men and Machi n eysinBoys mayg Eesinist Btudd@8s c
no.1 (2002): 156.

[10]

cul i

y., O

adox
Lifest
ul i nif



Deconstructing the Super(hero)villain:
Megamind and Cinematic Representations of Masculinity
0 Andrea Waling

body | eaves the superhero as balanced, i n c
hesitation or a backward glance: the superhero knows wh at h e >4Thissalloivo d o .
such a hero to generate a

masculinity that replaces control over external space with control over the
body in situations of extreme risk. Such risk masculinity is performed by
placing the body in life -threatening danger, on the edge of human
capabilities of endurance and survival, and recovering physical safety
through exceptional skill¥ and reliance

Male villains, however, often lack such bodies, with some exception. Some are
marked by deformity, mutation, by short stature or asymmetry. Others may perhaps be
giants, the muscular body taken to grotesque proportions and demonstrate brute
monstrosity devoid of cognitive or rational thinking. Still others may be thin, gangly
and wiry, relying on manipu lation, status or extreme intellectual capabilities that may
border on lunacy, rather than physical mastery. For many, their bodies are
guestionably masculine, perhaps androgynous, perceived as feminine, demonstrate
engagement with perceived feminine practices (i.e. makeup or theatricality), or may be
beyond the recognition of binary gender. Many villains will rely on material means,
such as weapons, technology and gadgetry, rather than their physical bodies and are
often Oweakenedd wBkériindered. While the hero dobo may asee s
gadgets and technology, this is only to enhance his abilities. Batman is a prime example
of such a hero, where while gadgetry and technology are a cornerstone of his existence,
it is his physical strength and agility that enables him to ultimately succeed. Even
exceptions, such as Ironman who is reliant on his suit to win his battles, is still
positioned as natural, as his swdThe here sl i cat
situated as having natural abilities even when aided with technology or other
superficial/supernatural means. However, the villain is configured as unnatural, and
these ideals are then |linked to beliefs abou
In such readings, the villain is generally positioned as either being too hyper -
masculine, or lacking a masculine context as a way to contrast the identity of the hero.
However, this Iis a too simplistic rendering
Megami ndds vil | aomplecatesl and mewr f@amst o masculioity as fed
through shifts and changes in socio-cultural beliefs and ideals can be recognised.

“Roblou Compl ex Ma’scud.inities

% JeanneCortiel and Laura Oe hmd@ he “ Dar k Knight' s Dystogmd an Vi s
Amer i can Nat Ewopeanh Journdl@ffAmeéritayg StidiEs, no.2(2015): 8.

Masani, “Big Men in Spangly Outfits,” 12.
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Affirmation
The initial recognition of Megami ndds Vi

colours, the settings he residesin, his ineptness at physicality, and his great but rejected
aptitude for intellectual innovation. Here is where standard, masculine ideals are
affrmed for us in the heroic imagery of Metroman, and through the Othering of
Megamind. These ideals are comforting, drawing from nostalgic imaginings of a time
where masculinity is secure, stable and uncomplicated, linked to notions of protection
and natural physicality. 57 The beginning of the film is important, despite its humorous
inclination, its use of strong colour contrasts in the representation of Megamind and
Metroman already pinpoint to us who is valued and who is shunned. Kress and van
Leeuwen note that colour can be understood as a grammatical language, it can give
culturally understood meaning in given ¢ ontexts.>® Such language can be learned over
time and have an associative origin.>® Whiteness is often understood as a representation
of purity, gold as opulence and warmth, blackness as fear, and blue, in some cultures,
as cold and evil.80 Megamind is introd uced to us here as having blue skin, bright green
eyes, and a large, bald head, while Metroman resembles a human with light skin, a
head full of brown hair, and soft blue eyes. The bodies of both are stark contrasts, with
Metroman conforming to highly musc ular ideals, while Megamind maintains a thin and
wiry physique. Megamind is already framed here as different, as Other through his skin
colour and physical features. We can, without much provocation, discern the hero and
the villain through visual represen tation before any acts of good or evil are present.
This use of colour differentiation continues, where Megamind is often placed in blue
and black garb, residing in decrepit buildings, shrouded in darkness, and surrounded
by mechanical creations, devoid of any interaction with the natural world as an

extension of Megamindds | ack of engagement
framed as ©6énatural ,d often shown in garb an
interaction with the natural environmen t. Such representation is linked to both the
herods existence within, a%Mdegamindis enfiguredds, t he
unnatural through his reliance on machinery to compensate for his frailer form.
Megamind i s thus mar-rkaesdculviinseuw.ad | y, as O6non

Megamind maintains that his difficulty with morality is determined through his
upbringing with criminals, but his experience in school says otherwise, that such
understanding is damaged through the fear of his intellectual capabilities by his p eers
and figures of authority as a young child. Wooden and Gillam note that children who

5 Sara Geeand Steve J. Jacksorf, Lei sur e Cor prandCulture, msd, the Edsis rof B
Mascul inity: ttther rpMa m’htAdv éUIBisuesStudiedl, al (2014)i 8§.n ,

8 GuntherKressandTheovan Leeuwen* Co |l our as ano®sefona gramimar ofrnalodire
Visual Communicatiof, no.3 (2002):348.

% Mubeen M.Aslam, “Are You Selling the Right Colour? A Cregxiltural Revew of Colour as a
Marketing Cué) Journal of Marketing Communicatiod®, no.1 (2006)16.

0A's | aAre You Selling the Right Colout? 1 6 .

1Cor ti el aThhde Omahrmke ,Knfi ght, s ®ystopian Vision
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play in ways that do not conform to standard narratives, such as the destroying and
rebuilding of toys, are often illustrative of a gifted mind. 62 Actions or behaviours of
such children, which appear delinquent, can be the consequence of thwarted intellectual
gifts.®3 Repeatedly, Megamind is shunned for his intellectual capacity and quick
thinking against the bullying tirades of his peers as a child, his forms of play dif fering
from the standard narratives. Through constant reprimand when technological
attempts backfire, or his achievements ignored in the presence of the great physicality
of Metroman, Megamind learns that his intellectual capacities are not valued, and that
his worth is only obtained through behaving in felonious ways: it is the only thing that
he is 6goodd at. The film then O0instructs it
t al e # wikete the physicality of Metroman is praised and rewarded, whil e the
superior mind of Megamind is configured as something to fear.

Sexuality and gender also play a role because ideal masculinity is often
intricately related to acknowledgeable heterosexuality, 65 66 whereas sexuality that might
appear ambiguous or queer is considered feminised.678Met r omands het er os .
clearly articulated through the assumed romantic relationship between himself and
Roxy the journalist (a gesture towards Lois Lane of Supermai), alongside the adoration
from his female fans. Megamind, however, with his close and intimate friendship with
Mi nion (a talking fish in a robotds body),
perhaps, for some, homosexual. He is representative of what scholars refer to as the
designated queer Other 6° that challenges and seeks to undermine institutions of
heterosexuality, bi nary gender, and mascul in
(lacking a gender) furthers this ambiguity,
is firmly planted in a simple binar y of man/woman. Last, but not least, is the naming of

such characters themselves. We are already ¢
to the signifier in his name, a reminder that while Metroman is a hero, he is at his core, a
man. Megamind, however,is desi gnated as object, it or O

referencing his acute intellectual abilities tells us he is not a man, and lacks a gendered
context. Through these representations, and in conjunction with strategic use of setting
and colour, viewers are taught that athletic prowess, strong bodies and social

62\Wooden andsillam, K.Pi x ar 6 s BlF3174St or i e s,

53 1bid.

54Wooden andillam, K.Pi xar 6 s B®&®y Stori es,

% MichaelFlood,“ Mal e and Female Sl uts: Sobniof3eaial Retatits St abi | i
among Young Heterosexual M&mustralian Feminist Studie28, no.75 (2013): 97.

% Diane Richardsorf, Yo ut h Ma aompéllingiMalke HetesosexualityThe British Journal of
Sociology61, no. 4 (2010): 739.

57 Raewyn Connelli A Very Straight Gay: Masculinity, Homosexual Exgarce and the Dynamics of
G e n d American Sociological Revieb?, no.6 (1992): 740.

%8 Bethany M. Costonand Michael Kimmel, “ Seei ng Privilege Vislede r e It
Masculinities and thintersectionality of Privilegé,Journal of Social Issue38, no.1 (2012): 100.

8 Judith Fathallah? Mor i arty’'s Ghost ©6rthbke BBCeTelevlBibneNew op ki on
Media 16, no.5 (2015): 492.
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conformity as tied to (traditional) masculinity are good, while intellect, creativity and
difference are bad.

Problematisation

Masculinity becomes problematisedvh en Megami nd o6def eat sd M
latest battle. As ideal masculinity in the hero is configured around morality, natural
strength and justice, the O6deathd of Metror
masculinity in the film. Megamind, alrea dy configured as the Other and as lacking any
engagement with ideal forms of masculine identity, has triumphed not through
physicality, but intellectual capacity. This troubling situation is furthered through a
wake of devastation wrought onto the city, a reflection on what Edwards maintains is
the damage changing ideals of masculinity can potentially have on broader social
systems’™®Megami ndds exi stenti al crisis highlight
|l oss of purpose, wh adr isscihsod aa f$ reflactedttbebngdn ii tsy ,t
the O6crisisd of MetroCityods destruction and
subsequent personal loss is indicative of shifts in perceptions of masculinity, linked to
the rising technological zeitgeist w here intellectual prowess and technological aptitude
are becoming more valued,’? the loss of physical and industrial labour to signify a
masculine self to corporatisation and white collar office work, 73 and shifts in social
expectations r e g arr pesemtgtionmsgnadlisg togtken apgrehension
concerning the now aesthetically groomed male as culturally expected.?4 75 In crisis, the
nostalgia and lament for a simpler, stable, and essentialist masculinity is often utilised
as a response to the belief tlat the traditional roles of men have eroded, leaving them in
a state of anxiety and insecurity. 76 77

In response to such crisis, Megamind attempts to reaffirm traditional masculinity
by creating a new superhero, Titan. Drawing from his knowledge of ideal ma sculinity
through the ©6deceasedd figure of Met r oman
Megamind endeavours to recreate such imagery through unnatural means as a way to
quell his own personal dilemmas. This attempt parallels contemporary cultural
practices in reinstating a much simpler, recognisable, and more natural, traditional
masculinity as a response to 6crisisd by men

0 Tim Edwards Cultures of Masculinity(New York: Routledge, 2006), 10.

"t Edwards Cultures of Masculinity10.

2 Linda McDowell, Redundant MasculinitiegOxford: Blackwell, 2003), 26.

B Li e MeTeehnomgy arfd Masculinity: The Case of the Comput&uropean Journal of
Women's Studieg no.3 (1995): 382.

74 SusanBordo, The Male Body: A New Look at Men in Public and in Privéiew York Farrar,
Straus and Giroux, 1999), 220.

S Matthew Hall,Metrosexual Masculinitie{London: Palgrave & MacMillan, 2015), 7.

®"Gee and Jaeck LCom,po‘rlagiiowmrs, ” 86.

"7 Edwards Cultures of Masculinity10.
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and their ultimate failing in doing so. #He i s frustrated witng Tit
him resistant and uninterested in upholding the traditional masculine attributes and

values of Metroman. Instead, he is narcissistic, sexist, misogynistic and selfish, a
reflection of what Waling and McCaughey term the retrosexual, a reversion back to

archaic ideals of masculinity that while believed to be linked to traditional qualities and

beliefs, are more marked by chauvinistic attitudes rather than heroic values of morality,
selflessness and justice®80Even t he name, OTi t amid,rechevingpt e s
himself from ordinary, everyday existence as a man. Thus, masculinity becomes
problematised, where the older, traditional model is no longer viable yet longed for, but

is unable to be replicated in a postfeminist and globalised climate.

Re-imagination

What marks Megamind as subversive is his re-imagination of masculinity.
Through Megamind we can see a reconfiguring of masculinity as articulated through
changing social beliefs, practices and norms. In particular, the emergence of urban
masculinities has led to labelling of iconic identity categories such as the metrosexual 81
82 or the sensitive-new-age-guy (SNAG), 83 where masculinity is compounded with a
number of new cultural variants, such as engagement with consumption, fashion and
technology, sensitivity, and intellectual prowess. Such depictions are made possible
through Westernisation, consumerism, feminism, queer politics and globalisation, 84 85
alongside the valuing of technological aptitude and a shift where men can engage in
feminine practices, as long as they do so to seek the attentions of the opposite gende¥¢
Thisre-i magi nation i s achieved through Megamind
t hat enables him to spend time with Metrom
disguise is representative of the acceptance of masculinity that is not embedded within
traditional ideologies, but still maintains some engagement with them. Bernard, while
geeky, intelligent and slim, is also courteous, a gentleman, and unmistakably,
heterosexual. Through his engagement with R
shed any perceived homoeroticism regarding his relationship with Minion, which
comes to a climatic end when Minion accuses Megamind of manipulating and tricking

78 Edwards Cultures of Masculinity10.

®Waling, “Heroes, Retros and Metros."”

80 Martha McCaugheyThe Caveman Mystique: Pdparwinism and the Debates over Sex, Violence,
and Science(New York: Routledge, 2007), 52.

81 Mark SimpsonMale Impersonators: Men Performing Masculinifzondon: Routledge Chapman &
Hall, 1994), 10.

82 Hall, Metrosexual Masculinitie23.

8 Anthony McMahon,” Bl ok us Do me ssitiie tNews Age Qui mAusBadial Journal of
Australian Studieg2, no. 56 (1998): 147.

84 Steven M. Whiteheadvlen and Masculinitieg(Oxford: Blackwell Publishers2002), 34.

8 Deanna A. Rohlinger, Er ot i ci zi ng Me n : Cul tising and Malenf | uenc
Objectification” Sex Roled6, no.3 (2002)64.

8 Hall, Metrosexual Masculinitie23.
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Roxy. Megamindds conflict between who he 1is
of the competing natures and tensions between different ideals of masculinity and its
relationship to sexuality, where there are a multiplicity of forms available, but only one
is believed to be the true and authentic version.®” Indeed, the difficulties that he
experiences in trying to be both supervillain and everyday citizen in his roles as
Megamind/Bernard, is reflective of such tensions between what it means to be
masculine in a postfeminist and consumerist climate that is consistently selling new
ideas and contesting old ones& What Megamind provides for us within this re -
imagination is a look into raw vulnerability and emotion, in particular, when he is
coldly rejected by Roxy when she learns of his true form, signalling both the anxieties
and acceptances concerning men whoengage in more feminine practices and do not
adhere to traditional models, such as the fear of potential feminisation and
homosexualisation.89

The most pivotal point in this re -imagination is at the end of the film where
Megamind is able to defeat his newly cr eated ©&éherodé Titan. T
newfound acceptance of Megamindds complicate
the simpler, old form. However, this defeat is only achieved when Megamind is faced
with the reality ofisteie.tHemre nVegadisd ishconttahtedhwitre x
the nostalgic image of masculinity he himself has been desperately trying to recreate,
but its once glorious figure has now faded in the overweight, stubbled face of
Metroman. Pertaining to what Davis notes is th e reflexive nostalgia, the process of
reflecting on events/times/places that move beyond a simple sentimentalisation to
questioning the inherent positive evocation of a lived past, °© Megamind is forced to
realise that perhaps his nostalgic remembrance of Maroman is only that and cannot be
replicated. Feeling dejected, Megamind attempts to defeat Titan by using a disguise of
the old Metroman, but he is easily found out. Such deception, and subsequent
revelation, illustrates the complete loss of the tradition al model of masculinity, and that
Megamind must find a new form that can che
Megamind thus draws on his own strengths as a supervillain (intellectualism,
theatricality, mechanical innovation) and manages to defeat Titan, a reflection on the
attempts to ©6defeatd the concerns around t
entrenched with chauvinism, anti -intellectualism, and misogyny. 9 Here, Megamind
becomes publically recognised as valued, furthered by the draping of Metroma n @ s
former white cape across his shoulders to signify the merging of different masculinities.
No | onger required to O6hided as Bernard, nor

8Waling,“ Her oes, Retrros and Metros

88 JohnBeynon,Masculinities and Culture Rhiladelphia: Open University Press, 2002), 53.

8 Hall, Metrosexual Masculinitie23.

9Fred Dais, Yearning for Yesterday: A Sociology of Nostalgiandon: The Free Press. 1979), 21.

% Raewyn ConnellMasculinities (Sydney: Allen and Urwin. 1995), 43.
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identity has become part of the dldartder tgadiis

form of Met r oman. l ndeed, Metromands hidden
acknowledgement is a reminder that such ideals of masculinity continue to exist.
Rat her , Megami ndds accept an c-eulturakbeliefls that sénr at i v

can engage in feminine practices, the gift of extreme intellectualism can be a positive

trait for men, and that men can maintain a number of different masculinities.
Megamindds acceptance al so gestures towards
fluidity of sexuality and gender, as he repairs his relationships with both Roxy, his
heterosexual love interest, and Minion, his sexually and gender ambiguous friend, but it

is not made clear with whom he eventually (if at all) builds a romantic relation ship.

Conclusion

There is value in exploring the supervillain beyond assumptions that his only
function is the feminised, marginalised or emasculated Other when contrasted to that of
the superhero. Megami ndds devel besmismhowas a
we view and understand masculinity in a globalised and postfeminist era, rather than a
simple opposition to the superherods mascul
whereby we are forced to reflect and sympathise with the supervilla in rather than the
superhero, we can see how masculinity is contested and complicated. Through
Megamind, the cultural shifts and dynamics of masculinity are rendered visible, they
are affirmed through the immediate association of Metroman as hero and Megam ind as
villain. Masculinities become problemati sed
Megami ndds attempt at reviving such form,
Megamindds taking up of both new and ol d way
though, Megamind is flawed, and these flaws can be recognised that otherwise, must be
ignored in the construct of the perfect, stoic, masculine superhero. Such recognition of
these flaws enable the questioning of masculinity, and it is through the supervillain that
we are able to relate to such a condition, the frailty and fluidity of what masculinity can
be, rather than what it should be.

Acknowledgements: | would like to thank Dr Masha Davidenko for her helpful
reviews of early drafts of this piece.
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Abstract

Director Kevin Smith understands guys, particularly the men of Generation X and of

the Northeast corridor. | n Smit hds oO0OView Askewniverse, 0
assorted projects, much attention is given to time and place. Although his first

feature, Clerks (1994), remains a critical and pop cultural marker of success, our work

looks to review the relationship between gender, time, and physical space that takes

place in Chasing Amy We do this by considering the numerous male narratives that

take shape, underscoring traditional notions of masculinity and/or challenging these

very perceptions predicated on the settings in which events takes place. For Smith,

the age-old adage rings true: location, location, location. Accordingly, masculinity
functions in his films not in a sweeping essentialized sense, but rather as an identity

mar ker forged in a distinct place. Smithos
the viewer to do so is nothing if not overt. Shot in four locales, comic conventions,
suburban NJ, urban NYC, and at a nondescript diner along the road of one of the

many tributaries that spill in and out of Gotham, gender is brought under

scrutiny. Smith notes each location, whether through drastic shifts in scenery,
collocating main street USA with Broadway, or by simply opening the scene with

texti a stark indicator of the here and now. In these localized vignettes, stories are

toldii particular narratives uttered i each with a distinct tone, highlighting the

plurality of masculinity predicated on di stinct moments rather than some
overarching gendered script.

a)

Keywords : Hegemonic masculinity, masculinities, space, place, Generation X, Kevin
Smith, slacker, gender fluidity

[22]



Where We (Dondt) Be
0Chasing6 Kevin Smithds Mal
Space and Place
0 Robert Mundy and Paul Ziek

Where We (Dondt) Belong
oChasingo Kevin Smithds Mal
Spaceand Place

Robert Mundy and Paul Ziek

Introduction

Location, Location, Location

Kevin Smith of Clerksfame understands guys, particularly men of Generation X
and of the Northeast corridor. I n Smithoés 0
assorted projects, much attention is given to time and place. He, like many filmmakers,
writers, and artists, is a product of his era, to this day maintaining the slovenly
aesthetidi shorts, hat to the back, hockey jerseyi that defined the slacker identity of
1990s, Generation X American culture. His first feature, Clerks(1994), remains a critical
and pop cultural marker of success and situates him within the gestalt of fellow Gen X
auteurs, writers and directors such as Richard Linklater (Slacke), Ben Stiller (Reality
Biteg, and Cameron Crowe (Singleg . The male characters in
aforementioned Clerks and later Mallrats, his comedic look at lost love and
consumerism, find themselves in similar circumstances to the males of the film genre
and larger generationii trapped in the day -to-day minutia of living fi in what Douglas
Coupland describes aswor ki ng dead m0OA gpdwldwoprestige, low-
dignity, no -future job in the service sector. Frequently considered a satisfying career
choice by peopl e wh-all in ehateseem#$ te bej theoanoédance of
work fi shirking what they see as partaking in the culture of their Boomer parents.

Smithdés distinction, what gives his film
setting, electing to situate the majority of his works in the middle -class suburbs of
central New Jersey. In doing so, in keeping with the places and people he knows best,
Smith creates true, robust characters rather than repeating archetypes; he breathes life
and soul into men who could easily be stereotyped or casted to simply recapitulate
male insurrection. For Smith, the age-old adage rings true: location, location, location.
Accordingly, masculinity functions in his flms not in a sweeping essentialized sense,
but rather as an identity marker forged in a distinct place. Although suburban lives

! Douglas Couplandzeneration X New Yor k: St . Martin’'s Press, 1991
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often read as hamogeneous over large swaths of the American landscape, the men
Smith constructs are nothing if not, well, New Jersey. They are products of the urban
sprawl, owners of post WWII tract homes reminiscent of Levittown, NY 0 hustlers,
gui ck tal ki nothe edge satlof gays. oTheircollars are neither blue nor
white fi but rather a hybrid, suggesting that their lives remain intimately connected to
manual labor, regardless of the middle -class zip codes in which they live. These are the
sons of plumbers, factory workers, and longshoremen, and although more times than
not college educated, their affect, language, and performance of masculinity signals
more working than middle -class.

ChasingAmy Smithds third feature i n whsey
Trilogy is a pseudo romantic comedy that follows Holden, a twenty -something co-
author of a popular underground comic book who falls in love with Alyssa, a lesbian,
and eventually succumbs to the tensions created by her sexual past. Smith maintains
his pact of keeping the narrative within the confines of suburbia; however, he does so
only through brief interludes. Instead, Smith opts to juxtapose suburbia with the urban
center of Manhattan, keeping his male

move throughout the film from locales of agency, the hamlets in which they live, work,
and socialize, to spaces that leave them on the margin, the inner city culture that,
although only miles away from their homes, reads as an exotic locale to these bridge
and tunnel types. In doing so, masculinity is presented as fluid, evidenced by its
changing narratives and performances that are predicated on the spaces in which the
male characters find themselves.

Our work looks to review the relationship between gender, time, and physical
space that takes place inChasing Amyby considering the numerous male narratives that
take shape, underscoring traditional notions of masculin ity and/or challenging these
very perceptions predicated on the set
approach to navigating gender in Chasing Amy or helping the viewer to do so, is
nothing if not overt. Shot in four locales, comic conventions, suburban NJ, urban NYC,
and at a nondescript diner along the road of one of the many tributaries that spill in and
out of Gotham, gender is scrutinized. Smith notes each location, whether through
drastic shifts in scenery, collocating main street USA with Broadway, or by simply
opening the scene with textii a stark indicator of the here and now. In these localized
vignettes, stories are told, particular narratives uttered, each with a distinct tone,
highlighting the plurality of masculinity predicated on dis tinct moments rather than
some overarching gendered script.

Theoretically, Smith is doing something sophisticated with his presentation of
masculinity in Chasing Amy problematizing it in time and space. By identifying a
moment in time (such as Generation X) Smith employs what Michel Foucault calls an

[24]

Be
Ma |

has

char:
prominent wuse of the verb oOchased il lustrat

t

ng



Where We (Dondt) Be
0Chasing6 Kevin Smithds Mal
Space and Place
0 Robert Mundy and Paul Ziek

archaeology, an excavating of masculinity from its prevailing narrative, thus making it
responsive to a given historical and cultural moment fi a specific time of specific events
and circumstances? In his first maneuver, Smith isolates the larger male narrative from
its extended history. In other words, he talks not of men in a sweeping sense, but of
di stinct men of a particular er a, turning
gendered issues to highlight the play that exists between intersections of identity and
time. From the opening scenes of the film, Banky and Holden are ostensibly aware of
their gendered selves, along with the complications, the strikingly 1990s complications,
that are attached to masculinity. Their frustrations are clearly tethered to the moment,
indicative of the struggle to find generational male identity: to differentiate themselves
from the presentations of masculinity that preceded them by their Baby Boomer fathers.
White middle -class men of Generation X struggled on many fronts, perhaps no
more so than in scratching out a contemporary narrative to counter that of their
predecessors. By the 1980s, fissures in the facade of masculinity were becoming more
apparent, particularly in regard to work. The ethos of the era, consumerism, helped to
construct men who were oOoupwardly mobil e
we al & howeéver, the competition for such material success proved rather
problematic, leaving Boomer men alienated both at home and in the workforce,
tethered to their cubicles, prepared for the drudgery of the day, to garner a wagefi to
quantify success according to what their salaries could purchase. As Michael Kimmel
describes, Boomer despondency soon became Wat their sons of Gen X contended with:
Sometimes, this male malaise is expressed as a yearning for a deeper, more
authentic version of masculinity than the o
While in the 1980s, this sense that the standard definitions of masculinity had left
middle -aged men seeking more emotional resonance..., by the mid1990s, this had
trickled down to their sonsé A gnawinhg sens
meaningless, and inauthentic led these young men not to ponytails and red Miata
convertibles bt to ofight clubs. o
Were all men of this era destined to join bare knuckle, underground boxing
clubs, to fight no holds barred in the basements of bars and parking lots of convenience
stores? In simple terms, the obvious answer is no; however, the unease of the moment
was palpable. Although frustration led to eventual anger, as the work of Chuck
Palahniuk attests, such indignation was not the only manner in which men elected to

(@)

2 Michael FoucaultDiscipline and Punish: The Birth of the Pris@dew York: Vintage Books, 1977).

3 Deric Greene, Generation x and generation ¥rinyclopedia of Identifyed. Ronald Jackson
(Thousand Oaks: Sage Publications, Inc., 2010), 311.

4 Michael Kimmel,Manhood inAmerica: A Cultural HistoryNew York: Oxford University Press,
2006), 220.
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perform their masculinity. > For others, to be a man meant to simply drop out, to
remove themselves from the rat race that def
Between these two polarized notions of masculinity, the gross imbalance
between the angry male and the drop out or slacker, exists the men of Chasing Amyfi
characters who are living in a cultural moment of uncertainty, trying to come to terms,
to script where they exist on the spectrum of male identity. As Michael Messner notes
in Politics of Masculinity: Men in Movementsmen of the 1990s, like gerrations before
and after, found themselves confounded by the question of how to properly enact their
masculine selves8 Similar to men of previous generations, Gen Xers sought gendered
security by either removing themselves from the public (slacker), the weekend retreats
to find or to recover lost masculinity that Robert Bly discusses, or through a circling of
the wagons around masculinity, protecting it against perceived attack, at all cost, as the
Mends Rights movement and $ tager)milnsceeatiognthisc | e ar
dichotomy, gender is incorrectly understood in fixed terms. Individual identity is far
too complicated to suggest that we can place men into distinct boxes by assigning them
definitive characteristicsii markers that are present at all times in all spaces. Although
the era certainly provides necessary context to a reading of men, inChasing Amy Smith
does far more than respond to existing cultural trends.
If the sociocultural and socioeconomic moment of the 1990s functions in a macro
sense to provide context for the film, geographic locations or physical spaces work in a
localized, micro-sense to challenge the grand narrative of masculinity, both socially and
historically. Anthony Giddens notes this connection between experie nce, identity, and
space, arguing it is of the utmost importance when considering the lived experience. 8
As Tim Cresswell points out in his review of the theoretical approaches to space and
place, geographers informed by Marxism, feminism, and poststructuralism believe
place to be socially constructed? t h at 0Cl ass, gender , and r a
treated as I f they happened on t héthdydappeniof a
space an?¥infarimgaed, béing informed by those who move through these
locales. In other words, space and place arer gendered, just as Doreen Massey suggests:
gender relations vary over space; they are symbolically gendered and some spaces are
marked by the physical exclusion of particular sexesfi home and workplace for
example.ll In moving the male characters of the film from place to place, Smith draws
our attention to an interesting phenomena, that identity is never neatly situated outside

5 Chuck PalahniukFight Club(New York: W.W. Norton, 2005).

6 Michael MessnerPolitics and Masculinity: Men in Movemer{féhousand Oaks: Sage Publications,
1997).

" Robert By, Iron John: A Book about MefCambridge: Da Capo Press, 2015).

8 Anthony GiddensThe Constitution of SociefZambridge: Polity Press, 1984).

9 Tim Creswell,Place: an introductior{(Oxford: John Wiley & Sons, 2015), 50.

10 |pid., 42.

11 Doreen Masseg)5pace, PlaceGender(Oxford: John Wiley & Sons, 1994).
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of time and space, thus varying accordingly. Pierre Bourdieu clarifies this very idea,
noting that capital extends beyond wealth to include social and cultural paradigms. 12
Proximtyto t he authoritative center determines ¢
a hyper-masculine persona may provide immense returns in a sports arena, but may be
marginalized in a classroom setting. The ethos, agreed upon values and ethics of the
majority , regulates what is permissible. However, such regulation extends beyond the
abstract, written and unwritten codes of conduct, and is realized in more concrete ways.
Individuals are in constant negotiation with each other and are therefore also mediating
time and place, and accordingly, making the self public when one feels a significant
amount of worth or muting the self, what Keniji Yoshino calls covering, when one feels
compromised.13

For the characters of the film, their identities and masculinities, which are
hegemonic, subordinate, cooperative, and/or marginalized, 14 are directly related to the
milieu in which they find t hepmsaeclev,eds.wo rAkti ntgi
position of authority, -ofmldg c e,t 6 dad dHdewargigastl=s h ey
Therefore, the locations of the film are more than mere backdrops; rather, they serve an
integr al role in sussing out identity format
what is produced and subsequently reproduced. Stuart Hall sees these multiples
notions of identity as part and parcel of the postmodern subject:

The subject assumes different identities at different times, identities which

are not uni fied around a coherent 0S €
identities, pul ling in different directions, so that our identities are
constantly beifg shifted about 6.

Smithoés male characters, whet her in the
are actively working to script their male narrative. In each distinct locale exist s
uncharted territory, as the fil mds pl ot c h

spaces, leaving the men ofChasing Amyin a constant state of flux.

by

ol | ove this shit, man . Thi s sobettilg i s a
allstoned,a | ki ng raw &bout chickséo

12 Pierre Bourdieul.anguage & Symbolic Powgirans. G. Raymond and M. Adamson, ed. J.B.
Thompson (Cambridge: Harvard University Press, 1991).

13 Kenji Yoshino,Covering: The Hidden Assault on OQivil Rights(New York: Random House,
2006).

14 R.W. Connell Masculinities(Berkeley: University of California Press, 2005).

15 Creswell,Place: an introduction172.

16 Stuart Hall,The Question of Cultural IdentitfCambridge: Polity Press, 1992), 277.

17 Chasing Amydirected by Kevin Smith (1997; Santa Monica, CA: Miramax, 2000), DVD.
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In the opening scenes ofChasing Amy Smi th brings the audie
sense of ©place and ti me. At a comic book ¢
Comicon, 6 the viewer is immediately aware o
tropes throughout the film, securing plot an d providing context and nuance to the
events and experiences that transpire in the scenes that follow. The camera, panning in
on the words o0comicdé and oManhattan, 6 focus
narrative that takes shape in accordance with the location. The convention is marked
by a wide range of characters, women scantily dressed as alien/numan hybrids, men
looking like Star Trek Klingons, and guys who resemble just what one would believe
the comic book enthusiast to look like: sloppy and d isheveledii as if they just rolled out
of bed in their parentsd basement.

In this unnatural, supernatural, or sci-fi-i ns pi red setting,-of-t he d
pl aced -pdracedn i sithenpatathetersd of what is permissible far more
blurred, farlessconf or mi ng. The comic convention see
ofpl ace, 6 allowing these individuals the fre
speak in cartoonish tongues, to find a respite from the marginality of their lives just
outside the doors of the convention center. Here, the comic book reading, stereotypical
virgin character, has a shot at intergalactic love - whereas in his local community, sex
seems to be as improbable as actually finding a universe beyond our own with a store-
bought telescope. The space, regardless of the fictitious overtone, maintains a gendered
identity. Hooper X, a gay man masquerading as a Black Panther, who writes a militant
African American comic, brings to light issues surrounding masculinity, even in this
galaxy far, far away. In public, his rhetoric reads like Marmaduke meets Malcolm X:

Always some white boy gotta invoke the holy trilogy. Bust this: Those
movies are about how the white man keeps the brother man down, even
in a galaxy far, far away. Check this shit: You got cracker farm boy Luke
Skywalker, Nazi poster boy, blond hair, blue eyes. And then you got
Darth Vader, the blackest brother in the galaxy, Nubian god! 18

Hooper, although thoroughly well -versed in the racial issues of not only
American culture but the Death Star, plays up his black rage and silences any notion of
his homosexuality. Hooper speaks into his awareness, telling Holden and Banky that
he needs o0to selll the i mage to sel/l the boo
wholebl ack rage angle if they found out®Ashe bo
a man, anger is palatable at the comic convention; it is what is expected of a man of
color; his marginal sexuality is not.

18 Chasing Amydirected by Kevin Smith (1997; Santa Monica, CA: Miramax, 2000), DVD.
19 |bid.
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Hooper X is adept at knowing the expectations of place, because, his sexuality
and race often signal him as other, and present numerous opportunities for him to be

oppressed: 0Screw that all for one shit, al |
minority of the minority, and nobody's supportin' m y a % Bor Banky and Holden,
Smithoés | eading men, two cartooni stBluntmano s c |

and Chronig their respective abilities to understand sociocultural and/or socioeconomic
privilege/marginalization is far less pronounced, f ar more naive. As two white,
seemingly middle -class, men, their existence is marked by privilege, a freedom they

both benefit from. In the world of comics, they embody the status quo of society 21 -

stories of weed and women, fornication and flatulence - the malaise of suburban men in

their twenties. At first glance, Holden and Banky seem to deserve such criticism, as

they are quintessent i?2 HoldenGaeQGokain-ike caacligan¥n hiser o e s
back, goatee framing his face, Marlboro Red in hand,and Banky, Hol dends
command, hat on backwards and beard unkempt, embody the slacker aesthetic of the

90s. However, neither feels particularly comfortable with such a moniker: Banky works

almost tirelessly throughout the film to understand his ma leness as he loses his friend

to love, and Holden attempts to assert himself as a man both in his relationship and in

his career.

Whil e at the same conventi on, Banky is fi
the midst of a tirade. His role in the creation of the comic he shares with Holden is
qguestioned by a couple of men seeking autographs. In their brief dialogue, the
autograph seekers press Banky to explain his work, stating outright that Banky is only a
otracer . 6 l nsul t ed,esBanhkiys aatrtte nspttisc tnmerexpr
colorist; the guy next to me draws iiteédo ol
shading to give the characters more definition. Only then does the drawing truly take
s h a p3eir@nic seeing as Banky lacks oth. His effort, however, falls on deaf ears, with
the patron getting the final word: 0No, no,
That s #dacitmg!sé exchange, Bankyds mascul ini
out in an all too uncommon m anner - men checking men, one surveilling the other in a
ritualistic asserting of bravado, what Michael Kimmel speaks of in his work
oMasculinity and Homophobi a: Fear, Shame, an

20 |bid.

2’Mat t hew P a u Cultival #&dummedntsahdeorganizationahstraint in the comic book
i ndu sldumal f CommunicatiodO, no. 1 (1990).

2Roger Ebert, EberbOjgéatle®¥k97t . com” ,

23 Chasing Amy

24 1bid.
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| den #ttheypdlicingof menbymenand t he subsequent oOapol o
when men act outside of the script.26
Holden, a bit more ego than id, also finds the convention center to be a place
strewn with complications. He has attempted, quite literally, to script himself, but has
fai led in articulating this message to his re
and Ted meets Cheech and Chongdo than ORosenc
and Est-ahpatdHolden expects. Although his comic is driven by the exploits of
his two stoner friends -- Jay, (Bluntman), a hypersexual, misogynistic, homophobe, and
Silent Bob (Chronic), an introvert who rarely utters a word, as his name suggests -- and
speaks to a disillusioned generation of men, he sees his work as more art thansmut.
Holden's plight is not unusual given the era, and he battles masculine ideals on two
fronts. In a sense, Holden embodies the slacker identity synonymous with the time,
writing comics, what many would see as a childish endeavor, opting to craft male
osuperheroesdé who are in all actuality pett)
the same time, he leverages his Jersey home and the men who have opted out of the
culture for his financial gain. Regardless of his true desire for being a cartoonist, these
two readings of Holden complicate his ability to understand himself. In other words,
can one be a slacker and an entrepreneur at once?
In the early stages of the film, Holden and Banky are tasked with determining
who they are as men in the tumult of generational change. The convention, a space
where, presumably, anything goes, presents concern for these men, as neither manages
to script a self according to how they would like to be recognized. The two suffer from
identical maladies, but from opposite sides of the same coin. In his working
relationship, Banky is feminized, thus countering how he perceives himself to be: the

Ohegemonico6 mal e. Wh a't he wants and what |
masculinity, is rather different - actually oppositional. Under the gaze of the male
comic patrons, Banky wilts to a state of o0su
as it i's assigned 0ot her-watld Baky plays mito one Gfo r e ¢
mascul i nityoos -tg hukaup, eoscountdr lveabal sviolence with threats of

physical. Holden, too, struggles with notions of hegemonic masculinity; however, he
operates from a position of decided subversion. His privilege in the space allows him
to be introspective, seeing ashe has all of the tools to dominate the roomii handsome,
articulate, and talented, not to mention white and male. The cultural understanding of
manhood, however, even within the comic convention, is in line with the hegemonic.

BMi chael Kimmel, “Masculinity and Homophdébia: Fea
Gender IRdce, Class ang Gender in the United Statds Paula S. Rothenberg (New York: Worth
Publishers, 2004).

%®Robert Mundy and Harry Denny, “No Homo!: Toward
for Wor ki ng GOlbsanthe CoMposition Classroorad. Genesea Carter and William Thelin
(Logan: Utah State University Press, forthcoming).

27 Chasing Amy
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As the teenwho is seekinghis aut ograph points out, Hol dend
intended senti ment ; rat her, his oartdé recaj
smokingd, blunt rollind, chick talkind dudes

0Somet hing You Should Khowé She has a

As the comic convention comes to a close, the viewer is finally introduced to the

female | ead of the fil m, Al yssa, operating
challenges the nascent male scripts Banky and Holden live and write. Through some
foreshadowing, she i s characteri zed 2%ygHoaperpskggdsting n wi
that her disposition may initially read as calm, possibly subservient; however, what she
brings to the film is anything but that. A

pretty robust, full of the bon mots he has been recognized for drafting. In the midst of
such rich dialogue, location is again made a focal point, with Hooper inviting Holden
and Banky out for drinks, -obpolsac eedv esnttat ussNootni |
of Manhattan, Hooper asks if the men wil.l 0
you stay for a round®Tihne tthweo ,bivgi,s usaclaryy acwatrye”
understand the role they fulfill as two Jersey suburbanites. The immediate chemistry,
or perceived chemistry for the likes of Holden, between himself and Alyssa is enough to
keep him in the city for a couple of extra hours. Drinks are had, dense chatter
verbalized, and by the end of the fiplaidyt cit
apparent. The inner-city bar as a distinct place with distinct codes and understandings
is made evident through the conversation as well, making the viewer aware of what
comes with a shift in scenery. The space, along with the heteronormative readings of
comics is queered by Hooper much to the di st
Jughead was the butch. That's why Jughead wears that crownlooking hat all the time.
He the king of qu®¥en Archie's world. 6

For Holden, however, his masculine/sexu al conflict will hit far closer to home
than the musings of some cartoon, high school misfits. Initially, Alyssa seems to be just
another conquest, a notch on the bedpost if you will. He is the leading man of his own
experience, and this interlude should present as no different than his past dalliances.
What will seemingly, or what Holden suspects, be the greatest obstacle is the distance
that separates them- the urban and suburban lives they lead. Smith elects to highlight
the shift in location by spel | i ng it out for the viewer as
Bank, NJ-Bank Hol dup Studios. o While in their s
city to meet up with Alyssa at a cl ub. Hoop

28 Chasing Amy
2 |bid.
30 Chasing Amy
3 |bid.
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variance betweent hese suburban men and an urban ider
burb thangs hate the city, but there is a shindig going down tonight that | think you
woul d real B2yl hge to Miemtwo M6 x, 6 anot her indicator

Lower -East Side Esbian haunt, is murky, in a literal sense, as smoking had not yet been
banned in New York City bars, and in a metaphorical sense, as Banky and Holden, so
caught up in this heterosexual narrative they have penned, miss the immediate irony of
their introduc tion to the club - a moment when Hooper queers their relationship, asking
Banky owhere is3¥his better half?¢

For a moment , Hol den, swept up by Alyssabd
her, perceives the gay bar in which he stands as an extension of amiddle -class,
suburban watering hole. He is blinded by his purported privilege, because he has
navigated this space time and time again in his life. Judging by his entrance into the
bar, he knows the dance steps, literally, all too well, even mentioning his ability to
0 c ab b ag e-apleat rodto the era and his noncosmopolitan ways. In Alyssa, he
finds a fellow suburbanite, a woman whom he believes to have shared a past, a local
product who knows the places, such as Quickie Mart, an homage to Clerks and the
people, the ogirl wh o 34 Ruacrk ead mo meematd, gAllyy stshae r
narratives parallel one another. In this same setting, Banky is even more oblivious,
unable to read the obvious context of the bar, revelling in the fact thatther e ar e o0a |
chi cks i n 3toktitosghe fatt that @e i®in a lesbian club, convinced that with
mor e women, his chances for ohooking updé i ni
responds: OYou 8r eecallys saying, yau foahlaop én your eyes, look
around.

ol | ove you, Il al ways will. K#ow that.

The remaining scenes of the movie take place, for the most part, outside of the
city in the homogenous confines of suburbia. The narrative of this space is tangible,
challenging both the masculine identity Banky and Holden have constructed as writing
opartnerso6 and friends and the nascent rom
desperately to develop. At home, Banky struggles with the growth of the
platonic/sexual relationship Holden and Alyssa have developed. The writing studio he
shares has been disrupted, as Holden has breached the man code by allowing a woman
to come between the two men: oThis relation

32 Chasing Amy
33 |bid.
34 |bid.
35 |bid.
36 |bid.
37 1bid.
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friendshi p and the timeds gonna come when | thr
or her . Then what a%r | momenis sgcb asntigeset Bankysisy ? 0
emblematic of the Gen X male that Michael Kimmel discusses, men who avoid work
and delay adulthood, guys who display a fraternal ideal even when well outside of a
permissible college age3®

Al t hough Banky is perhaps being a bit dr
inclusion his relationship with Holden can no longer exist, he is also rather insightfu .
Alyssads | ife embodies movement, i n the phy:
setting and back, and ideologically, transcending the normative experience that
suburbia engenders. In the city, where Banky and Holden struggle to find their way,
their performance of masculinity, although at times muted, remains evident, perhaps
marginal, but nevertheless accepted. For Alyssa and Holden to succeed in suburbia,
she must wash herself clean of her past- all that does not fall in line with the
heterosexual narrative of the space. In essence, she must apologize by repenting.
Ironically, both terms, to apologize and repent, suggest a sense of utterance- an
articulating of her transgressions. However, the opposite remains true, as only her
silence will afford her true access. In their first scene in suburbia, Holden, sitting on a

swing in the park, oplayfullyod explains hic
noting that relationships between men and women are correct because it is the

ostandmasddédl i ke virginity is |l ost only when
standard. ¢ Hol den, i ndicative of Mi chel F c
power, regulates what he, along with the suburban space, dictates as acceptable?

Through discourseort he act of silencing, Hol den, patr
terms of both spaAsethpdfi et ptpdgresses, Hol

to shoehorn, Alyssa into a heteronormative relationship/identity destroys their affair,
despite the affection the two have for each other.
Hol dends =ego, his inability to appreciat
complicates their relationship. The gendered/sexualized narrative of his hometown
becomes a burden he is neither prepared norequipped to challenge. At a hockey game,
Alyssa draws the viewer's attention back to her out -of-place status, electing to support

the wvisiting team: 0Since most of these pec
gonna cheer for t hiestvo rs4 Ndogreaterdruthlcdulchbeautteked g v
in this film. Al yssa, in the hockey arena,

passing through. While a fight unfolds on the ice between two players, Holden does

38 Chasing Amy

39 Michael Kimmel,Guyland: The Perilous World Where Boys Become (ew York: Harper, 2008)

40 Michael FoucaultThe History of Sexuality: An Introduction, Volumé@\kew York: Random House,
1978)

41 Massey, Space, Place, Gender, 179

42 Chasing Amy
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the same in the stands, instead opting for a passive-aggressive approach to battle,
guestioning Alyssafdts sexual past. Unt i | t h
innocuous sexual identity in the world of heteronormative suburbia, fake, pseudo sex as

he alludes. But now, upon learning of her heterosexual history, Holden feels
emasculated. He is no longer the only one doing the fucking; he is late to that party and

thus feels duped, even victimized. As a conquest, not an equitable partner, Alyssa fires

away at Hol demhi | @l Choldew Fiicwckodt bothen tide ice and

in their relationship.

Conclusion

By the end of the film, Holden is orphaned from both of his relationships. In a
final attempt to right the ship, to bring order to the chaos of the moment, he marc hes
forth, again, as the hegemonic male. With Banky and Alyssa in the room, his apology
reads more like his own hedonistic musings. His intentions are genuine, his realization
that his relationship with Banky has been damaged, that there may indeed be traces of

homosexual l ust bet ween the two, and that h
[ Al y s s a @4dirhes gnd @aices that are bigger than himself - a man he sees as being
0Oinadequatedé to rival her sheer powsgravely Hi s

flawed, thinking that having sex with both parties will somehow bring them all closer.

Candor aside, this tableau is unmistakably about Holden, a hollow attempt at allowing

himself to maintain all iterations of his male identity. In his home, just feet away from

where he scribbles his comic characters, Holden looks to create a scenario in which he

maintains his past and his future. The space cannot hold such a narrative. Alyssa

leaves, this time for good, and the place again resembles what itonce was. Parting, she

|l ooks at Banky and s*ays oOhe is yours again.o
In a diner, a space that functions as neither herenor therein the sense of the

urban/suburban dynamic of the film, Holden finally comes to understand his own

gender and sexuality. Sitting with Silent Bob, his friend and comic muse, he learns of

what it means to oOchase. 0 Il n essence, i f h

rather than somehow trying to situate, to combat natural movement, perhaps the film

would have ended differ ently. Bob eruditely urges Holden to think beyond the context:

oln | ove, you have to put the i nd4 e dinera l ah

signals the road, movement, and thus Holden is aware that space can be subverted, that

the hegemonic must not be recapitulated to find solace, that although seemingly

natural, rigidity is antithetical to life, that if the narrative is constructed, it can be

43 Chasing Amy
44 |bid.
45 |bid.
46 Chasing Amy
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subverted.4” At the pictureds conclusion, Hol den
however, this time, he is the artist he longed to be earlier in the film. His writing is no
l onger full of angst; rat her, it is omore p

again dating a woman, he tells her of his indie comic, the one about hurt and loss, the
one abaut the places he had been. He apologizes and walks away, prepared to
negotiate the spaces in which he finds himself rather than creating spaces to support
who he believes he should be.
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Abstract

This article examines the notion of female masculinity and gives an overview of how

it is represented in film andKilsBglevolilfandc al | vy
Vol . 2. I argue t hat i n Tarantinods film, f
portrayed through violence. Moreover, The Bride incarnates two powerful
representations of the monstrous-feminine described by Barbara Creed, being a

woman as castrated and a woman as castrator at the same time. Hence, the article

also investigates the connection between female masculinity and socalled female

monstrosity as well as the way it is displayed in Kill Bill Vol.1 and Vol.2. Finally, a

detailed analysis of one of the most violent scenes in the film d the fight between The

Bride and the body@dsprovdesl. of OORen | shi.i

Keywords : female masculinity, action film, violence, revenge, Kill Bill Vol. 1,2

[37]



Female Masculinity:
Revenge and Violence in Taranti noos
0 Tatiana Prorokova

Female Masculinity :
Revenge and Viol eKtRIl Mall Tar art
and Vol.2

Tatiana Prorokova

Introduction

Kill Bill Vol.1 (2003) and Vol.2 (2004) is a successful story of a revengeful bride
(Uma Thurman) created by Quentin Tarantino. The Bride d a young pregnant woman
who is about to get married 9 cardinally transforms after the massacre in the chapel,
when her closestfriends and the bridegroom are killed in cold blood. Miraculously, The
Bride survives and, given this chance, she starts to avenge on those five killers who
inflicted pain and suffering on her. Analyzing the main heroine, one can see that she is a
very strong, staunch, and powerful woman. | argue that introducing such a heroine,
Tarantino confronts masculinity with femininity. These two categories, however,
should not be mixed with biological division of human beings into males and females.
Masculinity, th erefore, should not be assigned only to men because women can be
masculine, too, and vice versa. Judith Halberstam argues that masculinity should not be
reduced down to omale body and its effects.
mas c ul i me only @ne Maniestation of masculinity, its version that has become
usual and acceptable for society!One can specul ate that the o0t
masculinity with men could have been caused by the influence of patriarchy that for a
considerable time has been a norm for society.

Before anal yziKil@il,Ttasriraportant nooldcae the film in the
context of the action movie genre. There is a long line of masculinized (generally
violent) female figures in the action genre, starting most prominently with Ripley in the
first Aienf i | m and concluding with such modern I
Angels, and The Bride. In connection with that, it is pertinent to scrutinize the concept
of masculinity, with a particular str ess on femalemasculinity.

Introducing the Concept of Female Masculinity
According to Andrew P. Smil er, gender is
i ndividual |l i ves, soci al? Thp aralgsisiot thes notiora of d i n

1 Judith Halberstanf;emale Masculinit{Durham: Duke University Press, 1998), 1.
2Andrew P. Smil er, “Conforming to Mascul iang Nor ms: E
Wo me 15ex’'Roled4, no. 2 (2006): 766.
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0 gender oOtherpebemadt bmary oppositions related to the concepts of active and
passive roles in society3Ther e i s an opinion that men an
demonstrate the attitudes, b e h a#4Bxaminatipn o nd t
these oppostiions reveals the existence of femininity and masculinity. > Femininity is
interpreted as oOthe trait of behavi fiwhilei n wae

masculinity is understood as omanl i ne%®As; t h
the same time , masculinity is characterized as o0th
typical for me n o and as ot he propeéfthesee s c

definitions obviously narrow the meanings of both concepts, revealing a strong
delimitation between the two. It is apparent that these definitions are inaccurate
because masculinity should not be considere
biological and physiological characteristics; the same applies to femininity.

Halberstam claims that it is hard to define masculinity simply because society
cannot 0 r e € Ong wftez asdociates masculinity with male body and male
strength, i.e., with a conventional understanding of manliness, suppressing any other
alternatives. An obvious explanation of th e widespread of such understanding is the
influence of patriarchy. Radical changes took place within society only in the twentieth
century with the emergence of feminist movements that suggested looking into the
concepts of femininity and masculinity from another standpoint. Nevertheless,

Hal berstam states that female masculinity i s
domi nant masculinityd so that mal e m#¥dncul i n
addition to that, the research on masculinity proves t hat there is C
mascul inity Widt bh article olanms.that masculinity can exist without
men and there are examples of women that prove it.

Masculinity is generally associated with

and opri vil2lTdhhgae . Omeans t hat the one who Oposse:
authority and control. Clearly, decades ago, a woman simply could not have such

privileges due to the reign of patriarchy.
recognized asfemale masculinity. 13T h u s , in film, omale mascul.i
as only a shadow of a more power ful and con

SAnnette Kuhn and Gu A DMiesty of €EilmIStudieGEGe)nVdeb, mceessed 26 October
2013.

‘Smiler, “Conforming to Masculine Norms,” 766.
SAnnette Kuhn and GwWeb Westwell, “Gender."”

6 Fe mi ni ThesauwusWeb,iaagtessed 26 October 2013.

"TAnnette Kuhn and Guy Wa>&istibnarg ¢f Film Studiég2@12).uNeb, accessed * i n

26 October 2013.

8« Ma s c ul iThesatirys,Web, acoessed 26 October 2013.
% Halberstan, Female Masculinityl.

10 pid., 1.

1 bid., 13.

12 |pid., 2.

13 |bid., 3.
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only proves that masculinity is olHabeastaml ed6 ¢
alsospeaksdout a ofailure in a collective imagin
reluctant to accept the existence of female masculinity, being too dependent on the

stereotype of oOoOmasculinity as a property of
gendered bodi es, O despite a number of exampl e

bodybuilders, transgendered people, lesbians, etcl®> The scholar refers to Paul Smith
who <c¢cl aims that ot he equation of mal eness |
|l egi ti macy, 6 fwhiircnhs othadlyb erresa amds ar gument CC
society to accept anything but male masculinity. 16 The general attitude toward women
as victims (because they are weaker than men) explains why female masculinity is
frequently neglected.

Stacey Waitear gues t hat oOmasculinity worn on tl
environment in specific ways, can change the bodies in that environment, can call the
entire notion of the body and the environment into question, because it troubles their
meani ng, &comend, peffectly explains why it is so difficult for society to accept
the existence of female masculinity.l” The scholar claims that the social rejection of
female masculinity does not allow masculine women feel comfortable with themselves:
0. . e. ithar sense in which I have O0stolend m
an inheritance that does not belong to me or to my line of people dnamel y 6 womer
Masculinity, is, in a sense, a type of inherited capital (the male body) that prepares a
man f or his acquisiti on 8The iteufdrance ofavbomeninthes oci a
Obal anced systemdé of patriarchy is inevitahb
neither society feels comfortable with the
happy living in such prejudged society. According to Waite, the latter happens because
women f eel a certain threat ndnvoushpwithdtise wontee ms e | v
in my class . . . . They arenervoustoo. We do not speakVe look at the white floor. Or |
do. There is the sensethere is a manin this room. There is the sense of invasion, of the
criminal. ®The schol ar continues: OMy parents ref
s ame. But it doesndt meairt Yhow Kn otw Thoewttah i ha
becomes clear that there are women who, according to Joan Riviere, seek for

4 1bid., 3, 4.

15 |bid., 15.

16 Quoted in Halberstanfemale Masculinity16.

7Stacey Wai t e, “Becoming t he Loon: QueQueer Pedagogi e

Masculinities: A Critical Reader in Educationeds. John C. Landreau and Nelson M. Rodriguez
(Dordrecht: Springer, 2012), 1789.

18 bid., 179.

191bid., 180, emphasis added.

20pbid., 183.
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o6brecognitiond of their masculinity from me]
other words,tobe ment hemsed ves. 0

Female Masculinity in  Film

Masculinity 1is not a mands prerogative,
film, literature, and everyday life prove that female masculinity exists; moreover, as
Hal berstam puts it, frequentl vy, femal e masc

c 0 n v i rPdhammaée masculinity. Various representations of female masculinity in
film prove this assumption, too.

Portraying women as action heroines is quite a new tendency in cinema. For
decades, the action genre was thh worldvhard s wo |
oheroeso were allowed to have certain drawba

[They could] have broken teeth and squint like Clint Eastwood, suffer
from a speech defect like Sylvester Stallone, have foreign accents like
Arnold Schwarzenegger and JeanClaude Van Damme, be old like Charles
Bronson, bald like Kojak, wear constant [|-am-very-very-pissed-off
expressions like Steven Seagal, or be just plain ugly like Chuck Norris.23

A heroine, on the contrary, has to be young and sexy. If she naturally does not
look so, the solution is to have a plastic surgery.24¢ Women on screen are not covered in
blood, they do not sweat, they always have fresh makeup and clean clothes, no matter
how long and hard they fight.

There are different interpretations of who the first female acti on heroine was.
Rikke Schubart, for instance, argues that African-American actress Pam Grier turned
the tables on with her films Coffy (1973) and Foxy Brown(1974)25 After that, women
started to appear on screen, performing the roles that were usually played by men:

Samurais (Lady Snowbload1973), prison commanders (IsaSheWolf of the
SS 1974), rapeavengers ( Spit on Your Grave 1978), martial arts fighters
(Above the Law1986) and sword fighters (Red Sonja 1985), astronauts
(Aliens, 1986), secretagents (Point of No Return 1993), gun fighters (The
Quick and the Deadl995), action heroines The Long Kiss Goodnighi996),

2’Quoted in Judith Butler, “Prohibiti"onfhe VBsmy choanal ys
Culture Readered. Nicholas Mirzoeff (London: Routledge, 1998), 425.

22 HalberstamFemale Masculinity3.

23 Rikke SchubartSuper Bitches and Action Babes: The Female Hero in Popular Cinema;20960

(Jefferson: McFarland & Company, In2.,007) , 5, author’'s emphasis.

24 1bid., 5.

% 1bid., 5.
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elite soldiers (G.l. Jane 1997), and computer game heroines Kara Croft:
Tomb Raider2001)26

Hilary Neroni draws attenton t o t he | ate 1980s, when ot
become a staple in contempor dhelypna hdlouisEl®9a)n ci r
the pioneer-film that presented the first action heroine to the viewers. 27 Jeffrey A.

Brown argues that Ursula Andress (Dr. No [1963]) is the prototype of the modern action

heroine2 T h u s , schol ars agree that the action g:¢
around forty -fifty years ago and flourished with the release of Alien in 1979. As Ivonne
Tasker put s it, rtohereds wanovettheomeher posi |

character within the action narrative, to the central role of action heroine, a figure who
commands the®narrative. 0

Nowadays, the audience has a strong preference to see a woman rather than a
man in an action film. The great success ofCrouching Tiger(2000),Lara Croft: Tomb Raider
(2001),Ch ar | i e @2003)Xil @i Ma.1 and Vol.2 (2003, 2004) Salt (2010), Hanna
(2011) and a large number of other films proves it. Additionally, one should not forget
about such TV-series asXena: Warrior Princes$19952001) and Buffy the Vampire Slayer
(19972003), where for years the audience could observe pretty young girls, killing
natural and supernatural creatures in cold blood.

Schubart claims that a female hewoine provokes two major responses from critics.
On the one hand, postfeminists believe that her appearance on screen is a sign of

progressiveness and equality, and that the
mar ks the end of s ulceh voeprpsoussi tfieommasl ea6s aonmda 0 a c -
On the other hand, feminist critics see a

because although she is given certain power, she still has to obey the rules declared by
men 0 to look pretty all the time, w ear makeup, and have plastic surgeriesd so that she
remains an eroticized object30

An interesting observation is made by Martha McCaughey and Neal King who

argue that the action woman, no matter i f sl
theworld from destruction, 6 ofalls belTbawiswhy andar
action heroines are often called oOomean wome

more shocking and appalling than the same (or even more violent) actions committed

% bid., 6.

27 Hilary Neroni, The Violent Woman: Femininity, Narrative, and Violence in Contemporary American
Cinema(Albany: State University of New York Press, 2005), 15.

28 Jeffrey A. Brown,DangerousCurves: Action Heroines, Gender, Fetishism, and Popular Culture
(Jackson: University Press of Mississippi, 2011), 3.

2 Yvonne TaskerSpectacular Bodies: Gender, Genre and the Action Cinéroadon: Routledge,
1993), 132.

30 SchubartSuper Bitches and Acti Babes6.
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by men, despite (or perhaps because of) the tendency of men to appear on screen as
villains much more often compared to women. 31

One can notice that the modern action heroine has inherited certain features from
her predecessors: she is a sleuth, a femme fatale, a tomboyand a mod.32 At the same
time, she can be aggressive and masculine, sexy and kin3 E. Ann Kaplan argues:

[ When a woman] takes on the O6mascul in.
initiator of the action, she nearly always loses her traditionally feminine
characteristics in so doing d not those of attractiveness, but rather of
kindness, humaneness, motherliness. She is now often cold, driving,
ambitious, manipulating, just like men whose position she has usurped. 34

The action heroine is always strong. However, the manifestation of her strength
di ffers from that o f t he rmmubcked aad heavyg. Malen e r 0 &
clumsiness is substituted with female lightness and quickness as now action actresses

can oki ck, j ump, and f | yl dé>ébheteare twb bhoastituel@e a g a |
parts of any action film: the number of special effects and the amount of dialogue.
Action heroines do not really have much to
her mystique and starts to remind men of their ex -wives. %6

Apparentl vy, the action heroine changes ¢cC¢
understanding of cultural norms. 6 The acti ol
gender acceptability.o6 In action fil ms, t he
womano because she 0t23akegsenthg actioa heriads eombine!l e . 6
femininity and masculinity, possessing suc

physique and boyish short hairdé and oexaggel
which under lines the important role of body in action cinema. 38

Another pivotal issue that is important to address is female violence and its
connection to female masculinity. According to Neroni, the first violent woman
appeared on screen in the 1940s as a femméatale; later, in the 1970s, in horror and
Blaxploitation films; finally, in the late 1980s, the violent woman was omnipresent in
film and received a considerable response from the audience3® The scholar points out
that women in those films were not only v iolent but also independent, tough, and

SMarta McCaughey and Ne Rdal Kikockougs, Viotert Wonmem id thecMoyiesn , * i n
by Marta McCaughey and Neal King (Austin: University of Texas Press, 2001), 2.

32 Brown, Dangerous Curvess.

3¥Mc Caughey and KiZhg, “Introduction,
34E. Ann KaplanWomen and Film: Both Sides of the Cam@mndon: Methuen & Co, 1983), 29.
%Stephani e Menci meThe WésNrigton MomhfSefteenbem2061), 16.

36 |bid., 17.

37 Brown, Dangerous CurveslO.

38 Tasker,Spectacular Bodied4, 17.

39 Neroni, The Violent Womare1, 27, 33.
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intelligent. Moreover, they used violence not because they wanted to but because
oextreme circumstanceso6 ofdrcedod them to beh

Today, one can seldom observe a woman who cannot hold her own in film.
Female characters do not wait for men to protect them. This change has destabilized the
social order and provoked certain questions concerning gender identity. Since it is
generally accepted that violence is the characteristic that defines masculinity, one can
conclude that a violent woman is a masculine woman. That is why masculinity and
violence are inseparable in action cinema#!

Thus, among the traits that define masculinity, violence is the key one. Normally,
a man resorts to violence to protect his family or the ones who are weak and therefore
need help. Being the action heroine, a woman can easily take on a role of a violent
heroine as well. Relating the concepts of violence and masculinity, Neroni claims:

Violence itseltf d o e s n Olibity, éut it isralsol (pt ma k e
possible to entirely erase violence from masculinity. One cannot separate

ideas of masculinity from violence in our society & which is why, for

example, a woman committing violence is inevitably at some point

referred to as mascdine. . . . The intertwined nature of violence and
masculinity is one of the reasons the violent woman is so threatening: she

breaks up this symbolic relationship between violence and masculinity. 42

Apparently, reactions towards the violent woman are very diverse. Most often,
the violent woman makes the audience feel uncomfortable. Her behavior provokes the
question: Why does she act like that? It might sometimes be hard to find an explanation
for such demeanor but it is definite that no action heroine rep resents passivity. The
success of action films obviously consists in their ability to, borrowing from Tasker,
oOart i cgandea® e 0

The Violent and Masculine Heroines in Kill Bill

Violence and female masculinity are inseparable concepts in contemporary
cul tur e. This articl KillBlbvoke% andTHobn?2i hoos
compl ex treat ment o #4 Femalerbmady ds thie oentriallcanceft in lthe .
film because Tarantino attempts to show how a woman tries to negotiate her place in

40 bid., 29, 30.

41 bid., 15, 19.

42 |bid., 45-46.

43 Tasker,Spectacular Bodied8.

“lan Reilly, “‘“Revenge is Never a Straight Line’: TI

(Fe)Male Body irKill Bill, Studies in Popular Culturg0, no.1 (2007): 28.
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patriarchal society (that is portrayed as an extremely violent one) through her body that

is omarkedd6é with the traces of 4abuse, viol en
The director demonstrates that if a woman wants to be violent, she has to
o0choose betweéomesticity . 46 Apartfromaarrdtihg theer oi c

story of the main heroine, The Bride, Tarantino explores the issue of female violence
through the representation of three other women, who are trained killers, too. However,
the difference between them (The Bride, on the one hand, and the group of the
assassins, on the other hand) is crucial. While the actions of The Bride are her own
choice provoked by the desire to revenge, the three killers are manipulated by a man.
This can be observal, for example, in the episode, when Elle Driver (Daryl Hannah)
comes to the hospital ward to give The Bride the fatal injection but her action is
interrupted by the phone call from Bill (David Carradine). He informs her about his
plan on how to kill The Bride (the audience witnesses him stroking a sword that, as
Reilly has argues earlier, obviously stands for a phallus,47intensifying the fact that Bill is
a man and it is his prerogative to give orders, while women have to obey and carry
them out). And Ell e obeys. O6Ren 1 shii, who:e
wor ks for an 0Amer i0Bil Anothex exaniple is Soplief Fatdle (Julie
Dreyfus) dt he tr ans | at o rdwhofafteOliaRrng beerQphyisically m utilated
(her arms are chopped off), returns to Bill, seeking for his protection and thus showing
how devoted she is. In fact, the whole idea that a group of women obey one man seems
very patriarchal.

lan Reilly pays special attention to the way female bodies are disfigured in the
film. The audience sees the scoopeedbo ut eye of El'l e Driver, t he
Oshii, and the chopped arms of Sophie Fatale. Thus, the film turns the mutilation of
female bodies into a perverse spectacle. No matter how seerely damaged female body

i s, It is stildl an object of the gaze. Mor e
interest. The female becomes an object of desire in two ways. On the one hand, her
odefectsod6 are cosmeti cal kyissingngye of \EkedDriverfiso r in
always covered with an eye patch; in addition, the eye patch becomes an accessory that
emphasi zes her sexwuality and seductiveness v
ot her hand, 0t he means t hsitssdagkibecanies thehobjdcttoke b o ¢
the gaze. 6 The scene, when OO0ORen Oshi.i i S s
All'in all, Tarantino focuses not only on the depiction of the story of revenge but also on
ocouplingo6 vi ol enc eilation of woménhwhicharlakesithei aestheticau t

of Kill Bill Vo.1 and Vol.2.48

4 1bid., 27-28.
“¢1bid., 28.
471bid., 41.
48 1bid., 41-42.
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Tarantino demonstrates what happens to a woman if she gives up violence and
chooses domesticity, i.e., she will suffer for preferring femininity to masculinity. A clear
example of that is The Bride herself. Bill does not accept her choice to marry and have a
child and eventually punishes The Bride for refusing to remain a violent assassin. Later,
The Bride understands that it is impossible to return to domesticity after all the viol ent
actions she has committed and explains it to Vernita Green (Vivica A. Fox) who used to
be an assassin, too. Interestingly, in this scene, The Bride takes on the role of Bill,
attacking Vernita at home. As soon detw¥er ni |
women pretend that nothing is going on (although there is a mess in the living room,
and the faces of both are covered in blood). They hide their arms behind their backs as if
they are children who have just done the wrong thing. This desire to pr otect the girl
from seeing violence seems very farfetched because no matter how hard Vernita tries
to become a good mother and live a domestic life, her past will never let her do that. She
is finally killed by The Bride. Reilly claims that the endofthi s s cene serves to
our understanding of the destructive nature
daughter witnesses the killing of her mother
0 particularly, the cycle of violence committed by women against women & will
conti4hue. O
Thus Tar KilhBillicand®é read as a story of different women who commit
violence against men and women in order to get their place in a patriarchal system.
However, as the film suggests, they often do not understand that their attempt to be
violent and masculine is controlled by a man.

The Multiple Personalities of The Bride

In his film, Tarantino introduces four women who create this fanciful
at mosphere: OWhere women go .spurtsinthret shadbsof f | vy .
red.Yéet , Thurmands heroine is not only the |
Schubart points out four archetypes of The Bride: The Child, The Amazon, The
Dominatrix, and The Mother. 51 Only two of them, namely The Amazon and The
Dominatrix, explicitly characterize her as a masculine woman. However, the other two
sides of The Bride do not reduce her masculine characteristics; on the contrary, they
help the audience understand why a beautiful young woman turns into a violent
warrior.

The versatility of Thurmandés heroine i s &
of the names she has. Thus, apart from The Bride, she is also Black Mamba, Arlene
Machiavelli, Beatrix Kiddo, and Mommy, all of which characterize her as The Amazon,

49 |bid., 41.

®Ruby C. Tapi a, “Volumes of Transnational Vengeance:
B i |Misyal Arts ResearcB2,no. 2 (63) (2006): 34ISTORWeb, accessed 10 October 2013.

51 SchubartSuper Bitches and Action Bah&97-311.

[46]



Female Masculinity:
Revenge and Violence in Taranti noos
0 Tatiana Prorokova

The Dominatrix, The Child, and The Mother, respectively. Although the film displays

di fferent moments from The Brideds I|ife, the
the contrary, Tarantino shows how these archetypes interweave, revealing that in the
course of the film, Thur mandés heroine equal

The Dominatrix, The Child, and The Mother.

Before analyzing the heroic project of The Bride, it seems reasonable to
remember how it all started, which is only explained in Kill Bill Vol.2. The film opens
with the scene in the chapel, and the audience finds out that The Bride is about to get
married. Later, Bill appears but only The Bride knows who he really is; everyone else
mistakes him for her father. This mistake is, however, very symbolic because although
Bill is not her biological father, he is the one who has literally made The Bride who she
isdt he best of his assassins. Thus, Bi Il i s,
Bride.52This argument validatestheher oi neds f ioMteChidr chet ype

However, when The Bride finds out that she herself will be a mother, her life as
an assassin crashes as she is now guided by the maternal instinct to protect her unborn
child. Thus, The Bride reveals her entity as The Mother. It is vividly illustrated in  Kill
Bill Vol. 2, when The Bride explains to her potential victim that she is pregnant and
therefore she is scared for the welltbeing of her child. This reason seems to be enough

for both heroines to leave without hurti ng each ot her. Neverthele
doesnotsoft en t hi s3®re mahe demtor &r vy, after Billd
and her unborn baby, Thurmandés heroine turns

so much different from that youn g (and as it seems) fragile woman in the chapel. The
heroic project of The Bride is to revenge on everyone who ruined her plan to be a happy
woman and a mother.

Yet, one should not forget that initially The Bride is an assassin. Her eagerness to
fight and kill metaphorically makes her an Amazon warrior. After the massacre in the

chapel, her assassin natur e i s onl vy i nten
simultaneously derogatory swear words and positive adjectives signaling Amazon
strength, independence , and wirThepimagecaf anéAmazon warrior perhaps
most aptly illustrates how masculine the rev

past as an assassin proves that she had already possessed such qualities as toughness,
cruelty, and ability to control her emotions; however, the deprivation of the child has
intensified them all.

Finally, the fourth archetype of The Bric
is portrayed as a powerful woman; yet, visually she does not resemble one. More than
that, despite her attractive appearance, The Bride is not displayed as a seductive

%2 |bid., 307.
53 |bid., 311.
% Ibid., 307.
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woman. Schubart argues that Tarantino avoids making a reference to the dominatrix
figure in the costumes of Thurmandés heroine:

Bridal dress; yellow sports outfit copied from Br uce LeedsS cost
Game of Deatlf1978); humble training clothes; tight low cut jeans, fitted

leather jacket and tricolor cowboy boots when she comes to kill Budd; and
pastel-colored summer skirt and loose top when she confronts Bill. No

whips, high heels or black leather.55

The scholar claims that the typical domit
and Elle.56 Nevertheless, one can speculate that the costumes of The Bride that visually
hide her femininity help therefore unveil her masculine side. Schubert argues that the
0sexinessdé6 of The Dominat-owver i §hatwrod-womanmad b
violenceis 6 hot & andwhin@ahigihs ygédmonstrated in The
of the other female assassins.

Thus, the audience perceives The Bride as well as the other female assassins as
masculine through violence they commit in the film. Neroni claims that violence is the
oul ti mate mas c®Iniadddtion ga tham ithe iseholar 8peaks about the
ooverwhel mingd react i on® |hdeed draditienally, a wdmamis  wo me
not supposed to be violent. Any display of violence leads to an unrul y reaction from the
audience that eventually expects the justification of such behavior. We find feminine

violence disturbing because it is oOextraleg:
part of t he 80Cengritting violered, €he Bride ta kes on a role of a man,
t hus, violating the existing opposition of

Laura Mulvey. 61 The Bride disrupts the balanced relationship between the two,

demonstrating that she does not need a male protector. That proves that she feels

masculine enough to take care of herself. Moreover, The Bride obviously belongs to the

type of a opowerful woman who intinmidates [ a
There is another approach to analyzg The

of representing a woman as castrator or castrated can be applied to the main heroine of

Kill Bill Vol.1 and Vol.2. Moreover, | contend that The Bride incorporates both

representations at once. On the one hand, she is a castrated woman. Creed states that

%5 1bid., 309.

%6 |bid., 309.

57 1bid., 310.

8 Neroni, The Violent Womarb2.

*1bid., 59.

60 1hid., 104.

Laura Mulvey, “Afterthoughts on *‘ ViBuelantheBuntasure and
in Feminism and Film Theoygd. Constance Penley (London: Routledge, 1988), 71.

®2Jackie Stacey, “ De s p e r \bdsua Culture:Sthee eRkaderegls. I2ssitaf twvang nc e, ” in
and Stuart Hall (London: SAGE, 1999), 396.
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woman can be castrated 0ei $Mhhe Bridé is tastnatadlin y or
both ways. In the very first scene, the audience observes The Bride being intimidated,

covered in blood, which portrays her as a victimized woman. This is exactly what Creed
calls oliteral castration. 6 In addition to
o0she feels she has been r obb é&dheautdigngesigalvagre of h
that The Bride is pregnant and that she is going to get married. Howe ver, her plans are

severely disturbed by Bill and his Deadly Vipers Assassination Squad who Kill
everybody in the chapel, including the unborn baby (as The Bride believes). This savage
reprisal turns The Bride into a wogmammemg astr
who have raped or a b u % dudith Butler claims that @ wemanway . 6
castrator is primarily aggressive and she d
mascul i nefYseutb,j eflchturomands her oi ne doesamanot wa
The audience mainly observes how she kills
Elle Driver). Nevertheless, it is clear that they are just obstacles on the way to her main

aim 0 Bill. Additionally, The Bride kills the two men who raped her in the hospital

while she was in a coma, which only intensifies her nature as a woman castrator.
Moreover, the way she kills the man who paid to rape her parallels the myth of vagina
dentateor o0t oot hed vagi na, 0 ¢arhesBoide deesmotrdepbvedthe by C
man of his penis, but she tears off his lower lip using her teeth, thereby killing him.

Creed argues that a womantwicroml d&ascastratprr e s e 1
and castrateddhowever, mo st often it i's the themage
ending, ¢ when a woman becom®KilBidldelddddyoland d
does not become an exception: the castration of The Bride provokes her to become a
castrator herself.

One can argue that The Bride is a phallic heroine since she is so peerful and
dangerous. However, the notions ophallic wor
be confused because oOomandés fear that woman r
literally is not necessarily related to his infantile belief that she is phallic 59¢Creed
contends that othe penis, as such, is not an
o f penetration. I n representations of peni ¢
threaten to castrate but rather to penetrate and split open, explode, t e ar part .
Usually a heroine who carries a gun is considered a phallic woman. The Bride has a
sword o the arm that can obviously be referred to as a phallic symbol. However, here

63 Barbara Creedlhe Monstrous Feminine: Film, Feminism, Psychoanalysiadon: Routledge, 1993),
122.

64 bid., 122.

55 |bid., 123.

%Butl er, “Prohibition,” 426.

67 Creed,The Monstrous Feminind 05108.

8 |bid., 127128, aut hor's emphasi s.

®l pbid., 157, author’s emphasis.

0bid., 157.
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the argument of Elisabeth Pétler seems reasonable, namely that there is ne perfect
exampl e of a phallic woman in the fil m: pe
(Chiaki Kuriyama). In the scene, when she asks a man in a bar if he wants to have sex
with her and gets a positive reply,peretiae st ab
me ? Or is it I who "Nes$, p&ogbr atseda yposuy?céh ot i
suggests that such | ogi c 72inadditoo,{The 8ida doesdot by t I
use the sword as the object thatpenetratesShe usually decapitates her vidims or chops
their limbs off, which obviously has nothing to do with an act of penetration. These
specul ations also help me refute the theory
which, according to Creed, is supported by some scholars’3 Although The Bri ded
phallic masculinity can be disproved, the heroine is still a vivid example of how a
female can be violent and thus possess masculinity.

The scene that perhaps most vividly illustrates this argument and thus deserves
special attentionistheonewh en The Bride fights a@taarmyst OO
of warriors knowhTheaxene dpens with The Bridé screaming in
Japanese that she and OO0Ren have some unfini
the warriors to check whatisgoi ng on. Then, the audience ob
Sofie, who is obviously hurt (the blood in the corner of her mouth indicates that),
whereupon the camera focuses on The Brideos
the audience sees a closaip of her eyes that gaze up. The position of the characters here
i's very important. The Bride stays down, whi
up . At the beginning of the scene, OdbRen
understood from her positio n on screen: she is the one who can observe everything that
happens on the lower level; she is the one who gazes down with haughtiness.
Apparentl vy, ObRen understands her dominant p
has 88 warriors who are here to protect her. The Bride, however, does not look
vulnerable. She understands that she will have to fight alone but her gaze is directed up
at OO0 Re n; -upt di &er eyésorsveals that she is fearless, determined, and
unconquerable.

To illustrate the radical transformation of The Bride & from the victim to the

revengeful monsterdt he f il m fl ashes back to the earl:i
The Bride in the chapel and watches her dying. They were positioned in the same way:

since The Bride was a victim, she was | ying down on the f
gazing down at her . O0Ren was dapasswedné. Vhis f e m
memory intensifies The Bridebds anger and she

7Kill Bill Vol.1, directed byQuentin Taranting2003;Miramax Films, 2003), 1:00:22:00:33.

2 Elisabeth Potler; The Bri de’ s RevengileBill' §h¢le MagegphedisKarle s o f
Franzens University of Gra2010), 54.

3 Creed,The Monstrous Feminind55.

74ill Bill Vol.1, Tarantino,1:13:371:29:48.
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still remains her hostage). Thecamer a | mmedi ately focuses o
observe a closeup of her face that displays confusion, perplexity, and fright. The

camera again showsaclosseup of The Brideds eyes that ref
out of the puddIPReovided with @ ganosmdis vie,lthe audience sees

people who were dancing in the hall before The Bride came, screaming and running out

of the building. Once the hall is empty, the camera focuses on The Bride again.
Tarantino uses high-angle and low-angle shots, showing her from all sides, as well as

from above and down.

O6bRen attacks first: she orders one of t
Bride. From this moment on, the transformation of the Bride becomes apparent, and the
audience observes a truy mascul i ne woman. The camera zo

heroine again, showing the ironic smile upon her face, and then immediately on the
sword that she holds in her hand. The Bride transfixes the first warrior with the sword
and then, lifting him up, throws hi m into the pool. She demonstrates her strength and
advantage over OO0ORen and her army of kil l er
OdbRen sends another five warriors to accompl
Bride finishes them off, too. Altho ugh she is the one who controls the action, the
atmosphere seems to be tensed, which is achieved through the sound effects: we hear
yells of the warriors and clanks of the swords, and then it gets immediately quite. The
screams alternate with quietness, which, as a matter of fact, creates this tension.

The next one who attempts to kill the Bride is Gogo 0 the personal bodyguard of
OO0 Ren. Thi s moment in the scene is <cruci al
wo men . |l ndeed, while t&&6 mambens!| oimenw Cr &pyg
bodyguard who is a female. It is evident that she is a strong opponent because just as
The Bride, Gogo is a masculine woman. Arguably, this is the main reason why she is the
only one from OO6Rends genaxe far She Bride Wiile The Bridet ut e s
feels that she is stronger than men, which underscores the power of female masculinity,
she cannot be so sure when her opponent is another violent woman. The camera rotates,
demonstrating the two fighters from above and down. A few seconds from the scene
are filmed in slow motion, precisely, when Gogo hurls her bludgeon at The Bride, while
the latter manages to protect herself, using a table as a shield. Later, we see the
bludgeon, destroying the table in slow motion, th us, indicating that if The Bride had
procrastinated the time, she would already have been dead. Indeed, the concept of time

i's very important in this scene; it 1is The B
quickness and promptness that save her fom death.
Thurmands heroine is obviously strong, b

her physical strength is sometimes perceived as supernatural power. She kills Gogo and
the warriors, simultaneously performing a number of tricks. In addition to that, every
jump is accompanied with music that sounds very similar to the one used in cartoons
whil e magic is performed. That can al so sighn
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female body that can kill in such an elegant and beautiful way is clearly impor tant to

Taranti no. P°tler c¢claims that the use of sp
acrobatic® possible. o
After having killed Gogo, The Brideds mi s

male bodyguards. The next scene vividly illustrates my earlier argument that while

another masculine heroine can be dangerous and might kill The Bride, one man is not

capable of that. Therefore, the film claims that female masculinity is more powerful

than male masculinity. Because of this, when The Bride has to fight another heroine, she

has only one opponent (Gogo); however, as soon as she has to fight male heroes, she

faces a whole group. The Bride picks up the sword from the floor. At this moment, the

camera looks up from under the transparent floor, on which The Bride is standing. The

huge figure of Thurmands heroine that the ai
superiority of The Bride over OO8Ren. Later ¢
0Crazy 880 burst i nto t weachhseupdiofig.ThEha&r ¢ am
that move from right to left and then up, thus, informing the audience about where the

warriors appear from. The camera moves slowly, providing us with a panoramic view:

The Bride is surrounded bwarridrshAs soermas she litahermy o f
sword up, prepared to attack, every warrior steps back, although holding their weapons

in readiness.

The camera that later moves on a track focuses on the warriors, gradually
showing everybody who is involved. Then it z ooms in from above and the fight starts.

Apart from yelling, we can hear how blood gushes from chopped -off limbs. The Bride
demonstrates the mastery of the sword. She eventually jumps up on the next level of

the building d wher e O8Ren was segirmingl of thg scane 0 thus,e b
symbolically replacing OO0Ren and becoming a
sometimes in slow motion, in order to demonstrate the beauty and accuracy of The
Brideds tricks.

The aesthetics of the scene is created through he gr ace of The Brid
that makes the fight look like a dance. When the fight continues on the upper level, the
light is turned off and the audience sees only the dark figures of The Bride and the
survived from 0Crazy 8 gund ahispartrokthe sdedeaisually ue b :
resembles a dance because one can see the bodies moving gracefully and efficiently, in
the dark, as if on the dance floor.

The triumph of female masculinity is renqt
Bride. Shestaads very much above those who survivecd
enough to still be alive, go and take your life with you. But leave the limbs you have lost
behi nd. They b e l'Ghegazdesdorware, standsviirmly, the sword erect:

Spotler,“The Bri de”4¢8. Revenge
76Kill Bill Vol.1, Tarantino,1:29:141:29:33.
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she finally appears as a truly superior woman, a lonely fighter who will never stop until
she fulfills her aim.

Conclusion
Despite the violence that is committed throughout the film, KillBild s endi ng ¢
be considered a positive one: The Bride revenged oneverybody who was on her list and
finally reunited with her daughter. An interesting remark was made by Neroni in
respect of violent women in Hollywood films, namely that in the end, they frequently
stay alive but ar’d@hisdtHeay can be appliedhoelherBride,won..Ote
could have expected that having seen how good the relationship between Bill and their
daughter was, The Bride would have forgiven him or at least tried to forget about her
revenge for the sake of family happiness. However, as a professional killer, she remains
firm and finishes her business. Neroni claims that while heterosexual couples usually
oend up in a romantic union, 6 it is hard to
otypical nar r &wihioh eccusately wrderacares thé complex nature of
female masculinity.
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Abstract

Recent research has shown t hat film noiro
structures and formal devices provide a nutrient media for (connoted) homosexual

characters. While the iconography of homosexual characters in film noir as well as

the corresponding socio-political and film historical conditions are well researched,

the narrative and narratological consequences of homosexuality in film noir are

rarely addressed. Thus, the chapter offers an analysis of John Huston'sThe Maltese
Falcon(1941) in termsof the relations of the homosexual characters to the protagonist

Sam Spade. The analysis is based on a descr
and Wil mer Cook which figure in place of th
identified as homosexuals by rel ating to Richard Dyer's
then argue that the homosexual charactersao

Spade’'s masculinity, which results in physical and verbal violence against them.
With regard to RobinhWoodé&prmesdeld ot her 6, m
that Spade's violent outbursts can be considered homophobic actions, which enables
a reading of the film as a 6narrative of hom

Keywords : film noir, The Maltese Falcon, masculinity, homosexuality, homophobia,
gay iconography, violence, Richard Dyer
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Homophobia and Violence in Film Noir
Homosexuality as a Threat to Masculinity in John
Huston's The Maltese Falcon

Markus Sp6hrer

Introduction
Within film studies, a certain tendency towards indecision and uncertainty can
be observed of how to accurately or systematically describe the elements and attributes
of the set of fil ms, WHawevér, | will agud tleabwethinitresd o6 f i |
discursive ambiguity and uncertainty a productive space emerges that allows for new
perspectives on and approaches to film noir. This disagreement within academic
discourse, and the difficulty which stems from defining film noir, is maybe rooted in its
general tendency towards ambiguity, unc ertainty, opacity, instability and puzzling
structures or even a gen%ral ofeeling of not
Film noirds generic set of attributes gen
its sometimes paradoxical or contradictory and maze-like narratives and its dubious,
unratable characters, which are not seldom sexually confused3 Or as Richard Dyer

summari zes: of i I m noiros gener al unceértai
Consequently, in recent research on film noir, the claim was made that in this

ambiguo u s at mosphere a Onutrient medi ad >for
Mor eover, it is even owidely known that mal ¢

n o i6,1iif only in the form of ambiguous, connoted homosexuals. While the iconography
of homosexual characters in film noir, as well as the corresponding socio-political and
film historical conditions are well researched ’, the narrative and narratological
consequences of homosexuality in film noir have rarely been addressed, although Dyer

ICcf. Spohrer, Mar k Hsmosexulitanals gemezisches Beméneim Filen Rloir
Rabbit Eye. Zeitschrift fir Filmforschurgg(2014): 104119.

2 Dyer, RichardThe Culture of Queersondon and New YorkRoutledge, 2002, 101.

3Foster, Gwendolyn A Queer Aest hetBioc s o Quakery RevieW ofiFitm and
Video28, no. 1 (2014): 8@5, 80.

4 Dyer, The Culture of Queer$90.

5 Cf. Ibid.

8 1bid., 90

" For example byenshoff, Hary M., and Sean GriffinAmerica on FilmRepresenting Race, Class,
Gender, and Sexuality in the Movidsalden: Blackwell, 2005.
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has frequently pointed out to the fact that connotative homosexuality is a consequence

of the oOouncertainty [that] is builBt into noi
Thus, my concern is to illustrate these narrative consequences by using one filmic

example. | will an alyze John Huston's The Maltese Falcof1941) in terms of the relations

of the homosexual characters to the protagonist of the filmfi in this case Humphrey

Bogart's portrait of private eye Sam Spade. | will base my analysis on a description of

the 6gay gangstersod Joel hdguieingplaca afdhe Wmmhemer C

fatal' I n this movi e and whi ch can be I d

i ¢ o n o g rhwillhhgn a@ue that the homosexual character's femininity (or feminine

attributes) are presented as a threat to Spade's masculiniy, which results in physical

and verbal violence against them. My thesis is, therefore, that Spade's violent outbursts

can be considered as homophobic actions, which allows for a reading of the film as a

oOnarrative of homophobia.

Gay Iconography

Althoug h during the 1930s-1950s direct representations of sexual intercourse,
above all homosexual intercourse, was strictly forbidden by the censorship of the
Production Codel9, filmmakers produced a system of codes that referred to

homosexual it y: ftawdfiim nbithwhere theadarkmese offers both menace
and comfort, homosexuals wear ¥WTbBtsnotdleyedte
camouflaged is discussed by Dyer who dé2scrib

an iconography developed in and for film noir, but which draws from influences of an
existing cultural pool of gay images, like literature and gay sub -culture.13

Dyer argues that in film noir, homosexua
i nver si on model , 0O t hsexs desireeia nirkked toh @haractesistiome
stereotypical traits of the opposite sex, which made homosexual people easily
identifiable as such.4 In this respect homosexual characters in film noir feature
attributes, which are traditionally linked to the opposite gender, assuming that sexual
desire is linked to a certain stereotypical gender identity. 1> However, Dyer consistently

8 Dyer, The Culture of Queer$90.
9 Cf. Dyer, Richard. 1993The Matter of Image€ssays on Representatioh®ndon and York:
Routledge, 1993, 66
10 Cf. Benshoff and GriffinAmerica on Film
11 Barrios, RichardScreend Out. Playing Gay in Hollywood from Edison to Stoneivalv York:
Routledge2002, 184.
12 Cf. Dyer, The Matter olmages 66.
13 Dyer, The Matter of Image 50.
14 Cf. Dyer, The Culture of Queer$96.
15 This of course refers tepecific culturally and historically conditioned constructions and practices of
wh at it means to be “mascul i ntas reqoires bath & mstorical.and &t udy i r
comparative approach. Cf. Kimmel, Mich&| and Michael A. Messnér.l nt r o dluMd n @, elitedv e s
by Michael S. Kimmeland Michael A. Messner. xiikxiii. Bosten: Allyn and Bacon, 1995, xxi. Also it is
signi fi cant to be aware of twitham anfy ane socidtyhog the variows syges 6fi ni t vy
cul tural groups that compose it"” (ibid.). “Mascul ini
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points to the fact that homosexuality in film noir is always uncertain. 16 We must
therefore consider, that these characters are not to be read as ¢mosexuals exclusively,

but since any direct sexual representations are absent, these characters could also be
considered heterosexual. 1t is the oOounderst a
not being properly masculinétormal § emicmil-n e, 00g
bet we e #iCsnsequently, this must eventually lead to an ambiguous reading of

these characters. Dyer argues that male homosexual characters in film noir are

of astidiously a n d-elapowately dressed, coifféd,| manicoredeand
perfumed, their speech is over-refined and their wit bitchy, and they love art, antiques,
jewelry amanduiasidn ¢ ® o-upaahd hgir désigradarealso suggest the

queer, as when male characters wear frilly clothing, obvious makeup or certain

h ai r d9rhesedcharacters are attributed with culturally manufactured gender traits
traditionally associated with femininity. In contrast to this, male gender traits are

attached to | esbian characters in film noir
cropped or tightly drawn back hair, wear shapeless or else highly tailored clothes and
generally wor2R famrd a olniswigugdt |l y oreject tra
for a sparse, harsh look of plain gray dresses, sensible shoes, and short or pulleeback
hai2rHowever, queerness can also be hinted at
certain stereotypical 6qgueerd cul tural pract
to define something about their s esMggestithatt y 6 a
a film character 22 s not quite straightOo.

JoelCareThe oODeadly Sissybd
The central example of coded homosexuality in Maltese Falcoi s t he o0dea

Si sBYyoél Cairo. Ri chard Barrios is thus con\y
describes Maltese Falcoms o6one of the few films of the d
varying social or (sub)culturalenr onment s as wel | as ,lived’ practices

of one’' s Whdehehe Stephe@ Mand, Frank J. Barrett. The Soci ol ogy ®ohe Mascul
Masculinities Readeredited by Stephen M. Whitehead and Frank J, Bart€26. Malden, MA: Blackwell,
2001. However, for an analysis of the constructions of masculinity of a specific film -gdikee film noir —
another important factor requires consideration: In order to be classified as genres, which doubtlesslyeneed to
considered as historically evolving andbairlaend f e tmd stgi
are much more ‘condensed’ and stereotyped as far as t
in my comparison of privateye Sam Spade and his homosexual antagonist Joel Cairo.

16 Dyer, The Culture of Queer97.

7 bid.

181bid., 96.

19 Benshoff, Hary M., and Sean GriffinQueer Images: A History of Gay and Lesbian Film in America
Lanham, Md.: Rowman & Littlefield, 2006 51

20 Dyer, The Culture of Queey96.

21 Benshoff and GriffinQueer Imagesl5.

22 1bid.

23 Russo, Vito.The Celluloid Closet: Homosexuality in the Movidew York: Harper & Row, 1987,
94,
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a gay <character i's wel | 2&Be wdylin whitlke @airoaisnd un
introduced when he first appears in the movie, results in the impression that something
isliterally "queerdo (in ter ms5Conkiderdtlsetshonamdy e 6 )

reverse shot when Effie hands Cairoods call i
she presents the card, while Spade in the reverse shot looks surprised at it, béore he

reali zes that the card is perfumed. Effie r
what he smel | $notexacty heaway & stereatypical male (in the cultural

and historical context of 1940s America) would introduce himself. Inte restingly, the

female character confirms and hints at certain forms of specific historical and cultural

odomi nant discourses and®Cdeonbdogi psr bt memasca
follow.

As Cairo enters the room, t & &vhich i3 shetrim  z 0 o
closeup and we can see Spadeds eyes enl arge in
yet be seen by the spectator. Furthermore the name 'Cairo’ is not only linked to
exoticism, but i s his appearanbeébzesedrbhpgern
fl owery ©O6exoticd music on % Alteough theispattatdr hag c k t
not yet have had a chance to take a glimpse at him, this introductory scene has placed
him into a queer or even homos ediohid physicant e x t
appearance, wears an elegant suit with a silver brooch and an exclusively fancy bow-tie.

In addition to this, he wears a hat, which he carries in his hands so that his crimped hair

shows. On his hands he has white silken gloves, which he folds together in an attentive

manner.. As he undresses his gloves, his hands reveal a ring as an accessory. His
diligently arranged vesture suggests that this extravagant character is really concerned

about his physical appearance, which is a coded way of pointing out to his
homosexuality. Spruceness, elegance, and carefully chosen vesture are indicators for
culturally engineered female gender. However, attached to the male body, these
attributes function as codes that hint at the character's homosexuality. In this respect the
0gender inversiond works within (or against
culturally and historically conditioned, because specific types of clothing, accessories or

oot her accompanying accoutremeingsi far eg ecnodnem
i dent#iathydd t hus (re)produce nor mati ve Gcul tu
Gutterman notes that for example oOphysical

tops, mot orcyclesd can be consi dermative mélec onve

241bid. 187.

25 nt erestingly Spade’s secretary Effie was suppos
qgueer”™ in an ear(Bariosy2002s189.n of t he script

®Whitehead and Barrett, “The Sociology of Mascul i

27 Barrios,Screened Outl87.

2 Gutterman, DavidS " Post moder ni sm and t he The Maseulinitemsgati on o
Reader edited by Stephen M. Whitehead and Frank J, Ba&éf2. Malden, MA: Blackwell, 2001, 63.

2 1bid.
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gender i30d-eim thd ¢ase oof the historical context of film noir (or classical
Hollywood respectively) the male hat, trench coat and the neck tie can be added.

The inverted gender is not only visible on the level of clothing, as other a spects of
Cairods <character signal femininity. Peter
appearance to depict Cairo and consequently
frame and brittle neurot#¥cnsmoat eastaigdlah e Ba g
face, Lorre has a rather smooth and roundish face with big expressive looking eyes.
Noticeable is the almost exaggerated facial expression with which Lorre presents
Cairods character in contrast to Bogassibnds <co
and gesture. Cairo elegantly expresses his concern to Spade by using sophisticated
language (with a German accent,supporting a sense of oexot i
while he smiles gently or sometimes even lasciviously at Spade, making an effort to
move in discreetly. Obviously, Lorre pushed his way of talking to the limit, since
Huston was directed by production supervisor Hal Wallis to follow the Production
Code: 0 Make sur e t hat he rounds out his !
possibleéeeAdsotry to get a nancy quality into
trouble with the picturebo.

In contrast to this, the private eye Spade is attributed with a specific cultural and

hi storical masculinity: Being mgdculThne harct
ocynical way of acting which separated33one
Al so Spade f ol |l ows¥ his owndavé and tpersertal ethics@deHé is

constantly demonstrating 0echepstnewmaal 0 wehayks i
O0salpadndd he has a presumably oOoheal BHowévgr,adesi r
the same time the hard-boiled detective seems to be reluctant to commit to long-term
relationships. In this respect hard-boiledness excludes the noirish anti-hero from being
t he O ro @ \d i 3% feom dpracticing presumably stable conventional bourgeois
l i festyl es and oavoid[ s] domestic t asks an

Owomends “ANockdBHding to Andrew Spicer, 0OSpade
30 1bid., 64.
31 Barrios,Screened Oytl87.
32 |bid.
33Sc hr ad eNotes da &ilmINoir. Film Commen8, no. 1 (1972) 8-13, 10.
34 |bid.
35 Cf. Spicer, AndrewFilm Noir. Harlow: Longman, 2002, 87.
36 |bid.
37 |bid.
38 |bid.

¥Cf. Bernar d, -PravidesRokel t I hRi Geo débnndd sF, atliteldvog’Michaal S.
Kimmel and Michael A. Messner. 149%53. Bosten: Allyn and &con, 1995.

40 Coltrane, Scott: St abi |l ity and Change i n Mzhmibcsa ediied/Mesn’ s Fa
Michael S. Kimmel and Mihael A. Messner. 46884. Boston: Allynand Bacon, 1994, 469. This of course can
be seen as a historical transformation of cinematic constructions of masculinity of the cinematic bourgeois,
faithful and lawabiding (male) citizen or rather as a subversion of the masculine stereotypes regrasent
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hard, sarcastic and motivated largely by a determination to win out over everybody
rather than a commitment to truths and justi
| f we consider Cairoods | ooks a nboileth e h a v i
masculinity of Spade, the homosexual implication in Cairo (as being the effeminate
counterpart) is highlighted even more: Spade wears an unimpressive suit, nothing
fancy, with no brooch or any other accessory on it and wears a standard male hat. While
Cairo is talking to him, he is sitting casually in his c hair, smoking a cigarette, while
keeping a oOstraight face. 6 He does not ma Kk ¢
stresses the differences between them. This is brilliantly depicted in the scene in which
Cairo recovers from Spadevbie arpuwithcahhuffy fadah a w
expression, Cairo makes him aware of the f a
what you did to my shirt, 6 and as a co-nsequ
with a spiteful smile on his face.
Another noticeable marker f or homosexuality is of cou
use of perfumefi both on his calling card and on his silk handkerchief, which Sam
Spade sniffs distrustfully. Dyer argues that perfume on males in classical movies is

more than just a feminine attribut e: o0it i s insidious: It gets
or touched or, therefore controlled, itds a
with seducti on, mani pul ati on, d e c“@ Besidesahisd t h «

perfumed handk erchiefs, Cairo carries around other suspicious objects: Spade finds in

Cair o0s p o-shkped boxafor pastibes, tvhich is shot for only a few seconds, but
perfectly fits Cairods queer feminine <char
objects, whi ch additionally functions as a fdnt i sh
Spadeds office, Cairo obsessively touches h
gesture of s y fhbnothei falowihgerkverset shob, .wé see Spade in the
background and Cairo in the foreground with the phallically shaped stick directly
pointing t o S paiaue feshniques are hused to make Joel Cairo an
ambiguous character: he seems to be linked to exoticism by means of soundtrack and

because of hisor i ent al name. Cairods origin is |eft
and coins from. The-benwertnaismtdy odr hti lse geinm e
paralleled with his not being rooted anywhere and being in between various
nationalities. Thispar al Il el i sm i s also stressed by Brig
in I stanbul, where Cairo had a Ilittle probl
exoticism to his homosexuality.

mantic comedi es, -'orgaobhoaderscalecultural gnaginatibris bf mvisat itaneans to be
e ‘good (heterosexual) husband’ .

41 Spicer,Film Noir, 87.

42 Dyer, The Culture of Queer4.02.

43 Benshoff and GriffinQueer Images35.

4bid., 31.

ro
t h
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Narrative Function in the Maltese Falcon: Queer CharactefBrasats to Masculinity
Homosexuality in film noir is not only present as far as iconography is
concerned, but can also be identified in terms of narrative structures. Harper Cossar

di scusses what he calls a oNar r at ifimeoir.ds Hon
Cossar bases his arguments on an extension
repressed Other via the Monstero6 in his o0chr
fil4maot i's not my concern to summaevelopemy Cos s
argument on the basis of his adaptation of
horror film to film noir. According to Woods
[ é] represents f orms of sexual ity w h

g u 0 é S wg replession involves the repression of desires that could be
expressed but that are treated as threatening to the existing order. It is
these forms of surplus repression - bisexuality, homosexuality, female
desire and so forth - that the monster represent s46 .

As Dyer argues, homosexuality in film noir is always linked to villainy or that
the ofemme fataled and the homosexwuals shar:
they represent oO0othernessa6li)n: foillnm fniaglmale n(ocifr.,
characters are linked iconographically to the femme fatale who lures the hero to his
ruin. 48 Of course the monster in horror films does not lure the ‘heroes' to their ruin as
the o0deadly sissieso6 in films nothanesdisthe but
s ame: O[ T] here are onl vy t wo ways t o manag
t ame/ ab s*Howrver, thedfirst of these two ways seems to be the more frequently
used in film noir. Consequently, Wood argues that there is a link between h omophobia
and violence, which can be considered a direct result of the repression of homosexual
desire:

Homophobia results whenérepression is
dwhen that i s, oneds homosexual ity [
unconscioust hr eat é. Mascul ine violence i n ou

of male as violent) must be read as the result of the repression of

4 Cossar,Harpet. The Revenge of the Repressed: Qudrtelyosexual i
Review of Film and Vide22 (2005): 145154.

46 1bid., 145.

“Quoted in Cossar, “The Revenge”, 145.

48 As with the stereotypical masculinity of the hdmoiled detective, who, as | suggested above might be
considered as a subversion of cultural and cinematic
also be regarded as a negotiation of idgally charged representations of bourgeois imaginations of
femininity: “She represents an explicit challenge to
roles of wife and mother” (Spicer, 2002, 91).

®Cossar, “The Revenge”, 146.
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bisexuality. Violence against woman: the woman represents the threat of
the mands repressed femini ren:tthe.manVi ol e
represents the threat of the arousal of homosexual desires:°

In Maltese Falconviolence against other men is strikingly present, especially
against the iconographically connoted homosexuals. Dyer claims that film noir in
gener al I terizedi by a cehamnraaxiety over the existence and definition of
ma s ¢ u | 3 and tnyhi@ analysis of crime films, Thomas Leitch elaborates on that
statement by arguing that this is an anxi et
[ €] i s mthe threatkning gredominance of nonmasculine images to indicate the
boundaries of categories that c&nnot be cons
Winkler argues that the narrative of Maltese Falcoris motivated through the
threatening of masculinity by Brigid OdShaug

As [ Archerods] peer, Bogey has to reven
or at best was indifferent towards him. Because Brigid did not only
outsmart a man, but she also did that as awomanand has therefore hurt
masculinity in general. Not for reasons of professional honour does Bogey
step into the breach for Miles Archer, but in order to regain lost territory. 53

Willi Winkler argues that the fact that Spade turns Brigid in to the police has to
be done for the sake of masculinity. My argument, however, is that Brigid is only one of
the threats to Spadeds masculinity. Homos e x
they inhere female attributes, and even worse, lack male atributes. If Winkler is right,
Spadef6s violent reactions towards Cairo and
could also be read as defense against their attack on masculinity, which ultimately turns
into homophobi a. Sp ade 0 sore,vare odlreet nrésponsas ugpthe o n s |,
homosexuality of the gay characters and indications of his homophobia.

The first time Spade uses physical violence is when Cairo visits him at his office.
As argued earlier 1in this ess anceindiSgieatthatlies r e ¢
is well aware of his queerness. As Cairo threatens him with a gun and tells him that he
intends to search his offices, Spade does not seem to be too concerned. He clasps his
hands together at the back of his neck as instructed. One ould argue that he does that
because he has nothing of value (especially not the Falcon), which Cairo might want to
have. Also one might suspect that Spade has already planned to knock him down at the

50 Quoted in ibid.

51 Cf. Leitch, ThomasCrime Films Cambridge: UP, 2002, 71.

52 |bid.

53 Winkler, Willi. Humphrey Bogart und Hollywoods Schwarze Sevienich: Heyne, 1985, 989
(translated by Markus Spohrer).
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right moment. However, my argument is that Spade does n ot care about the physical

threat as long as his masculinity is not in danger. Prior to the physical assault, one gets

the impression that his violence against Cairo is a reaction to the wayin which Cairo

tries to search hi m: Cae with hist handcwhehs lookspsa d e 6 s
obviously intended that 1t al most appears toc
that threatens Cairo and not the fact that he is held at gunpoint. This makes even more

sense if we consider the further narrative course of this scene: After Cairo has recovered

from the punch, he threatens Spade a second time with the gun. Spade grins and puts

his hands in the air. Once again he is not concerned about him searching his office, but
obviously very sure that Cairo haslearned hi s | esson and wonodot t
agai n. I n a | ater scene, when Cairo and Bri
beaten up a second time. Even before Cairo enters the room, he instantly calls attention

to the fact that Wilmer is linger ing outside the apartment. One gets the impression that

Wil merds presence excites Cairo and as Brig
had with a oboyd in Istanbul, Cairo harshly
t o ¢ o mé*Andewerdbefore Cairo is able to finish his sentence, he is both slapped

by Brigid and shortly aft erdaadwhkesyobaresBgpedde, w
you take its®Vand |Ruksesoi ti.mpl i es that Brigidds

Istanbul is a sarcastt r e mar k, which points 5tTloe stthager 00 s
i ntermezzo bet ween Cairo and Brigid can fu
riva¥lrry. dontrast to Cairo, Brigid was probal

omot her i ng?5 anfl fweiah tcanobe Gead as a hint at an erotic relationship
between the two of them.

The violent outcome of the scene is a reaction to the culminating (and emerging)
homosexuality of Cairo. His homosexuality cannot become more obvious (for reasons of
censorship and Spade feeling sexually threatened again), physical violence seems to be
the only solution. One could of course argue
with Brigid, but as we learn later on, Spade does not really care about Brigid, since he
turns her in to the police. Thus, the violence against Cairo is once again rooted in
Spadeds homophobi a. Cai r o0 $° reautismma Splade ,feeliggu e e r
threatened by the Other, resulting in violent outbursts.

Even more interesting is the relation between Spade and Cook. Initially, there is
no reason to suspect Cook to be a homosexual. However, Spade seems to have guessed
his sexual identity, since he derisively <ca
expression refers t o ecally pymusg] wmexperisnced dbayi t e,

5 The Maltese Falcordirected by John Hustod941; Warner Home Video, 2006), DVD.
%5 The Maltese Falcordirected by John Huston (1941; Warner Home Video, 2006), DVD.
6 Russo,The Celluloid Closet46.
57 Luhr, William. The Malteste Falcardohn Huston, DirectoiNew Jersey: Rutgers, 1995, 172.
58 |bid.
59 Dyer, The Culture of Queerd.13.
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compansi(ocaamong ot her Oheterosexual d connotat.

connoted in different ways fits the uncertain and ambiguous character of the film and

the way in which Wilmer can be read. Wilmer is not ico nographically linked to

homosexuality like Cairo. His vesture has no feminine traits, and he is not as eloquent

and exotic. Still, his voice is very soft, and he has a very small, thin frame. Yet if we

assume that Wilmer is a homosexual, the manner in which Spade deals with Wilmer

make sense. It seems that the narrative pattern of violence and homophobia hint at his

sexuality. At first Spade only notices that he is tailed by Wilmer. However, he seems to

be very suspicious of him, since he observes Wilmer through the window in his

apartment: We can see Wilmer lingering outside of the apartment, obviously waiting

for Spade to leave the house again. Later in the apartment sequence, in the scene in

which Brigid reveals that s lranfronsofthewintowar , 6

However, close before he touches her lips, he hesitates and rather takes a suspicious

glimpse at Wilmer outside, who is still standing in front of the apartment and appears

strikingly threatening. |6 @ manhandsa woniae whe are s e x U

about to kiss each other and thus confirming a socially prescribed heterosexual

60f oreplayd6 (and -knewmrcioethatic clich€) o &ilmerecbnies visually

and metaphorically between t he mmascalinitd Hei® us i

cinematographically othreaflening the heteros
In the next scene at the hotel Belvedere, Wilmer reappears in the lobby and

Spade is instantly aware of his presence. As he makes Luke aware of the fact that he lets

0t hes e gurhea dang around in the lobby with their heaters bulging in their

clothes, 6 Wil mer i's thus perplexed and inti
faci al expression says a thousand words and
his cigarette int o Cookds f ace. Not only was he di s
homosexuality was revealed. In addition to that, taking into consideration that he might

be a connoted homosexual, the OoObul ging heat e
While Spade O0seems to take great pl easure throu
humi |l iation of homosexual sf attsdma pointiirsthe filimd e at i 1

narrative he doesndt seem to be amused any
behavior towards W ilmer becomes more and more malicious: after having unarmed

Wilmer and made him look the fool in front of his master Gutman, Spade is seriously
angry and asks Gutman to OKeep that gunsel

80 Russo,The Celluloid Closet46.
51 Dyer, The Matter of Image$2. The shot iscarefully constructed in thiway, sothat we can see the
couple in front of the window facing each othemile Wilmer outside is still visible through the glass of the
wi ndow, <c¢creating the impression that he is *‘standing’
52Studlar, Gglyn* A Gunsel is Being Beaten. diecofgheCrene Mascul
Film, 19421 9 4 2 M&b Cultare: Hidden Histories of the American Gangster Fiilited by Lee Grieveson,
Esther Sonnet and Peter Stanfield,-125. New Brunswik, NJ: Rutgers State UP, 2005, 126.
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your mind. I 61 lo nlo%it Galy Mbriisraccurdtely gonaludesd that Spade's
threat to kil Wi | mer , opoints to emotions
homosexual pursuer that wunhinges ev®&Bpaden unf

is not only willing to harm the homos exual threat, but is eager to get rid of it forever.
After failing to reject the Other, it has to be destroyed.
The desire to destroy this threat to masculinity culminates in the final sequence

as Brigid, Cairo, Wilmer, Gutman and Spade meet at hisapar t ment . |t i S
concern to find a 'fall guy' for the three murders, before he can hand out the Falcon to

Gut man. As Gutman tries to convince Spade t
response is that 0 t heHjs owanrpeoposapi ¢ ot any 0 ghiewe . ©© h
gunsel 6 as he viciously nods towards Wil mer
part. 6 This is especially true i f we read hi

as we learn early on in the film, Spade is very well capable of dealing with the police.

His concern is to get rid of the threat to his masculinity. This also seems to be an easy

way to deal a lot of damage to Wilmer: not only is Wilmer found guilty for murder in

three cases, but as a consequence he is probably pushed with death penalty or is at

least locked away forever. Interestingly, as Gutman refuses to sacrifice Wilmer, whom

he considers a O0son, 6 Spade has a new i dea:

good as the first one but its better than nothin g . Give them Cairo. o6 He

Wilmer, since he is not a threat anymore, as Spade has taught him that he should not

play with his masculinity. Cairo is the lesser of two evils, but he is still a source for

homoerotic tensions. As Spade provokesWilmer some more, he threatens him with the

gun and consequently is overcome by Spade. Gutman is convinced that they should

take Wilmer for the fall guy. Naturally, Cairo is visibly relieved. Later on as they learn

that the Falcon is a fake, Wilmer manages to run away, and Spade turns Brigid in to the

police. The fact that he even betraysher, shows how far he is removed from such a thing

as homosexuality. Furthermore it is his homophobic conduct and therefore his ultimate

masculinity, which makes him the only gainer in the end & at least he is left with

Gut mandés money and is free from any troubl e
It i s Spadeds status as nonf emal e and

complicity in the filmds villai nalysnascuwimes pi r a

becausde is not female or homosexual; and in the zero-sum economy of hard-boiled

movi es, the wvindication o f Spadeds sexual

possibilities be impeached.66

53 The Maltese Falcorgirected by Johkuston (1941; Warner Home Video, 2006), DVD.
54Morris, Gary.“ Fi | m NIbd Queef Endyaiopedia of Film and Televisiedited by Claude J. Summers,
143-145. San Franscisco: glbtg, 2005, 144.
%5 The Maltese Falcordirected by John Huston (1941; Warhme Video, 2006), DVD.
66 _eitch, Crime Films 198.
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Thus we can conclude that Maltese Falcod s ratigeris structured through
Spadeds constant confirmation of his mascul.i
which is manifest in his violence especiall
film leaves demystified, disempowered, defeatedand d e human%z ed 6 .

Conclusion

Homosexual characters in film noir are a
However, in the first place they can be read as heterosexuals, because an obvious
portrayal was oppressed by the Production Code of that time. In most cases the
characters in the scripts of the films were rather obviously gay, but had to be rewritten
as a consequence of the Hays officeds censor
were camouflaged, but with a bit of subtleness so that they could still be deciphered as
such,but were not Osuspiciousd to the censors
almost appears to be an ironic allegory:

Sam Spade: olt might be better all aro
Joel Cairo: o0l donbdett ttehriéonnk t hat woul d
Fil mmakers were simply not all owed to re

in contrast to the novels the films were based on in many cases: While in Dashiell
Hammet's literary version (1930), the homosexual tendency of the villains seemed to be
ounproblematic, 6 the rather obvious gay rel
disguised for the production of the cinematic version of Maltese FalconTo the same
degr ee, it was a common practice not tqg conf
to the publ i c and studi os made an ef fort
orientation, in order to protect their reputation. It was not unusual that studios fired
actors, when they refused to keep their homosexuality a secret.

In orderto deciphera f i Il m noirds character as a ho
that it is not one single aspect that alludes to sexuality but rather a sum of stereotypical
signs or markers that connote homosexuality. There are different iconographic devices
that are culturally and film -historically established and linked with homosexuality.
When taken as a whole, they suggest that specific social, cultural 8 or in this case:
cinematic elements - point out to the sexual orientation of a character, such as vesture,
accessorie, fetish objects, language and habits (by using the gender inversion model).
I n many cases, conclusions about oneds gayne
other characters, their facial expression and their gestures are taken into consideration.
Additionally, the setting in which a character dwells can also be connoted with
homosexuality and may thus highlight the impression of homosexuality. Sometimes

5 Ibid.
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there is a homosexual implication in the actor itselfiei t her 1 f he is an 0
ho mosexual hi mself (which was rather rare in
played other homosexual characters before.

The narrative of a film noir can also be structured around the homosexuality of
the characters or rather be defined through the homophobic reactions of other
characters. On a norrthomosexual level, violence against the sissy characters makes
sense if we consider the roles that such characters are given: besides being highly
unmasculine and dubious, these characters are in everycase villains. In this respect
violence and punishment against them is represented as justified and as their
unmasculine aura is linked to villainy. While this is certainly a highly negative
connotation, one might consider reading these films - by referring t o Davi d Gut t «
remarks about contemporary gay male gender identity practices & as spaces of
negotiati on: 0The conflicts between individ
conceptions of normative maleness create interesting places if slippage where the
standards of gender are ®%nder mined and conte
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Abstract

In the hours, weeks, and months following the 9/11 terror attacks, the Bush
administration pushed for retributive justice as a means of healing a deep national
trauma. This push replicated what Christina Cavedon notes was a larger shift in
rhetoric away fr om passive terms such asbereavednd toward active terms such as
survivorsto describe family members of those killed. In both cases, action as a healing
mechanism became the central thesis for Americans during the War on Terror. In the
following years, narratives about severe trauma and masculine heroism became
linkedAii n order for the herods triumph to be r
him suffer. This paper examines the origin stories from two post -9/11 superhero film
trilogiesi Chr i st pheBatNmamanbBisl ms and Jon Kava eauds
way of understanding how these shifts in nationalist and masculine rhetoric
manifested in popular culture. At the same time, this paper advances the idea that
this new, fragile, broken, and vulnerable masculinity that emerges during the War on
Terror is not reflective of a progressive turn toward what R.W. Connell calls
masculinities but instead replicates a regressive masculinity that uses violence and
aggression to reclaim olostdé patriarchal p oW

Keywords: Superhero; 9/11; terrorism; masculinity; trauma; Batman; Iron Man;
Christopher Nolan; George W. Bush; nationalism.
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Introduction
Forces of Evil

On September11, 2001, around 8:30pm, President George W. Bush addressed the
nation. In this speech, as in many subsequent speeches in the coming months and years,
Bush drew distinct lines between good and evil, terror and resolve, and present and
future. Perhaps most importantly, Bush highlighted the uniquely communal experience
of the 9/11 attacks on the American psyche
buildings, fires burning, huge structures collapsing have filled us with disbelief, terrible

sadness,andaqu et , unyi e lTdvb elgnengsrofgthésrsentence are intriguing:
first, Bush acknowledges that 9/11 was a traumatic experience mediated by television;
second, he quite instructively moves the nat

(o0otersadhesso) t o vengeance (Oounyielding a
distributed and received through mass media is crucial to understanding how an event

that directly affected thousands of people could become resonant for hundreds of

millions. Unlike other national tragedies, the 9/11 attacks were experienced either first-

hand via live television or second-hand through continuous media repetitions of the

moments of impact, explosion, and collapse. What Americans shared, then, was both a

trauma through media and a trauma from mediaf the act of watching and re-watching

the attacks was enough to cause PosfTraumatic Stress symptoms in people who lived
thousands of miles away.2 Beyond acknowledging the communal experience of 9/11,
Bushds rhetori caclt smoAneemmeincta nisnshtoomu t o move fc
desire to move beyond sadness toward retaliation as a refusal to accept the trauma, and

the vulnerability it represents, as real. In other words, if that terror, fear, and sadness

that Americans felt could b e refocused into revenge, then control could be restored and

the traumaf loss, instability, helplessnessi could be erased.

1 Bush, George W. 200George W. Bush: Address to the Nation on the Terror Attacks.
http://www.presidency.ucsb.edu/ws/?pid=58057.

2 Cavedon, Christina. 201&ultural Melancholia: US Trauma Discourses Before and After @bston: Brill
Rodopi.
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The impulse to fast-track healing through revenge is common in both post -9/11
media and in narrative. Americans were eager to move past this moment of
vulnerability, sadness, and fear because it runs so antithetical to our national
mythology. Christina Cavedon notes that post-9/11 rhetoric focused on the idea of
families not as oObereavedo6 but as @tonsrtovi vor
Bushés desire to move forward:

Whereas survivor implicates an active, heroic position that speaks of
resilience to the effects of the traumatic experience,bereavedummons up
the notion of a passive subject [...] In a post9/11 context, the term
survivor became preferred to the term bereaved because it helped to
immediately activate the already amply discussed American resilience
template.3 (170)

The oresmpli@neé Cavedon mentions echoes
acts shattered steel, but they cdnhhefodusothe nt 1
American resolve, resilience, or determination marks a shift in American self -
identification. Cavedon notes tha t 09/ 11 was traumatic for £

affected by the attacks because it Sabeleft er e
system she calls the o0myt hé9[4lf maksrnedrastc amd i nv L
seismic shift in the national my thologies of America and Americansfi what was once

i nvul nerabl e, saf e, and power f ul was now br

desire to move from trauma to revenge, then, was as much about preserving this
cultural self-identification as it was with an y military intelligence. Like the bereaved
and survivor phrasings Cavedon mentions, the movement toward an aggressive
response repositioned the United States in an active rather than passive role.

This sudden rupture of American mythos sent shockwaves thr ough connected
mythologies of identity i prominent among which is masculinity and the nation. Susan
Jeffords notes that in the aftermath of both the Vietham War and second-wave
feminism, both national and masculine identities changed to accommodate new
chalenges to the status quo: O[] Ri char d] Ni xor
Bl yds scenarios | ink the crisis T7FbrJefords,at i or

3 Cavedon, Christina. 201&ultural Melancholia: US Trauma Discourses Before and After @bston: Brill
Rodopi, 170.

4 Bush, George W. 200George W. Bush: Addrego the Nation on the Terror Attacks.
http://www.presidency.ucsb.edu/ws/?pid=58057.

5 Cavedon, Christina. 201&ultural Melancholia: US Trauma Discourses Before and After @3bston: Brill
Rodopi, 173.

%1bid., 173.

7 Jeffords, Susan. 1998ard Bodies Hollywood Masculinity in the Reagan Erdew Brunswich, NJ: Rutgers
University Pressl2.
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masculinity and nationalism are intertwined, in that they share the same myths and

fables, an idea that is also advanced by Joane Nagél( 6 Mascul inity and
articul ate well with one anothero) and that
Ni xonds and Bl y0s -waw $epinisms lebslieve the nateraloresgbnse

to 9/11 mirrored a restructuring and reconfiguring of masculinity: as conceptions of

American as synonym for free, powerful,or invulnerable were problematized, only to

ultimately be reframed through a new lens in which American became synonymous

with resilient, idomitablepr communal.so too myths of masculinity were transformed.

It is through this lens of myth sharing that | will examine the cinematic
reconfiguration of hegemonic masculinity in America post 9/11. Connell asserts that
hegemoni c mas otua fixad ichasacteo type, always and everywhere the
s a mé Asduch, we can only understand masculinity through the gender and power
relations of a time and place. While Nagel and Connell have their own definitions,
allow me to offer mine: hegemonic mastnity contains all the prescriptive myths of
manhood that are constructed through images and representations in popular culture,
in this case fil m. I use the term omythsd |
shaped through cultural stories and texts. These myths function to reinforce patriarchal
power, and are thus largely reflective of those in power: white, heterosexual, and
aggressive. Like hegemonic masculinity, hegemonic nationalisnis the collection of
narratives about American-ness. And like hegemonic masculinity, while hegemonic
nationalism depends on the illusion that it
collections of narratives are actively constructed and reconstructed to meet the
requirements of changing circumstances. The 9/11 attacks, then, represent a crucial
moment for the investigation of nationalist and masculine myths: for a brief moment,
because of the abrupt nature of the attacks and subsequent shift, we are able to see the
active processes of reconfiguration, remnstruction, and reframing both American and
masculine ideals. In the days, weeks, and months following 9/11, we are able to track
the rebooting of masculinity much more clearly.

In this article, | will examine a particular genre of film that works throug h
questions of power and vulnerability in the immediate aftermath of the 9/11 attacks:
superhero films. Because they straddle a line between fantasy and science fiction,
superhero films found themselves uniquely positioned to work through issues of
national fantasy as the United States engaged in an increasingly technological war.
Similarly, because the superhero mythos presents clear depictions of good and evil,
strength and weakness, and power and vulnerability, these films mirrored many of the

8 Nagel, Joane. 1998. "Masculinity and nationalism: gender and sexuality in the making of nEtiomis.and
Racial Studie®1 (2): 242269.
% Connell, R.W. 2005Masculinities Berkeley, CA:University of California Press, 76.
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ideological questions Americans were struggling with at the time. Most important of
all, superhero films produce and reinforce connections between masculinity, violence,
and national i sm. Despite Marvel 6s recent
largely about powerful white men solving their problems through aggression and
brutality. Increasingly, these problems they attempt to solve revolve around masculine
crisis in the face of trauma. This article will closely examine the ways in which two
separate superhero trilogiesii The Dark Knight trilogy and the Iron Man trilogy
worked through increasingly explicit references to modern terrorism and the
philosophical struggles related to it. As this article progresses, | will make connections

at i

between the traumaticor i gi n st ory and the broken super

engagements domestically and overseas in the war on terror. Simultaneously, | will
track the ways in which violence and aggression are presented as modes of healing.
These two trends present a reconfigured masculinity, but not a new one. Rather, the
myth that masculine power comes from violence situates these films within a traditional
hegemonic American masculinity.

Origin Stories

Origin stories are a crucial part of superhero films after 9/11. The two films |
focus on herefi Batman Begin® (2005) and Iron Man!l (2008)i both acknowledge a
larger history for their heroes and explicitly link the hero to his trauma in order to
understand the trauma as part of the hero. In both these films, as well as other
superhero films since 9/11, superheroes are framed as not just conquering and
overcoming trauma, but as owing their identities to that trauma. The traumatic origin
story, | suggest, resonates because it reflects a shift in national consciousnestllowing
9/11: the illusions of invulnerability safety were shattered, and in the aftermath
nationalist and masculine rhetoric reconfigured itself around concepts of resolve,

revenge, and steadfastness. The drive to reconfigure is, as it was in the casefo Bus h 6 s

speech, designed to circumvent the natural traumatic response in the name of
accelerated healing, but recovery cannot be occur instantaneouslyi only time can heal
that wound.

The breakdown of a masculine mythos, arguably, was already in cinematic

evi dence before 9/ 112arethé onlywodds supeb-raath David Buanm 6

(Bruce Willis) mumbles to his wife Audrey (Robin Wright) as he curls up in her arms
and embraces her i n M. NUnQréakablenhthys anomaeht,aDanh s
oozesan uncharacteristic vulnerability. Although the film chronicles his emergence as a
traditional hero as he slowly discovers the supreme physical powers he possesses, this

10 Batman Begingiirected by Christopher Nolg2005.Warner Broy, DVD.
1 1ron Man,directed by Jon Favreg@008. Paramount Pictufe®VD.
12 Unbreakabledirected by M. Night Shyamalai200Q Touchstone PicturgsDVD.
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less conventional moment is arguably his triumph. Unbreakablé s mai n acti

center s on Dunnds discovery of, and crisis
same time, the film tracks a melodramatic plot wherein Dunn struggles to reunite with

his estranged wife and mend his relatiasnshi

he spent shutting Audrey out of his life and distancing himself from Joseph. Shyamalan
deploys the metaphors of rebirth or waking in order to draw a sharp line between the
pre-empowered and post-empowered Dunnii a line marked solely by the train crash.
The crucial element of this superhero story, then, is the trauma: we cannot imagine
Dunn as a superhero if he had not first suffered the trauma of the train accident. The
prevalence of the origin story in post-9/11 superhero films interests me specifically
because of this link between trauma and origin. In Unbreakableas in other superhero
films of the 21st century, the trauma is what creates the hero, the trauma is necessary for

of

(O

P

the hero to emerge, the trauma is thhkesagenes

poi nt to juxtapose Dunnds unrestrained
fragility he experiences in his personal relationships. The juxtaposition identifies the
key irony of the film: how can someone so strong, so unable to be hurt, be & the same
time so broken and helpless?

While Unbreakabledebuted in 2000, it serves as a template for the post9/11
superhero films | track because of its nuanced treatment of masculinity and its focus on
the origin story. Dunn finds the genesis of his p ower tied to an event of extreme trauma.

So, t oo, does Chri st op h eBatmaN Bégmsi2005) TBeaDarka n

Knight13 (2008) The Dark Knight Risé¢( 201 2) ) , which has a

origin. While previ Batmari¥(1989%ard Batman mRetuBnd& (1998)n 6 s

and Joel S cBatmanaForbvérr (1095) and Batman and Rob#% (1997) have
merely acknowledged the trauma that caused Bruce Wayne to become Batman, only

Nol an | ingers on that moment .dyBamanBand weseed s

the Waynes murdered only through a brief flashback that serves a secondary plot point
of identifying the Joker as the murderer. Nolan, in contrast, does not simply show

phys

str ol

Thomas and Martha Wayneds mur dertheirviodd. The t uat e

majority of the first act presents a world not unlike 1980s America: Gotham has a
terrible wealth disparity probl em, causi
immune to the issues of that world ii they are one of the wealthiest families in the
world, and Wayne Manor sits outside the dark slums of the city. Much of the opening
act tracks Bruce (Gus Lewis) as a young boy, enjoying the idyllic grounds of his estate.
On those grounds, or rather in them, Bruce has his first encounter with fear: he falls into

13The Dark Knightdirected by Christopher Nola2008 Warner Broy DVD.
14The Dark Knight Riseslirected by Christopher Nolai2012 Warner Broy DVD.
15 Batmandirected by Tim Burtor{1982 Warner Bro}, DVD.

16 Batman Returngjirected by Tim Burtor{1992 Warner Broy DVD.

17 Batman Forevergirected by Joel Schumach@995 Wamer Brog, DVD.

18 Batman & Robingdirected by Joel Schumach@®97. Warner Broy DVD.
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a cave and is swarmed by bats. The moment i s
off the psychological trauma, and his newfound terror toward bats. If fear is the theme

of this film, Nolan introduces the audience to it early. Here, fear is about the unknown,

the shadows, and the monstrous, but it is also a fear which sticks. Bruce is not simply

able to experience his fear and move on, he is haunted by it, he dreams of it, and he sees

it in his waking life as well. In an attempt t o get him out of the ho
bring him to the opera. While there, Bruce again (re)experiences his terror when the

actors of Mefistofeledress as bats and swing from wires. Bruce experiences a form of
Post-Traumatic Stress, as the previoustrauma he experienced with the bats now bleeds

over into his waking moment, causing him to relive his nightmare in the cave.

Bruceds inability to put the moment in th
next, more major psychic trauma. Nolan deviates from the traditional Batman origin
story in this detailihe wants to explicitly tie the Wa
Because Bruce is afraid, the Waynes leave the theatre early, because they leave the
theatre early they happen upon Joe Chill (Richard Brak e ) , and despite Th
Roache) attempt to diffuse the situation, Chill murders them both. As he lies on the
street dyi ng, Thomas calls Bruce over. Wi t h
afr dlrels ededi ng the idea thhat pBrenddd fmauardeanc
Although the film is titted Batman Begins it may be better to thi
beginning, 6 in that the film details sever:

culminate in the creation of the Dark Knight. Th e first trauma Bruce experiencedi the
flying batsfi not only sets the stage for the second trauma, it is instructive for him as he
moves forward. His inability to face his fear of bats leads directly into the murder of
parents, and for this reason he comes toview fearfi especially fear of the supernaturalfi
as a weakness. The second trauma, and his f
beginning of his journey to becoming Batman. Bruce learns that fear is something to be
mastered. Through this masculine mastery, he becomes immune to fear and able to
wield it as a weapon against those weaker.

Bruce Wayneds journey to become Bat man c
mentioned childhood stage, in which he learns about the nature of fear and discovers
the need to master it, and the second stage in which he actually masters it. Nolan
structures the beginning of the film so that neither stage is privileged, and instead
weaves them together despite the 20year gap that separates them. As Bruce first meets
Ducard (Liam Neeson), the film flashes back to the murder; throughout his training
these flashbacks will continue to tie the events of the first and second trauma to his
choice to become Bat man. Bruceds initiation
Liam Neeson) ninja group, the League of Shadows, is an initiation into fear. The skills
and techniques he learns are structured in two categories: the mind and the body. His

19 Batman Begingjirected by Christopher Nolg2005.Warner Broy, DVD.
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body learns to master physical weakness and become invisible; his mind learns the
strength that comes from immunity to fear and the ability inflict it. As he trains with

Ducard, Bruce |l eans the Leagueds phil osophi
tells Bruce oOyour parentsd death was not yo
reassir i ng statement, unt il Duc ar d2 Whilentheitwou e s :

men swordfight on a fragile sheet of ice above a frozen lake, Ducard continues his
verbal insults while Bruce defends his father. Here, Ducard assaults not just Bruce but

hisfears as wel | . I n forcing Bruce to acknowl
Ducard presents the Leagueds thesis that f ea
only cure, according to ®héeéomaadguéai baamdée he o

argues, is as much a cause of his death as the man who pulled the triggefi action then,
is the only appropriate response to fear.
Beyond action, Ducard also illustrates the power of vengeance. After the sword
fight, the two men sit at a campfire. Here, Nolan presents Ducard in the fatherly mentor
rolefi he gently comforts Bruce and offers words of guidance for dealing with trauma.
He i s, he reveal s, also familiar with extre
him. Her death spurns Ducard to unders tand that there are evil people out there who
omust be fought with BAgintactioniinahe facevisitraumaist pi t
stressed, as Ducard emphasizes the need for a quick and sure response to any assault.

Hi s | ast comment , sodeveals lthe blackapdiwhite nature aof the
Leagueds world view. When imagining the ener
can escape the mor al gual ms that come from v
lesson shifts slightly: he cautions Brucet hat whi l e his anger gives
has the potential to destroy him if left unchecked. When Bruce asks what stopped
Ducardds revenge from destroyi ng4Hkrirm, Dwacard

philosophy mirrors the Bush doctrine from the evening of September 11: the quick
movement from trauma to revenge, specifically designed to take back lost power.
Thomas Wayneds refusal to act caused his ow
parentsd death <causes t hde¢ague of Soadoavs difers tHee st e 1
healing salve of vengeance if Bruce can master his mind and his body.

The final act of training privileges the power of the mind, however, as Bruce
must confront his fear in order to become a true ninja. In this scene, Bruce inhales a fear
inducing toxin and faces a wall of ninjas dressed identically. Among these masked men
is Ducard, who periodically leaps from the shadows of anonymity to attack Bruce. As
he fends off Ducardoés attacks, Bruce sl owly
him to embrace his worst fear, and Bruce opens the box revealing bats. As the bats

20 Batman Begingirected by Christopher Nolg2005.Warner Broy, DVD.

2l bid. Ducard tells him “your father failed to act."”
22 |bid.

23 Batman Begingjirected by Christopher Nolg2005.Warner Broy, DVD.

24 |bid.
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swarm him, Bruce falls to the ground in shock. Nolan edits this scene with quick -cuts
back to Bruceds chil dhiothate guigkudsriastearirackon ofa t h e
second and feature exaggerated volume so as to mimic the heightened sensitivity of a

traumatic flashback. As he composes himself
into a climax and Bruce stands, empowered. The segment only lasts a few seconds, but
Nol ands drive to link Bruceds ninja traini:H

reinffor ce t he League of Shadowsd emphasis on tF
learns the mental skills and philosophies of the League: the connection between fear
and hesitation, the need for swift action and revenge as a response to an attack, and the
ability to master and instill fear through shock and awe. He learns that fear and trauma
are simply temporary conditions that can be brushed away with retaliation and
aggression. Most of all, Bruce learns to understand his trauma and fear as necessary
components of his soon-to-be-super heroic self: he cannot master his fear and use his
trauma as revenge fuel if he never experiences pain and loss. This initiation and
reconfiguration of values mirrors the experience of Americans after 9/11 and during the
buildup to the Irag War, as the Bush administration attempted to redirect feelings of
vulnerability into aggressive responses.

Unl i ke Bruce Wayne, Tony Starkds/ I ron Ma
Certainly, asonMant (2608)andleon Mah 8¢ (2010) reveal, he has some
unresolved daddy issues; however, nothing traumatic or scaring. Instead, and in
contrast to the opedronrMan bedins by docuaimgds how gréat o g vy ,
Tonyds | i fe i salonghigh sgdeets gall af whom iwdrship him), seduce
beauti ful wo men, and drink and party to hi:
blatant war profiteering. The movie cold -opens into the aforementioned ride -alongfi
Tony is in a Humvee in the desert, riding with soldiers. The ensuing ¢ haos in the
aftermath of a rocket propelled grenade (RPG) attack gives spectacle to a concept
Americans were familiar with at the time: the terrifying unpredictability of the
i mprovised explosive device (I ED) att ahek. H e
takes shrapnel to the chest and begins bleeding out through his bullet-proof vest. The
film immediately reverses time to 48 hours earlier. Like Batman Beginslron Man can
only proceed with trauma after it has chroni

This cut back in time illustrates not just the incredible luxury Tony has, but
simultaneously shows how quickly this can all be ripped apart. What we see as the film
begins is an innocent Tony, unaware of the evil in the world and how close it is to him.

He believes himself untouchable. Through this attack, Favreau illustrates the
Oi nvinci bi? iCavedon nwitesh &dboutfi Americans, like Tony, believed

25 |ron Man, directed by Jon Favreg@008. Paramount Pictufe®VD.

26 Iron Man 2,directed by Jon Favreg@01Q Paramount PicturgsDVD.

27 Cavedon, Christina. 201&ultural Melancholia: US Trauma Discourses Before and After @bston: Brill
Rodopi.
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themselves Osafed from foreign terror attack
location, or simply arrogance. Stark ascribes to these same myths about himself and
enjoys a napve | ifedoffrieexlomy dmhe oeamaligtic
touched, however, is not the end of the nightmare. Tony is kidnapped by the 10 Rings,
an uninspired and g eneric take on Middle Eastern terrorists. The scene is oriented from
Tonyds perspective as the 10 Rings shoot a
hostage on his or her knees while masked men with guns surround a single speaker
reading a prepared statement, was and is instantly recognizable to Americans who have
seen similar videos on television and online news.

|l mmedi ately after the hostage video, the
choice to cut back highlights the importance of understanding the attack and
subsequent hostage situation as a massive schism in this story. For bothiron Man and
Batman Beginsthere is a strong need to look at the trauma and understand it as
momentous. Tonyod6s abduction i s BrthecavéisJoé al |
Chill shooting Thomas and Martha Wayne. Experiences of momentous trauma would
be familiar to any American who watched the twin towers coming down on live

television. Like Bruceds story, Tonydadrngtr aun
and ascension. However, in order to highlight the triumph of the ascension, Favreau
chooses to illustrate the depths of Tonyds

parties, drinks, and beds beautiful women, Favreau positions the camera in a position
of judgement. When young Bruce Wayne enjoys the posh life of wealth prior to his
traumas, Nolan never asks us to consider the moral nature of that wealth; Favreau does.
In these few hours, Tony does not just have funfi he skips out on responsibilities, leaves
messes for his friends to clean up, and bullies his friend into shirking responsibilities as
well. The camera, and the narrative, frame his naivety and innocence not as marks of
invulnerability, but rather as marks of arrogance and foolishness. Tony is being
punished for his immorality, but the 10 Rings are unfit arbiters. Rather, we need Tony
himself to stand in judgement of his past self by remolding himself into something new
and greater.

The molding (or perhaps molting) occurs in the cave. Like Bru ce, Tony receives
aid and mentoring from an ol der man, Yinsen
mentor is an Orientalized stereotype: a noble Arabic doctor who also suffers under the
oppressive yoke of the 10 Rings. As soon as Yinsen tells Tony abouthis family back
home, we know this man will not make out of the cave alive. Yinsen is here to teach
Tony about responsibility and morality, lessons Americans were eager for at this time.
By 2008, popular opinion on the wars in Irag and Afghanistan had shi fted
dramatically 2°. Barack Obamads election was due 1in

28 Tony runs he family business-weapons manufacturirgfor which he has a prodigious talent.
29 A Pew research study found that American support for the Iraq war was at 72% in March 2003. It dropped to
47% in favor by February 2005, the y&atman Beginsvas releasedmost even with unfavorable opinions.
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these increasingly unpopular wars. The war lost support not simply because of its

l engt h, but because of the uncertainty abou
author ity in declaring war. Favreauds need to
oObaddé Afghanis happens more than once in thi
Tonyds time in the cave. Yinsen saves Tonyods

shrapnel from flowing into his heart. Raza (Faran Tahir), the leader of this particular
terrorist cell, orders Tony to build an advanced missile.

Tony and Yinsen formulate a plot: instead of building a missile, they will instead
build a weaponized suit of armor to help Tony escape. The plot relies heavily on the
incompetence of the terrorists: we have to believe that they are incapable of
distinguishing between a giant robot and a missile. Certainly, this extension of the
0gooddé Afghani s 0 traiesdon ndtiogshoiAighasistas pd ai primitive
and nomadic cultural Other. Favreau highlights this presentation by juxtaposing shots
of Tony and Yinsen working on the Iron Man armor with shots of four terrorists
huddling over a campfire outside. This is a well-funded and well -connected terrorist
organization, with enough clout to acquire Stark Corporation military weapons and
missiles, and yet their facilities lack even the most rudimentary heating systems. The
primitive terrorists also allow Favreau to manipulate the mise-en-scene to further
di stinguish Yinsen as a 0gaded dearArdgged alothes whi
and mismatched military gear, Yinseni their prisonerfi wears a three-piece suit, still
relatively clean despite his surroundings.

Havin g effectively marked Yinsen as a noble among the savages, Favreau works
to set up his heroic sacrifice. After Yinsen tells Tony he will see his family3°6 when [ he]
| eavel s] 3thetuss tipelstateneent back on Tony. Tony reveals that he has no

family , and Yinsen replies 0so0o you are a2 man
Yinsen means to call i nto question Tonyod6s co
between passive (accumulating inherited wealth) and active (having a family or loved

onestof i ght for) |l ifestyl es. Part of Tonyds tr

Man armor, is the shift from a passive empowered role to an active one. He needs touse
his power, or groups like the 10 Rings will turn it against him. The hostage situat ion
teaches Tony that his work and production has been corrupted and stolen, but it also
gives him something to fight for and against: he is forced into a proximity to a terrorism
he thought himself safe from. Like Bruce Wayne, Tony is touched by trauma and finds
himself more aware, more resolute, and more prepared to deal with the threats that had
once been invisible to him. Now, knowing the fear of victimization and understanding

By 2008, favorable opinions accounted for just 38% of the total. The decline was both drastic and consistent for
both wars. Sourcédattp://www.pewresearch.org/2008/03/19/pukdititudestowardthe-war-in-irag-20032008

30Who we later learn has been killed

311ron Man, directed by Jon Favreg@008. Paramount Pictule®VD.

32 |ron Man, directed by Jon Favreg@008. Paramount Pictule®VD.
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the evil of his foes, Tony can emerge from the cave with the resolve and purpose
necessary to fight this great evil.

In the flashback before Tony leaves for Afghanistan, Tony is cornered by a
reporter. During her line of question, she brings up his war profiteering and the
financial windfalls his family has enjoyed from American m ilitary campaigns abroad.
Defensively, he cites the great contributions military technology has had domestically in
the forms of medical science and automated farming. He goes on to emphasize Howard

Starkds role in winning Woerld dhaMhraldayismy:i ng@

having a bigger st i3Tkhet hiannc rtende bd teh esri zgeu yo.f6 h

great source of pride for Tony, and certainly the events that follow are as much about

regaining that stick as they a-measuang oontest saf e

with the terrorists is a one-sided battle, but only after he emerges from the cave and
reclaims his power for himself. Meanwhile, his above quote both infantilizes and

empowers himself: referring to his fatheros

living under the patriarchal shado w, while his implicit belief that his stick is the biggest

presents himself as untouchabl e. Tonyds tho

American invulnerability mythology Cavedon cites: he naively believes that his safety
is a birthright. Just like 9/ 11, Tonyds kidnapping at t he
shocking and traumatic event that forces him to reconsider this personal narrative.

Conclusion
Strength through Struggle

Both Bruce Wayne and Tony Stark experience extreme trauma on the way to
their rise into superhero-dom. What I find interesting about their stories in the desire by
both Nolan and Favreau to I|ink the trauma
presents him with drive necessary to discipline his mind and body in order to overco me
fear. For Iron Man, the trauma shakes him from his idyllic life and awakens him to the
necessity of action. These films, emerging out of an America struggling to rebuild its
sense of identity after 9/11, present trauma as a prerequisite to strengthii thus crafting
a world in which the attacks were merely Part One of an ascension. At the same time,
these films fixate on the need to negotiate damaged masculinities resulting from that
same trauma. Masculinity and Nationalism are linked in these films as both men
combat both foreign forces and father figures in their attempt to rebuild themselves
post-trauma. This rebuilt masculinity, however, remains conservative and hegemonic in
its mythology i the films present violence as only method available for masculine
power and healing. Thus, just as Bruce Wayne and Tony Stark find themselves forever

3 pid.
[83]

t



Origin Stories:
Rebooting Masculinity in Superhero Films After 9/11
6 Owen R. Horton

changed by their struggles, so was the American national mythos rebooted to reflect a
strength of character in surviving trauma.
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Tamas Tukacs

Abstract

The study |l ooks into Al fReardWinHowtroomhtheo c k 6 s
aspect of gender roles and visuality. More specifically, it seeks an answer to the
question of the relationship between the main preoccupation of the temporarily
invalid protagonist, Jeff, that is, surveillance and peeping, and his masculinity. T he
study first reviews the main tendencies of
centres of the film, and then wants to take sides in the question whether this
Hitchcock work attempts to propagate a new, active, emancipated female ideal, or
just the contrary, it strengthens traditional, patriarchal and paternalistic gender
positions.

Keywords : Hitchcock, Rear Window male gaze, masculinity, masculinity in crisis,
impotence, gender
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With Regard to Masculinity:
On Hi t c MReaoWikdovs

Tamas Tukacs

Introduction
Critical Reception

Rear Window has been treated along the lines of three main critical
interpretations. First, several critical interpretations raise the possibility of a self -
reflective allegorical reading. In this view, Rear Windowis a sort of metacommentary on
the process of filmic art and filmmaking. 1 Thi s reading is valid, f o
which the blinds are rolled up and down at the beginning and end of the film,
respectively, suggesting a strong theatrical analogy,frame t he movi e. The 0
updé at the beginning, starting the show in
Stell a, and finally Jeffods friend, l nspect
participants. Neither Jeff nor Lisa remain mere spectators, then, of the events in the
opposite block. The second group of critical narratives examine the parallels hidden in
the film. Rear Windowis a particularly well -composed movie (perhaps it is no
coincidence that one of the lodgers is a composer who fnishes his piece exactly by the
end of the movie). Rear Windowdoes not exclusively build on sight but sounds
penetrating from the street and opposite apartments play an equally important role.
Murray Pomerance points out that, for instance, while Jeff is making a phone call,
watching Miss Torso, the ballerina, one <can
ballet Fancy Fre¢ 1 94 4) . I n Bernsteinds work, three s:
make the acquaintance of girls2 This is exactly what the male protagonist is unable to
do, being tied to a wheelchair. Or when Miss Lonelyheart is attempting to turn off the

advances of an excited young man, the sound:
one of the characters, c antfriertnl disah® énaggendral, these f er r
and similar such scenes offer intriguing par

The third, and | ast, group of critical |

gender positions and identities, and, in connection with th at, the importance of
visuality. This is the critical reading | would like to dwell upon in this paper, suggesting

Tomasul o, Frank P. “You're Telling Me You Didn't
Blow-Up. In. David Boyd, R. Barton Palmer (edsA)fred Hitchcock: Influence, Imitation and Intertextuality
(Austin, Texas: University of Texas Press, 20085.1

2Pomerance, MurrayAn Eye For Hitchcock(New Brunswick: Rutgers University Press, 2004), 8.

SHaeffner, NicholasAlfred Hitchcock (LondonHarlow: Pearson Education Ltd, 2005), 54.
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a connection between masculinity and visuality. According to John Fawell, to regard

Hitchcock as a misogynist director is a widespread notion , which might be justified by

films like Psycho(1960),Marnie (1964) orFrenzy(1972). He, however, refutes this claim,
saying that Hitchcock is ounambiguous, S o0omet
psyche and male sexuals ifnislemiua idryt [i.s . ¢ &, k iwn
wisdom and style, an appreciation of women that avoids condescension or

pat er né&lhthisreadidg, Rear Windowis an excellent example of masculine sexual
insecurity and the reversal of traditional gender roles. In my reading | intend to

chall enge Fawell 6s treatment of Hitchcock©os
pointing out the director6s uReWNindowi ng patr.i

Context and Background

To be able to treat the connection of masculinity and visuality in Rear Window
some context and background needs to be outlined first. The film is not without
precedents in discussing the relationship between the two concepts mentioned above.
In the 1950sand 60s, several literary and cinematic texts were authored that tackled the
dilemma of symbolic male impotence, often related to visuality and usually embedded
in a crime/thriller pl ot . T hReepipg Tom(EGO0N foi s t 0
instance, t he subject of his fatheroés bizarre ps
desire to record the suffering and the agony of women whom he tortures. Similar
aspects are treat ed TherColldcotl®63),Avbose reai &lsaraateq v e |
Clegg, kidnaps the object of his love, Miranda, and keeps her locked in his country
cottage. In this novel, an emphasised, though not unambiguous, contrast is suggested
bet ween Cleggds hobby, photography, and Mir
attheinaut henti city of the f or meBlowUpM1966hfedtuees gel o
Thomas, the cynical fashion photographer, who objectifies women with his camera,
and, by chance, discovers the traces of a murder on a photo he shot. In this regard,
Hi t ¢ h c o vik iday benseen as a precursor of an important thematic element in
1960s film and fiction (which, of course, resurfaces later on as well), embedding the
motif of photography in the thriller plot.

The works mentioned above are not only linked by common the mes and generic
characteristics but also by the thematic thread in which the male protagonist establishes
a contradictory relationship with objectified women through the technical means of
visuality. On the other hand, these works also exhibit a crisis of gender positions,
particularly in regard to masculinity, combining the representation of this crisis with a
crime plot. All of the male characters use cameras to compensate for their warped or

“Fawell, JohnHi t chcock 6 s Re a-MadgWilm (Carbondald dne Edwseds\ille:
Southern lllinois University Press, 2001), 6
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injured masculinity, or what they perceive to be as such. Howev e r Hi t chocksoa:
together with the works just referenced, looks critically at masculinity, particularly its
unstabl e and i nsecur e natur e. According t o
periodically in crisis o0vVe°He mdantons lthes distinbtundr e
waves (the end of the 19" century, the 1950s and the 1990s) when the structures of
hegemonic masculinity seemed to be in decline, which, he claims, is apparent in films
| i ke Hi tNothcby dNdrtbweest(1959) and Psycho(1960), and more recently in
movies like Fight Cluband American Beautyboth 1999)%However, the phenomenon of
injured masculinity was not only typical at this distinct moment but it is relevant
throughout most of the twentieth century. The questioning of previou sly taken-for-
granted forms of gender differences was given a new impetus by the horrible
experiences of the war, when traditional concepts of heroism, self-sacrifice, patriotism
and virility were undermined both by the actual events and the subsequent cul tural and
i deol ogi cal changes. Ssohnoec k860 , h0aDA0 bceaesne st roef a toes
the Royal Army Medical Corps in Britain and some 200,000 veterans received pensions
for nervous disorders after the war. "Cases of shell shock were initially explained as the
lack of masculinity, courage, stamina or patriotism. Later, due to the massive scale of
cases, traditional concepts of masculinity fell to question, as the identity and subsequent
performance coul d no | onger heot eér i aTbhei ndi Brc
psychoanalysis, or the symptom complex of shell shock, as it was called at the time,
proved that the traditional dichotomies of sensitive/irrational female and
sensible/rational male could no longer be supported, which led to a profound change
in the image of masculinity identified with stamina and strength. The seemingly strong
but tormented heroes Hemingway or Scott Fitzgerald or the gender insecurity of T. S.
El i otds J. Al fred Prufrock sufficisinthey at
masculine ideal.

Rear Window on the other hand, was made in an era that seemed to go back to a
more traditional concept of manhood. The decline of hegemonic masculinity might
have seemed valid until the Second World War, when the very historical circumstances
necessitated the backlash towards a more virile ideal. The second war did not appear to
have produced the same devaluation of masculinity as the first one; on the contrary, the
war produced the image of the kind of hero, who, in the American context at least,
carries on his civilian occupation in a suburban home in a strongly traditional family
setup with a partner as full -time housewife. In the British context, the 1950s is the era
of t he oangry young meno wi t h endeh iglentities, p o wer
misogynist and xenophobic tendencies. All in all, the 1950s, the era when Rear Window

5 Baker, BrianMasculinity in Fiction and Film: Representing Men in Popular Genres, LB
(London: Continuum, 2008%5.

8 1bid., 65.

’Edkins, JennyTrauma and the Memory &blitics. (Cambridge: Cambridge UP, 2003.
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was shot, again seems a period when a more traditional idea of masculinity was
dominating the cultural scene & as it is visible in the representation of Jeff as a war
veteran and adventurer, and Lisa as complying, obedient girlfriend.

The notions of watching and surveillance also appeared to have played a
significant part in this reinforcement of the masculine ideal in the period referred to. It
was of paramount importance in the Cold War context to guard the American nation

state against the infiltration of communi s
masculinity is to open t hEerdfolepas Bakertargues, t 0 C G
was necessaryto(e-) cr eat e the i mage of oOar moured masc
the penetration, infiltration or o0floodd of

the process (solid vs. liquid, firm vs. fluid) leads one back to the anti -feminist rhetoric of
anti-modernist critical narratives, associating femininity with uncontrollable movement
to be contained or resisted.

One possible reading, then, of Rear Windows to analyse it as a gendered allegory
of anti-communist tendencies of the 19504 related to visuality. According to Walter
Metz, the main organising principle of the film is the ideology of McCarthysm and
nati onal security policy. Jeffds ambiguous
by the fact that he is wounded by compulsive masculinity, and a t the same time works
to maintain this position through a sort of reconnaissance of the other side of the street,
which calls attention to the insecurity of his masculinity. Jeff may be seen a
OMcCarthysto subject i nas muc liesafshe meighbousngr v e i |
apartments is based in the logic that the safety of the United States is prone to
Communist subversion at its weakest point, that is, in the private setting of the family.
That is why it is needful to watch every minute transgressi on and eliminate it. °An
equally relevant point is the tradition of English Puritanism, which devaluates the
subject in relation to the community and treats it as the performer of community will.
Puritanism requires conformity of the individual, so the unco vered sins and vices must
be retaliated because what is at stake is the future of the whole community. Thus, the
protagonist is presented as a WASP anttcommunist masculine ideal of the 195041 in
theory. Similarly to the two Hitchcock films mentioned above, Rear Windowintends to
cover those fissures in this masculine ideal whose precedents go back to the period of
modernism. While seeing Jeff as a powerful masculine subject strongly in control of
what is happening around him through surveillance, critical r eadings generally call
attention to his symbolic impotence. The title of the present article refers to a
problematic relationship of surveillance and masculinity. The paper attempts to answer
the question as to what extent we can speak about the crisis ofmasculinity and what
effects it has on gender roles. In this paper, | am going to argue that contrary to the

8Baker,Masculinity66.
*Met z, Walter. Exposing the Lies of HitcAfedck’' s Tr
Hitchcock: Influence, Imitation and IntertextualijpAustin, Texas: University ofexas Press, 2006), 113.
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seemingly critical plot of examining the crisis of masculinity, Hitchcock really uses the
screen as a O0screeno6 t o capatermalistichpee-moderd and| y i n ¢
traditional representation of masculinity that objectifies the other sex by taking pleasure

in voyeurism.

Masculinity and Visuality

The film suggests that Jeffds position is
symbolically impotent male, while the female characters surrounding him, especially
Lisa and Stella, are active, creative and have a stronger identity. Thus, Rear Window
appears to be an example of the reversal of traditional gender positionsii a sort of
ciiue on the return of masculine ideals 1in
undeniably manifested in several ways. We learn, in the course of the movie, that he is
supposed to be some kind of archetypal heroic male ideal, since he takes photographs
in distant places, living in Spartan circumstances; he is also a Second World War
veteran, who served as a photographer on a reconnaissance aeroplane; and the accident
that made him temporarily invalid took place during a car race. (It is profoundly ironic
that he was not wounded in action but in civilian life.) Now he is trying to compensate
for this lost masculinity in diverse ways: staying with classic Freudian reading, with
various prostheses | ike hi s10 and Hashbulbd inythe phal I
closing scenes, which he uses to blind Thorwald, who is intruding into his flat. It is also
significant that he is unable to open the wine bottle and the waiter. As Susan White
claims, Jeff does not act but reactd?

The most important means replacing his masculinity are, besides his camera, the
voyeuristic investigation process that he carries out by the surveillance of the house

opposite. A gender-based approach to the film inevit,.
study, oOVisual Pl e as ur ensvhich shéd méhaonst aanbnig otleers,Ci n e m
Hi tchcockds fil ms to illustrate the proces
objectifies women: oln a world ordered by s

been split between active/male and passive/female. Th e determining male gaze
projects its fantasy onto the f edWwhatéantdsiesgur e
does Jeff exactly project onto female characters and his environment in general through

his male gaze? It would be simple to argue, forinstanc e, t hat Thor wal dds
kiling and dismembering his wife, is a projection of the sceptical, insecure and
i mpotent Jef f, who is trying to eschew Lisa

because she is simply too perfect for him. It is intriguing that Jeff gives women names

0'White, Susan. A Surface Collaboration: Hitchcock and Performance. In. Thomas Leitch, Leland
Poague (eds.A Companion to Alfred HitchcockOxford: Wiley-Blackwell, 2011), 189.

11 1bid., 189.

?Haeffner, NicholasAlfred Hitchcock (LondonHarlow: Pearson Education Ltd, 2005), 72.
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whom she sees referring to their body parts.13 That is why the ballerina becomes Miss
Torso and the solitary woman on the ground floor Miss Lonelyheart, and it is also
significant that the amateur female sculptor on the ground floor is making a statue in
the film in the style of Henry Moore that has no arms or head. These examples could be
seen as mani festations of Jeffds hidden desi
with Thorwald.

Tania Modleski, however, point s out Mul veyd6s theory doe:
the case ofRear Window She argues that Lisa is not an objectified, passive character. On
the contrary, he is the one who is active and refuses to keep a voyeuristic distance from
the Otextd hbkeutf lladavwensd mer ges into the 0scr ec¢
women who take an active role around Jeff. Stella, the homecare nurse comes and goes,
watches the trailer, Lisa orders dinner, and they together invade the block opposite.
Meanwhile, | nspector Doyle is not willing to start an investigation and refuses to enter
the suspectds flat (which h&eaf Wisdowseemsensttoby | ¢
be a drama of active/male gaze and passive/female objectified body. On the contrary, it
appears to be a corilict of inverted gender roles.

Jeffds Melancholic View

But let us have a closer look into what is exactly taking place in the film. A
careful scrutiny of the movie reveals that
essentially melancholic subject, a sort of symbolic figure of modernity and
fragmentation. What connects this to his symbolic impotence is that he strives to put an
end to the fragmented world around him, wishing to identify with Stella. To
accomplish this aim, he is going to use his girlfriend, Lisa, whom he can watch
unrestrained in a voyeuristic manner on the
sense of fragmentation is already present in the starting few shots of the film. The block
opposite remindlshowumse, of taavnsdmitting a feel]|
unity, 14 but in my view, the effect is just the opposite: the building divided into
separate flats narrate parallel stories, just like on a divided screen, that do not
communicate with each other, except for at the end, when Miss Lonelyheart goes over

to the composer ds. Anot her very Iliteral e x a
I nscribed on the cast reads: OHere lie the
doubl e meaning, eftormr etflee svemwmb Jelf fds passivit
on the other hand, conveys the meaning of 0

scenes carry on with the motif of fragment al
the focus moves onto a photoof t he broken car that caused

BModleski, TaniaThe Women Who Knew Too Much: Hitchcock and Feminist Th@oew York:
Routledge, 2015), 74.
1bid., 75
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see samples of photos that Jeff made during his travels. The shot stops at a picture of
Lisa, a negative record (a private, framed p
picture closes the shot on a magazine cover, suggesting a break and contrast between
the private and public selves of Lisa.

This fragmented world is a filmic representation of a melancholic perspective.
One suffering from the iliness of melancholy cannot help looking at t he world as a heap
of fragments and ruins.15The melancholic is simply attuned to the world differently.
Their inner melancholy is not projected onto the world and the external world is not the
cause of their mel anchol yintheMerl ddchaol whi ehl ¢
and the world are not strictly separated from each other, which is why it is impossible
to talk about 0mel anc ¥ihé gne who is diak ofanglaneholy io b j e c
simply not at home in this world, they lack the idea of a homel y, cosy space,
consequently the world appears to them as uncanny. The melancholic characters are
deviant subjects who occupy a mysterious social non-placel” rejecting the socially
sanctioned norms of behaviour. They are sorts of passive rebels, as if floaing in society
as ghosts!8 The cause of their melancholy is a split or rupture that renders the normal
working of memory impossible. In a melancholic world, any concept of unity or
completeness is doomed to fail, because a gap always appears that undermins the
intention of totalizing.

Jeff may be seen as a melancholic subject, for (even if temporarily) he is an
outsider, pushed to the margins of society, disrupting the normal codes of socially
sanctioned manner s, t r espas sprivagy. He hoeks &t theni t s
world voyeuristically and starts to fabricate uncanny stories about the neighbours.

Besides, he is a deviant subject and rejects the liaison with Lisa, consciously
differentiating himself from the average upper -middle -class life represented by her. He
travels to distant places alone, which is incompatible with the comfortable life that Lisa
has. Thirdly, a rupture indeed takes place in his life (the accident) that forces him to stay
passive in the wheelchair. Finally, a very obviou s point may be mentioned that proves
his melancholic disposition: he is a bored, disillusioned, cynical character who starts
peeping in order to overcome his ennui.

The connection between melancholia and photography could be unravelled with
the help of certain classic <£amerd Lueidor Subao u t p
S o nt @mgRhastographyand these theories could presumably work in connection with
films mentioned at the beginning of the paper that feature actual scenes of taking

15 See, e.g. FoldényiLaszl#elankolia [Melancholy (Budapest: Akadémial992.)

18 1pid., 265.

"SanchezPardo, EstheCultures of the Death Drivé Melanie Klein and Modernist Melancholia
(Durham, North Carolina: Duke University Press, 2003), 19.

¥Kraepelin, EmiDle.pr EEeimve Manbsanity”. Mdody. Mindsenni fer
Distempered Essays on Melancholy and Depressi@@xford: Oxford Univeristy Press, 2009), 274.
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photographs. An important difference here is that Jeff does not take snapshots but only
uses his bulky camera lens as a spyglass. The melancholy disposition can be highlighted
in this case with reference to the thriller/crime plot. The detective (who, to go back to
the original meaning of the word, looks, watches, detects) carries out work that is
compatible with the basic trope of melancholia, that is, metonymy. What usually
happens is that the detective collects traces connected to the perpetrator metonymically,
and going back in time, he constructs a coherent narrative from these traces, which
|l eads to the solution. The goal of Jyadfifl 6s ac
in gaps and ruptures and do away with fragmentation presented at the beginning of the
film. The telling names also reinforce this idea; the female names, Stella and Lisa,
suggest stability, unity and coherence, while his name (L. B. Jefferies) mat often
appears in a shortened, fragmented way (LBJ or Jeff), besides that of Thorwald, a
reference to oOhammero6 and owood, 6 also con
violence.

The connection of melancholia and metonymy is supplemented by another,
related, trope, allegory. Rear Window may be regarded as an allegorical meta
commentary of film making itself. However, the melancholic gaze that sees the world as
a collection of fragments and runs, ultimately, creates an allegorical image. The literal
meaning of all egory is oO0to speak other wisebo; i
trope can be traced back to the oscillating movement of the interpretation of two
superimposed images (the literal and the allegorical meaning). When Jefffi to prove that
Thorwald has buried something in the garden and that is why the flowers now seem
shorterfi uses slides to compare the garden as it was a few days ago and as it is now is
the point when he melancholic-allegorizing gaze achieves its full effect. This is the
moment w hen temporal gaps are filled, the fissure between the past and the present
ceases to exist, and with the help of two superimposed images, fragmentation is
replaced by o0the whole picture. o6 The meton
metaphorical identifi cation.

This leads us back to the gender coding of the movie mentioned above. Several
studies point out the parallel between the bedridden Mrs Thorwald and the passivity of
Jeff19 and together with this, the symbolic similarity of Thorwald and Lisa. Both are
active, serving the passive other with food. At the same time, the problem of whether to
or to what extent can the active Thorwald be seen as a projection of the fears and desires
of the invalid Jeff is unavoidable to raise; Page, for that matter, directly describes Jeff as

Psee, for exampl e, Poague, Lel and. “Tel |l Me the
Thomas Leitch, Leland Poague (edé Companion t&\lfred Hitchcock (Oxford: Wiley-Blackwell, 2011), 150;
Modleski, TaniaThe Women Who Knew Too Much: Hitchcock and Feminist Thé@dew York: Routledge,
2015). 72.
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an O0isol ated)eddrosnotieanmtp.odr ary invalidity, hi s
reluctance from establishing a proper relationship with Lisa opens ways to interesting
specul ati ons. Jef fds sugge s teeds thadJefhdoesfnotc at i
intend to establish a conventional love relationship with Lisa but wants to use her as the
object of his fantasies. The pl ot of the fi

vision is basically infantile inasmuch as he desires the position of a strong and
experienced mother figure, Stella, who is able to construct coherent plots. In order to
fulfil this desire, he wishes to exclude the brutal father figure (Thorwald), the allegory
of fragmentation and castration. Motivated by a sense of omnipotence and fantasy and
the pleasant feeling that the voyeur sees all but they are invisible, he attempts to fulfil
this desire with voyeurism. The turning point in this narrative is when Thorwald, the
menacing father figure, looks overto Je f f 6 s f | at i nto his camer a
the childish voyeur is caught in the act and is threatened by symbolic castration (his
camera being taken away that stands for his injured masculinity). When Thorwald
breaks into Jef f 0 sthflashhalbs, (andther rdfekence tb she Gadipal w
pl ot), but here he stildl remains invisible f
to fulfil his desire, who is already a mere spectacle (her name alludes to Mona Lisa,
which only exists as an image). Lisa, on the other hand, is willing to play that part in
Jeffds fantasy.

The crisis of Jeffds masculinity is thus
find connections between isolated, fragmented details. It might seem a minute detail,
but at the beginning of the film we learn that the experienced Stella is actually a good
detective (at least that is what she claims): he asserts that she was able to foretell the
Great Depression only because the CEO of General Motors produced psychosomatic
symptoms, and she argued that that could only mean serious financial and economic
problems. In other words, Stella was able to fabricate a coherent narrative based on
metonymic signs. This is the position and knowledge that Jeff craves, and one of the
main motives why he begins to assemble a story from the signs he observes. Female
characters in the film, especially Stella and Lisa (but also Miss Torso) are characterised
by perfectness and completeness?! Jeff justifies his reluctance to marry Lisa by claiming
that she is too perfect for her. His desire, on the other hand, is a perfectly rounded
narrative free of fissures and gaps, and he uses Lisa to construct such a narrative.

Poague, Leland. “Tell Me the Story So lL#lamd ": Hitct
Poague (eds.A Companion to Alfred HitchcockOxford: Wiley-Blackwell, 2011), 150.

2Modleski, TaniaThe Women Who Knew Too Much: Hitchcock and Feminist Th@bew York:
Routledge, 2015), 75.
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The Object of Male Gaze

The turning point of the film is when Lisa starts to show interest in the events in
the opposite house and says to Jef f: oTel | r
mean?s3So the woman identifies herself with Je
he sees), and accepts the interpretations offeredby Jeff. Lisa does not appear as the
counterpoint of the impotent Jeff, and Rear Windowdoes not undermine the active/male
and passive/female dichotomy by featuring Lisa not only as a passive spectator of
events but as an active agent. Jeff uses Lisa, eveputting her life at risk in order to
construct a coherent narrative and master S
through Lisa, and she seems to be a partner in this. When she is not yet convinced about
the truth of Jef f desblindshaadforceehsm to lbok atder, sdyingt s t
OThere is naé&iThiengnetss ageebe@hi nd this sentence
Thorwald is doing.o6 That is, she exposes he
she offers an explanation preferred by Jeff as well, the man becomes friendlier and
invites her into his lap, whereas earlier, even when kissing, he constantly had the
murder case in his mind.

In other words, Lisa becomes visible and a spectacle for Jeff when she finally is
willing to participate in his attempt at constructing a story. Lisa does make attempts at
objectifying herself in front of Jeffds mal
tiny suitcase and appears dressed in it in the doorway, offering herself symbolically to
Jef f . The mo st o0 b v i o u sobjeetificatiomp is evhero $he énters a 6 s
Thorwal dds fl at and plays her role in front
Thorwal dés wedding ring she sends obvious v
herself with the passive victim. At that point it seems as if Jeff were only watching an
exciting thriller with Lisa in the leading role. She is nothing else than mere spectacle,
which is not surprising, taking into consideration that by profession she is a fashion
model, that is, a simulacrum, a prey to a myriad of male gazes.

The conclusion of the film is also significant from this aspect. Although the
majority of critical interpretations emphasise that Jeff, after his other leg also breaks as a
result of an almost fatal encounter with Thorwald, acquires into a more passive and
vulnerable position, while Lisa is reading Beyond the High Himalayas travelogue by
William O. Douglas, published in 1952, a presumably very masculine volume. So
apparently Jeff bec o mes mor e ofemininedé and Lisa more
Jeff drifts off to sleep, she puts down her book and starts to skim through (not read)
Bazaar a fashion magazine. That is to say, she remains exposed to the male gaze
(although Jeff does not see her at the moment), while Jeff becomes almost a complete
invalid , at the mercy of caring women.

22 Rear Windowdirected by Alfred Hitchcock1954;Universal Studios2007),DVD.
23 |bid.
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Conclusion

Hi t ¢ h cRear Widdowhas been mainly looked at as an example of the crisis of
masculinity, revealing the dmmyteadng thef@mi®s syn
far from undermining traditional gender r ol e
Just the contrary, the film enacts Mulvey?o:s
patriarchal and paternalistic overtones. Contrary to what the movie might suggest at
first, that is, putting forward a claim for an active, conscious femininity, by suggesting a
reversal of the traditional binarity of active/male and passive/female, Jeff actually
objectifies Lisa, rendering her a spectacle for Jé f 0 s Oedi pal fant asi
protagonist, representing fragmentation, essentially desires the position of the
experienced Stella, the symbol of unity, and wants to project his fantasy of solving the
mur der case by putting Li spasitecouset gmjeyingoterc r e e n
performance. Rear Windowseems an example of the crisis of masculinity d in the context
of the works by Powell, Fowles and Antonioni dbut al so as proof of H
paternalistic agenda t o tbheato stchriese npardt iboyu Itahre
of ode to female wisdom and style. 6
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Forging the Boy

by
Andrew P. Dillon

I'm a man, forged American. Learned to hurl cunt, faggot, and fat-ass
fast enough to stayon the simpler side of boyhood.

Lanky in high schoold 6'2", 150#0 but | could eat twelve burgers in a sitting.
Enough red meat to prove | had balls.

Stopped shaving in college for something rough to cover my smooth Greek cheeks.
Twisted open Bud Heavy bottles with forearm skin.

To drink with Dad and Chris, carried a flask and forced bottom -shelf rye
every night after 10, Juilaged@aBhH&malt. 6t i | Il ¢

By 25, knew how to growl and pound my ches® earned the nickname MadBear.
Used my dick as a barometer for loneliness, those dark years after.

Now, | squat stacked steel to feel like a man. Measure testosterone in 20kg plates
to negate that weak teenager. I'm forging the boy who can climk®

despite depression, anxiety, the cyclical desire b died through this world,
in this skin, with this porous heart he's not supposed to expose.

I'm a man, forged American: bearded, cockstrong, double Rebel Yell neat,
hold the door for any woman, but brother don't look me in the eye.

See how broad my chest?lHow sti ff my | aw? Hope that | ea:
to brace your spine. Don't let your girl see me make you a bitch.

I'm a man. | can do this all night. All my life. Another step up the ladder.
Another sad motherfucker with my foot in his fac e.

I'm a man. American man. Believe me yet? What else ya want? I'm running
out of masks | can act.
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Instructions on Being a Sea Creature

by
Allen Braden

If you are a whale, your mouth
should be in your forehead,

not to mention your blowhole
gasping exclamations nearby!

If not, then you may need gills
folded like taffy and oxygenated.
Besotted, Pliny the Elder

decl ared a dol phinds tongue
better than those of most humans

of his acquaintance. You should be
so lucky. Your eyes may migrate,
fleeing the symmetry of your face

or you may never sleep again.

Say good bye to opposable thumbs.
On the other hand (so to speak),
you get to spawn thousands.
Practice lurking, breaching,

crushing ship hulls like cellophane.
Who else finds their way by singing?

Previously published in Orion Magazine
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The unshaven have a place here too.
Sirens Bar lures a drunk inside

only to cut him off. Salt air sobers
the rest of us to sip or use a straw.
Off Quincy Dock, jellyfish school

as if Planned Parenthood

dumped all its discontinued sponges,
all its expired condoms into the sea.
Innocence cartwheels along damp sand.
Are you alone reading this?

The tide rolls pasta out of kelp

along Dungeness Spit.

A doe and her spotty twins

circle my cabin twice a day.

All right out of some brochure.
Reminders | belong somewhere.

Are apricots still on the trees there?
Market steady to a nickel higher?
Cash comes ashore in
No chance of rainfall today.
Tomorrow looks doubtful too.

previously published in Talking River Review
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Borders of the body

by
Shawn Bodden

The jackets are more than moth-eaten,
having lain in a pile in a corner
for the long while my grandfather

has struggled to remember our names.

They seem to carry some history
sewn in their sleeves,

although we all know his habit

of pillaging the flea markets,
gathering all the strange appendages,
instruments and unwanted fabrics

simply to have them.

The green tweed draws my eye,

and | wonder when he wore it last, if ever,

I f maybe another mands family didnot

what to do with this shape of a man,
the ghost of his hands, the borders
of his body after he himself had passed.

My grandfather saw something in that jacket

when he haggled it free from the clothes rack,

but now my father holds the coat close to his own face
struggling to find signs of someone. Musculature
turned macrameé; our farmer gone to yarn;

he tugs a thread from the edge of the pocket,

and | just hooboee hre®tl lddreaavpeutitit on.
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Femme Poem #2

by
Allison Blevins

Every woman | 6ve | oved is a man.
Women who shake their hair like men,

palm my lower back, wear their jeans low.

All that | love is delicate, petals on a bough:
a strong tongue in a female mouth,

mends trousers on curved hips i n a men

| want to say this is masculinity
done right. This is a hand on my throat

without the anticipation of being crushed

beneath the buckle ofabelt... myfatheb s bel t s.
Neat. Belts in black and brown rows.

| want to say | love a woman

as a man in a womandés body,
a woman in a body made hard and lean,

a body made to glow in the reflection

of all the lamplight eyes glaring
as she walks down the street.

| fear you will hear:
| want a man. | just know what | want &

boxer briefs hugging a womandés | egs, m

and the stink of armpits | want to lose myself in.
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Mammy's Boy
by
Jack Little
His feet sopped wet from weekend football she cooked Sunday roast
ice sheets of windy slate on the sidelines ités five against
Al m moving to Mexicoo, I said
What footy teams are there? A nervous look
What do they eat? A supportive smile

Al nmt coming home for Christmas?o
We understand.
His love gruff and kind My knowledge shallow Her love a blanket
Your vulnerabilities are mine
| selfishly ignore?
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NYC Sidewalk Preacher

by
Gail Braune Comorat

I &m not curing despair, just as
strolling beside me is not an island

with ocean liners wrecked on her shores.

| see how she accustoms herself to the fringed

shadows beneath these slick heat clouds.

This last year she survived with memorized psalms.

She wound them like pieces of red string

around her ravaged hands. And her despair? It still

saves her, it still looks like a holein her sky.
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